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INTRODUCTION.

OBJECT OF THE WORK. GENERAL STATEMENT OF THE
SUBJECT. ISOLATION OF THE QUESTION FOR PURPOSES .
- STUDY. KNOWLEDGE ASSUMED. THE AVOIDANCE
'v:DvIGRESSIONS. PROPOSED METHOD OF TREATMENT.

1, Turs little book does not propose to deal
tﬁt’he subject of plain chant generally, but only
th its @ccompaniment) Plain chant itself is
itially the property of the Church; and not
questions relating to it fall therefore more
erly under ecclesiastical jurisdiction, but

also naturally rest upon the traditions which hd
has preserved. It is otherwise with thw

stion of -accompaniment; because, to begir .
plain chant was/not originalh} accompanied

econdly, because when once the scale or
- ziii - 3



X Modal Accompaniment of Plain Chanl. '

% 7 ‘node in which a Gregorian melody is cast becomes

~ known, the question of its strictly modal accom-

M..,having been originally unaccompanied naturally

paniment in anything like the sense in which
we now understand it would have been even

possible at the time of its introduction,/when .

the vocations fulfilled by our leading chords—
such as dominating the key during the course

of a composition, or stating it at the _close—
were represented melodically. Such being the

_conditions then prevailing we cannot be sur--

prised that the beauties of Gregorian music

-Etill remain more apparent withoul accompani-

% ent; and that the only justification for its addi-

¥ ; tion is either that it assists the voices, or that it !
m relieves, by the introduction qf harmony, the

effect of what our modern prejudices might
othetwise incline us to regard as crude. There-

fore, not respect for ecclesiastical authority

._* alone, but the fact also that an accompaniment
I,KW is a mere (@ddiion kauses us to separate the latter

from the subject of plain chant itself.

E8

paniment is(obviously one of musicianship along)-
2. The circumstance of Gregorian music

implies that it is ¢omplete in itself) No accom-

http://c
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3 Advanced students of this question easily
erceive that the beauties of plain chant are really
‘obscured b '

‘obs y _accompaniment. The reason why

" h1s is not generally observed is that people now-
adays have become so accustomed to the use of
~_.h§rmo‘ny that theirén elodic perceptions are dﬁl]g_@
’vlgﬂ"‘proportion. A melody unharmonised seeins
‘to them to have lost much of its attraction;

because they cannot realise the mental effect of
ach interval in the same way as they would be
Aib.»lfe;to do if they had not the(habituai assistance
filﬁlarmon% This being taken away they can no

'.‘IOﬁ\g,e;r; fully appreciate a melody unless they

appen to be familiar with it; and the modern
)fl}ency 1s even to make melody largely depend-
nt upon harmony in the form of progressions

-,squences and modulations.  In default of.these

ur melodies are m fact often of such -a natur
?. ;'l_-all interest in them would .cease; SO thate
thgygh. we may grandly compare our achievej
nts “Wlth. the humble efforts of our forefathers
€ are just one or two respects in which W(;
not progressed, and our common defect of
e o_d;c perception)is a case in point.

_“Now, by way of making this plainer, let us

o



XVi Modal Accompaniment of Plain Chant.

suppose ourselves suddenly compelled, by the
absence of harrndny,ﬁo take greater pains in
both observing and effecting the intonation of
each note of our melodies)) The first result
would be that we should “trace their expres-

sion not in the actual notes but in the mental

effect produced by the various inlervals. The
more this faculty developed the more we should
feel independent of accompaniment;
austerity to school ourselves to these ideas is
wanted if we are to appreciate the nature of plain
chant, because without it we can neither hope to
realise how its W-
fathers, nor claim to possess the slightest judg-
ment of their merits. ’
5. These considerations have a very powerful
bearing upon the question of accompaniment;
because, the mental effect of the éntervals being
all that was originally relied upon, it follows that
if we accompany plain chant correctly we shall do
nothing to obscure that. The test of our accom-
paniment must ever be that the mental effect of
each interval is to remain the same as 1f unaccom-
panied; and the only way to do this is to accom-
pany strictly within_the mode, any change in

and the :

Iniroduction. xVii

_which 1s a change not merely ot harmony but of
ssential melodic attributes.

6. The absurdity of introducing modern chro-
‘matic harmonies is apparent in the fact
hat éll Gregorian _modes are based upon
rﬁatural notes alone) modulation being therefore
,cnurely foreign to them. The only legitimate
~material for their harmonisation consists accord-
ngly of the triads formed from the simple
diatonic scale; applied in such a way as to give to
certain of them a prominence corresponding to
the melodic prominence appertaining to the same
notes in the modal scale.

7. There s, of course, a great temptation to the
ordinary player to be satisfied with his accompani-
ent providing it is of pleasant effect according
modern ideas; but if, at the onset, he will follow
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és suffici ! of to enable him

Modal Accompaniment of Plain Chant.

to play and to franspose ordinary progressions.) -

Such stipulations do not, of course, apply to those
who may happen to read these pages with the
object of merely making a survey of the subject,

and for whom it is believed that the textual _

“descriptions will amply sufhee. v
8. There was in writing this book some temp-
tation to treat the ancient scales as basis for com-
position; but this, by rcleasing the student from
orthodox restriction, would have weakened the
effect of the instruction. It is, however, right

to point out that modern music presents many

indications of the neglected fertility of these
scales; and, as instances of this continue to in-
crease in number and importance, it would be
difficult to predict (10W far such claims may ulti-
mately become recognised) It is conceivable
that works of the first order written in the ancient
scales may one day excite the wonderment of
all mankind; so that the student of these pages
may reasonably look upon increased facility in
the use of the modes as adding more to his gen-
eral qualification than the mere power of accom-
paniment.

9. Itis not uncommon to find those musicians

-:.‘.‘ﬁ

Introduction. XIX
who are the most vehement in the1r dislike of the
."'anc1ent scales also the most warmly in favour of
certain national melodies based upon them. Such
llocrlcal demeanour should cause them to reflect
that, although tkey may find such scales to be
unnatural untutored folk in all ages have felt
d1fferent1y To demonstrate this at length was
élso a temptation to be avoided for the sake of
4closer adhesion to our main subject.

‘1o. It will be obvious to the student that,
. mdependently of this course of modal instruction,
~some practical experience will be necessary in
order to enable him to render his accompaniment
subservient to purposes of the ritual; musical
aptztude in that case requiring to be allied with
appreciation of the text to be accompanied.
Granting that condition, however, the informa-
tion herein contained should be ample for every
need.

'11.  With regard to those who may consider
that fidelity to the mode has herein been carried
too far, and that there was no necessity, for ex-
'"mple to elevate the Gregorian dominants to the
egree of importance claimed on their behalf, it
ay-be said that, as the Gregorian dominants are
ifgely characteristic of the modes melodically,
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it seems impossible to err in giving to their har-
monies a corresponding position. By doing so

we atone as far as possible for the anachronism

of accompanying plain chant at all; and obtain
the support which it is the proper vocation of an
accompaniment to give, combined with the
niearest approach to an unconsciousness on the
part of the singers that they are otherwise than
perfectly free.

12. The present lines being merely intro-
ductory various matters here touched upon must
necessarily recur in course of the work. It is the
scarcity of literature upon this subject which
renders it so necessary to make the student thor-
oughly aware of the sense in which the question
is approached; and the same cause having greatly
restricted the opportunity of comparison with the

ideas of others may also have rendered this little
treatise the more rigid in its adherence to modal
e ———— e ———

conditions.

13. All examples are given in the fewest
possible notes. Super-clever musicians will
therefore look in vain for examples of musical
profundity, and may even smile at the extreme

simplicity of illustrations, the practical applica-

T

Introduction. xx1

~ion of which they may not find to be at all
simple; deeper students being well aware that
“the attainment of this apparent simplicity is pre-
cisely the one great difficulty, with our task of
enabling the reader to surmount which we will
' now proceed.

http://cc il
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THE
MODAL ACCOMPANIMENT OF

PLAIN CHANT.

Part —-THEORETICAL.

CHAPTER L

. IMPORTANCE OF THE STUDY. ITS TWO-FOLD APPLICA-
BILITY. DIFFERING VIEWS AS TO ACCOMPANIMENT.
CHOICE OF HARMONY WITHIN THE MODAL SCALES.

'14. THE subject of ancient scales is one which, now-
;éVér lightly passed over by the present-day musician as
a rule occasionally arrests his serious attention; when
the thought of how stupendous would be the effect if,
fter all, the moderns should be mistaken 1n their esti-
’_ate of them is only stilled by reflecting that no such
eVo]utmn is likely ever to happen.

~15. The idea of such a possibility is also held n
beyance by various other interests. The subject of
ncient scales is so bound up with the history of the

! SOUTHERN ILLINOIS
UNIVERSITY LIBRARY
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early stages of rausic and is so surrounded by holy
associations that the temptation to dwell upon these
features naturally hinders its practical exploitation in
the modern sense. -

16. Another cause of inaction liesin the fact that we
have grown so habited to the use of two modes that our
minds are not sufficiently free to enter upon the subject
with the necessary impartiality. Our major and minor
modes are, however, but two amongst many ; and surely
the question should interest us of knowing why it isthat
only these two modes have actively survived, and
whether our enterprising modern musicians are right in
suffering the restriction to such a narrow choice.

17. The answer which the average musician would
give may be easily stated. He would say that this is
merely a case of survival of the fittest. In other words
he begs the question and would find himself immedi-
ately out of his depth if called upon to demonstrate
his own statement.

18.  The great modern creative musicians have, how-
ever, not been so exclusive, and works exist which evi-
dence the fact that the question of ancient scales was
one which appealed to them; though for the many

amongst ourselves to whom it is of interest it must be -

admitted that the facilities for studying it are insuffi-
cient to enable a progress to be attained commensurate
with the amount of labour involved.

19. The study of the modal accompaniment of
plain chant proves to be in this connection of a two-

Vitality of Gregorian Scales. 3

fold utility. It is practical in character as enabling
the church organist to fulfil his duty consistently; and
it also forms the first stage in the speculative enquiry
" to which we have alluded.

20. The student must thoroughly realise that
Gregorian scales not only still live; but; as the appointed -
liturgical music of the Church, they will continue to do
so. Far from being in a state of decadence they remain
“ in everyday use. Thus they quite demand our
recognition ; and we dare no more take for example an
Antiphon written in the first mode and play it in the
modern minor than transfer a piece written in the
modern minor to the first Gregorian. Both composi-
tions would, of course, be utterly distorted by such
_ treatment, but one not more so than the other. This
by way of stating the importance of an accompani-
ment witkin the mode.

- 21. But if, on the one hand, the fact of Gregorian
i music being the appointed liturgical music of the
church imposes upon us the obligation of studying
these scales, it also provides us with the opportunity of
'-doing so; and every musician should be thankful that
‘we possess them in this condition of vitality, as con-
stituting a most valuable link with the past and as
nabling. us to realise features of ancient art which
“would otherwise have remained in the dead letter.
22, This reflection, however, is not unmixed with
egret; for our knowledge of the whole subject would
iave been far greater if, on the introduction of
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Gregorian music, notation had been in a less primitive
condition; if the practice of harmony had been more
advanced; and finally if instrumental music had also
then been in a state of higher development.

23. The result of these drawbacks shows itself at
once in the fact that plain chant was at first entirely
unaccompanied ; and, though the date of its introduc-
tion alone would lead us so to conclude, it is still
better to rely upon melodic features of construction,

which show that in its inception no account whatever -

was taken of instrumental support.

24. This being the case there are many at the present
day who rightly hold that it should remain unaccom-
panied, and that from the purely historical standpoint
an accompaniment is an intrusion. After everything
possible has been said in favour of accompaniment it
is still an anachronism; and the broad fact must ever
remain that however modal, however subordinate and.
however sympathetic with the text, plain chant is per-
fectly complete without it.

25. To this as to most questions, however, there are
two sides. In the majority of instances the support
derivable from an accompaniment is not only a practi-
cal necessity, but we have also to remember that as our
free use of harmony has somewhat dimmed our per-
ception of the mental effect of melodic intervals, it would
seem but right that harmony should replace what it

‘has caused us to lose. In these few words the true

,http: /
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vocation of plain chant accompaniment is entirely

©. stated.

26. The object being, therefore, to invest the
melodic intervals with the greater interest which lies
in reproducing the mental effect which formerly
attached to them, it follows that unless the accompani-

ment be strictly modal it not only does not do that but

- prevents us from understanding Gregorian melodies

altogether. Hence, it is far better to have no accom-
paninﬁent at all than one conceived in opposition to the
mode in which the melody is cast; and which presents
cach note to us in a relation to the others which it was
never intended to bear.

27. It would be wrong, however, to imagine that

* " these scales, of themselves, restrict the choice of har-

mony. They do not do so. If a modern sonata, for
example, were written in one of them we should not
only be free to adopt whatever harmonies we pleased
but we should also find that the nature of the scale

interposed no difficulty. It would be possible, there-

fore, to produce new compositions within the mode and
yet make free use of modern progressions. But these
progressions cannot be applied to ancient music;
whether plain chant or no.

28. The great distinction between old and new lies
t only in choice of mode, but also in_ the excessive
e of modulation to which the command of harmony
has.given rise. To allow this command to intervene to
distortion of work conceived upon a different basis

4




6  Modal Accompaniment of Plain Chant.

is about as feasible as would be the exclusion of modu-
lation from modern composition; and it is difficult to
see why there should be any temptation to perpetrate
incongruities in Gregorian music, the absurdity of
which would be at once manifest if applied to that of

the present day.

CHAPTER 1IL

THE GREGORIAN DOMINANT. ITS VARYING SITUATION.

COMPARISON WITH THE MODERN DOMINANT. EX-

CLUSIVE USE OF TRIAD HARMONY. PERMISSIBLE MOD-

IFICATIONS. IMPORTANCE OF ORGAN-POINT. THE
MODERN CADENCE.

29. IT is impossible for usto know with certainty the
exact degree to which the hearts and minds of the

- people were formerly attuned to the points of rest in
“ their scales: whether the tonic, for example, had with
. them the same power and strength as with us. The

word “final ” as applied to it does not favour this view;

and our belief that this “final” was equivalent to our
~tonic is strengthened rather by observation of the use
- made of the ancient dominant.

30. The Gregorian dominant is supposed, according’

T to what we are continually told, to have been something
-~ quite different to ours, in that it merely marked the

point to which frequent melodic return was made. How
7
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this could have been otherwise, before the introduction
of harmony we are not told. Let us ask ourselves the
question: If we of the present day were suddenly
deprived of harmony, how could we better in single
notes fulfil the vocation of our dominant than by
frequent return to it? And would not an analysis of
any average composition of the present day show that
it is precisely to this chord that the miost frequent return
is made? Hence it is that we here ascribe to the
Gregorian tonic and dominant the same force which
they exercise in our own scales. '

31. It does not {ollow however because the function
of their dominant was the same as ours that its power
was so also; the question of its degree of power being
secondary to that of its existence. Even amongst the
Gregorian modes themselves there are differences of
Those placed on the fifth, for example, are
stronger as a rule, but their strength is diminished if
the triad within the mode happen to have a minor third,
Such variations do not affect the question
sense of the word

degree.

and so on.
whether they had a dominant in our
or not. :

32. This leads us to speak of the situations occu-
pied by Gregorian dominants. These being various it
is somewhat excusable to imagine that such dominants
must have been entirely different from ours in vocation.
Our noticn of the situation of tonic and dominant is
so fixed that we cannot realise what is meant by a
tonic otherwise than on the first or a dominant other-

Characteristics of the Gregorian Dominant. 9

wise than on the fifth of the scale; so that the horror of
o modern musician at the thought of a change in the
‘eituation of the dominant in connection with existing

33. It is not only the situation of tonic and domin-

i

1

o

i S . . -

i < . works can easily be imagined.
{

ant, however, respecting which we are 50 convinced, for
we give our deminant a major third, and are so anxious
that it should have one that we even inflict an acci-
dental upon one of our modes for this purpose.

Lx. 1.
42 T
F—g——g T ®—
:’_ ~# .‘- O“ ..-
o &
S
- —

~In Gregorian music we know nothing of any such neces-
If the modal scale provides the dominant
with a major third, well and good. Other-
same as any

sity.
_naturally
wise it must go without; precisely the
~ other triad.

~34. Theorists also explain the accidental in the
nodern minor scale as proceeding from the necessity
This necessity must indeed have

‘been most dire to excuse the cecond accidental, which
'_'z'il_s_c‘) occurs in a common form of this scale. The stu-
“dent of Gregorian music has no concern with such
fﬁ;at/ters; the dominant, like every other chord, possess-
- mg only such intervals as are provided by the modal

%
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scale; the scale, in its turn, possessing only such inter-
vals as are provided by the succession of natural notes.

35. But there are other qualities which we ascribe to our
dominant which are absent in the case of the Gregorian.

We form it, for instance, into a tetrad by addition of
the seventh; after which, of course, as it is now a dis-
cord, we have to provide for its resolution. Tetrads,

were not thought of at the institution of Gregorian
music; and as the melodies themselves bear evidence of
a resistance to the progressions thereby induced, we
have nothing to do with tetrads,--confining ourselves
entirely to the triad and its modifications.

36. The modifications of the triad usually permitted
are (besides its inversions) suspensions, passing and

changing notes, organ-point, etc. ; as, for example:
B - - &
Ex. 2. :
4)

=)
“ & References:
f - (1) Changingnote.*
: ’ . (2) Organ point.
2 (3) Suspension.
= 14) Passing note

37 The use of the suspensmn and of changing notes-
is rendered Spmewhat difficult of application in conse-
quence of Gregorian being ;an unmeasured notation.
As there are therefore no bars (in our sense’of the
word) so there are also no accented and unactented
beats. Agcordingly,a suspension to be correctly apphed

&

Usefulness of Organ—po,z}nt. . 11

must coincide with some situation where the text and
melody combine to give the impression of an accented

- beat for its percussion.

38. On the other hand, the organ-point 1s almost
constantly available. It not only enables the accom-
paniment to be phrased in accordance with the text, but
Lt gives the player the power to select for prevalence
* whatever harmony he may deem suitable ; besides which
it 1imports richness into his combinations, and enables
him to dispense with certain notes of the triad har-
monies, whereby their scope "of application is largely

increased; as w1ll be explained hereafter. Take, for

example the scale in first mode:

Ex. 3. o
e e | e FE
‘?E_{‘E_'_" = 1%LL;EEY:HL;:.:’}
L

N —

T e ama——

T ] L
| SIS ) /-

1 . t..l | _ N —6/_' ~ -.-
@__—'—‘—‘“‘_J_"J;a_‘--— e — - —
et

~—
-ifjj_;l"__cf}:‘li::—o——l

2
R,

30 The use of mod1ﬁcat10ns of the triad for all
purposes is not, only in contrast to the employment of
a greater variety of chords but also to the manner n
Bhich triads themselves are used m modern music.

D -
5
:
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Take, for example, the inveterate use of the dominant
in the modern cadence:

The montony caused by the c8ntinual uvse of this
becomes quite distressing after close familiarity with
ancient scales; beautiful compositions teing disfigured
by it to a degree the more difficult to account for when
we reflect that the duties of the dominant are nearly
always fulfilled before the cadence is approached.

40. In Gregorian music we use the dominant at the
cadence if suitable, and not otherwise. The question
of its suitability does not even always arise; for there
are modes in which the usual fall to the tonic prevents
its use altogether; in which case the cadence is usually
a tonal progression. Take, for instance, the following in
eighth mode; where the dominant, being C, is excluded
in this way.

Ex. 5.
() & o =Y _52""‘-_ ’
T —p—2

41. Tt isin this connection not so much with the use
as with the abuse of the modern tonic and dominant

http://c

Gregorian and Modern Cadence Compared. 13

that the Gregorian system is at variance. Every musi-
cian is aware of the flood of trash put forward at the
present day, the composers of which never trouble them-
selves to use any other chords; the result being a per-
petual alternation of these two. This, however, 1s

" merely the reductio ad absurdum of the modern idea of

cadence. A cadence ought to continue the thought of
the composer to the very last note, in music of what-
ever school or description. There are, of course, oc-
casions when the dominant is the most appropriate
cadence to be employed; and, if these are numerous,
that is so much the more reason why they should be
held to be sufficient.




CHAPTER IIL

MODERN ERRORS OF EXPRESSION. EXAMINATION OF

THE TWO MODES IN USE. VARIATIONS OF THE MINOR
SCALE. THE MODERN SUBDOMINANT.

42. WE thus see how the study of Gregorian music
gives us a greater knowledge of our own system and
why even on that account alone it is deserving of more
attention than it generally receives. The marking of
differences between the two is of especial value to us in
drawing nearer to our special subject, which we will
therefore resume with another case of modern mis-
application of means.

43. We speak, for instance, quite incorrectly of our
scales when we say “scale of G”; scale of D,” and so
forth. There is no scale of G; there is only the scale a/
G for it is the same scale over again. Similarly if the
scale were minor we have only “the minor scale at G.”
Thus described, the fact is constantly brought before us
that we have only two scales; which we already know

perhaps, but do not sufficiently realise. 1f we were to
14

Modern Scales in Use. 15

speak of Gregorian scales in the same way there would
be ninety-six of them; viz, eight in the natural key and
eight more for each remaining semitone in the octave.

44. Let us now examine our own two scales before
proceeding to consider the eight Gregorians. They
each consist of two tetrachords and move round a circle
of twelve tonalities; a fifth apart, thus comprising the
conventional divisions of the octave.

Ezlz.é. B
e e |
s SreLTaTe e  E 2|
d _'i_'_;'_ g re P ———ll— 5 i—:%!;;‘:!f;’:v:'_:
or e ¥ #‘ " or

Ralor tonics. Minor tonics.

45. We now collect and compare the features
presented by these two modes :

Major MoODE. Minor MoDE.

1. Each scale consists of two | 1. Two tetrachords; but semi-
tefrachords, the semitones tones not between third
of which always occur be- and fourth degrees. They
tween the third and fourth do not even occur in any
degrees. constant situation.

Each tetrachord is common | 2. The tetrachords are not in
to two scales; forming the common between two suc-
first half of one, or the se- ceeding scales.
cond half of the preceding.

3. The tonic of each scale is | 3. The same.
the beginning of itsfirstand
the dominant the beginning
of its second tetrachord.

4 The dominant bears a major | 4. The dominant bearsa minor
third. third.
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46. We have here of course taken the genuine minor
scale to the exclusion of that containing a factitious
leading note, the result being that the minor scale is
presented as having a minor dominant. Had we 1n-
cluded the three formations of the second tetrachord

of the minor scale which are in use, thus:

Ex. 7.
MINOR SCALE.

2nd Tetrachord.
No. I.

1.t Tetrachord. No. 2.

_ RN B N . »-
e

o & — g I

it might have been useful in pointing out the unreason-
ableness of moderns in finding eccentricity in Gregorian
tones, but that is all. The correct view is that there is
one minor scale, and two corruptions of it.

47. In the modern system a large influence is
ascribed to the subdominant, and with good reason;
because it is in reality a kind of second dominant
‘standing in the same relation to the preceding key as
the dominant to the following one.

Resulis of the Modern Fixved Dominant. 17

Ex. 8.
e ——
{ Scale of C. ‘ | . .
= . :‘_"“tEj___;t—‘_‘:"* ——_,_1:f :
' —— e
- ‘o h' - l
- o ol . .
: 8 2 | 2 2
X g 259 £ 25
% E D = I g o g :; g “
- E ° 3 = |G 9'
A Scale of F. O Scale of G. v -

|

48. This 1s obviously a consequence of the fixed
dominant; and 1t constitutes a feature which we must
not expect to find repeated in the Gregorian system.
The result is that whereas the moderns use the sub-
dominant to complete the harmonies of the scale there
is no preference of it in Gregorian modes. Tt is simply
a related triad and takes its rank with others of the
same nature.

49. Gregorian music is all in the natural scale. It
may, of course, be transposed into any key; and, in
practice has to be placed in whatever key 1s most suit-
able for the voices. That, however, has nothing to do
with its inception; so that in all which follows refer-
ence will be made only to the succession of natural
notes. The student must be careful, however, not to
confound the natural key in a Gregorian mode with the
modern key of C. Itis merely a coincidence that the
latter consists of natural notes also; and in the whole
round of Gregorian tones, notwithstanding that only

i
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natural notes are recognised, there 1s not one which has
C for its tonic. '

s0. It has been said that Gregorian music has to be
transposed_to suit the convenience of the wveoifes. It
may be appropriate here to mention that, in addition
to the convenience of the voices, we have sometimes to
consider whether the words are of exultant or peni-
tential character, as a somewhat higher key is better
suited to the former and a lower key more expressive in
the latter case. '

http:

CHAPTER IV.

THE GREGORIAN TONES AUTHENTIC AND PLAGAL.
DIFFERENCE BETWEEN THEM E XPLAINED. DIVISION OF
THE OCTAVE. COMPARISON wiTH TONAL FUGUE.

51. THE Gregorian tonics are exclusively D EF
and G—that is to say they are always so written and
referred to; the actual notes, of course, depending upon
the pitch at which the music 1s performed. As only
natural notes are employed it follows that the scales
formed upon the above tonics are as under:

Ex, .
7T Mode VIL ]
i | Mode III | l
B Bt o i i S _::,—;E_ﬁ—j
- — % —
_'__' '——._
| I Mode I ! |
Mode V. l

52. These are called the “authentic modes,” and

are numbered 71, 3, 5 and 7 respectively, to allow for
19 : :

aters é,d.org
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the interspersion of the four remaining modes to which . .-

they bear a relation.
53. The other four modes are called “plagal” and

their scales commence with the notes A, B, C and D;
the result being here shown :

E: 10.
7 Mode VIIL I
! [ Mode V. | |
]
_-9' i i t ; !__-__
@ e e e e
T ¥
F v’
i | Moce 1. | §
! Mode VI. |

54. The tonics of the plagal modes are the same as
those of their relative authentics, being D, E, F and G
for the second, fourth, sixth and eighth modes respec-
tively. The plagal tonic 1s therefore on the fourth of
the scale, thus dividing the octave mto a fourth and
fifth—that is to say, a fourth to move below the tonic
and return to the cadence, and a fifth upwards to com-
plete the compass to which the melody extends.

55. We now group the modes in pairs, each con-
sisting of one authentic and one plagal, which is the
way in which we shall have practically to deal with

them.

Authentic and Plagal Modes. 21

|

Ex. 11.

Tonic.

_!— P 1

.
Mode II @ gp———— 1 -1
(A to A). § S——— ‘!_3_‘__,- [ %vlr)o&eDr).
: = _a:;‘—d—-a-:— A ———
i |
g
" R
ode IV. — P s S S
A —] P . ¥ Mode II1.
(B to B). % "_—,‘:51_'1*'— —T | (B0 k).
-a'v —'.
| |
I »
a g 5
) _9 - 1 i | ] ']_
Mofle VI g —— 1+ ®—*—} Mode V.
€00, Mooy e— e (F to B,
o @
! |
|
5 . ; .
&= | l i i
. — . t | 1 - !__d‘_
Mode VIIT. ; {-— : —e—® "
S S SN Mode VII.
L
J

56, Students are very often puzzled to discover
what can possibly be the difference between two scales
which consist of the same notes and have the same
tonic. That is because they unconsciously conclude
that the tonics being the same the dominants must be

5
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the same also. But, once get rid of the idea of a fixed
dominant, and it is easy to see what a different influence
is cast over the melodies in one mode as compared Wwith
those in the other. The influence of the plagal
dominant, which is always lower, coincides with the
lower pitch of the plagal scale, and the two features
combine to give to the mode its special character.

57. Gregorian melodies are all supposed to be com-
prised within the octave; and although, as time went
on, this condition wasnot strictly observed, this does not
affect the question from the student’s point of view.
It pleases some modern writers to doubt the reality of
the difference between the division of the octave in the
plagal scale by the intervening tonic, and its division
in the authentics into two tetrachords. These writers
never had to accompany plain chant or they would have
held a different view, the reality of the difference being
perpetually evident in practice as will appear in course
of, this instruction.

58. Such views do great injury to the study of plain
chant, and generally it is better to avoid a reference to
them; but we make an exception in this instance on
account of the importance to the student of clearly
understanding the difference between authentic and
plagal. No doubt he will be already familiar with
the difference between the “plagal cadence”

Authentic and Plagal Division of the Octave.

[ 8]
(OS]

Ex. 12.
e ——

NG

(7]
Co
[&¥)

3
=y
€

@——0

which divides the octave at F (or in other words into a
fourth and fifth) and the full cadence

Ex. 13.
el
%‘_—%— — Q—_
SR S—— D —
£ o
‘Cj'
h—l o

which divides the octave at G, or into a fifth and
fourth. The contrast between the gentleness of thé
former cadence and the masculine character of the latter
1s too marked to require more than mention.

59. We do not expect every reader of this work
to have already studied Fugue, but those who have
done so will also be aware of the varying nature
of the relation between Dux and Comes, or subject
and answer. If the subject extends from tonic
to fourth, the answer accepts that division of the
octave and--completes it by occupying the wider
interval of fourth to eighth.
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5th

go. But if the subject extends from first to fifth of
n accepts that division, and

the scale the answer the
replies with the necessary fourth to complete the octave.

Ex. 15. (Bach).

5th

61. The boldness of the reply in the first of these
two examples and its gentleness in the second repro-
duce the same idea. In the latter example, as it returns
to the tonic, the subject might have been replied to with
a fufth; but mark the difference 10 effect produced by

the alteration of this one note.

) Ex. 10. )
b~ 1 -~
e —— =]
e  EE e S :'_:::'I:E _:L_—'_T;__'—’_’:
Pran 2! o1 ) ! - :
| - T
Dtod Ato B
5th

5th

Real and Tonal Fugue. 25

62. Moreover the names borne by the different kinds
of fugue strongly remind us of the analogy between
tHe two cases. Those which divide the octave between
subject and answer are called “tonal”; but those which,
like the authentic modes, recogﬁise only the two tetra-
chords of their scale and therefore reply with exact
intervals, are called “real”; terms which bear a strong
family likeness to those which we are now discussing.
We will therefore now take for granted that the student
accepts the reality of the distinction and proceed.




CHAPTER V.

GREGORIAN DOMINANTS. THEIR SITUATION. MELODIC
FEATURES OF THE GREGORIAN SCALES. COMPARISON
oF MODAL INTERVALS. THE PECULIARITIES OF
EACH TONE.

63. THE dominants of the authentics are situated
as a rule on the fifth of their scales, those of the cor-
responding plagals being a third lower; some eXCep-
tions to this arrangement being caused, however, by the
intense objection anciently entertained against the use
of the tritone F to B. The interval, as such, of the
augmented fourth from F to B never OCCUTS; but the
objection to its use remained even when the intermedi-
ate space was occupied by other notes, and even though
the melody might proceed by grades from one of these
notes to the other. The dislike to this interval was
even more pronounced if F happened to be the tonic;
whilst, in the case of B, it prevented its use as a tonic

altogether.
26

Situation of Gregorian Dominants. 27

64. The exceptions alluded to are as follows:
The note B, which would in ordinary CcOurse have
become the dominant of the third mode, was raised to C,
involving a similar change in that of its corresponding
pl’agal; which means that the dominant of the fourth
mode was therefore raised from G to A, In order to
follow the rule of remaining 2 third lower than the
dominant of 1its relative authentic. Even this rule,
however, gave way if its observance resulted in- alight-
ing upon the note B; as, for example, in the eighth
mode, the dominant of which is C (merely 2 tone below
that of its authenti_c) because a third lower would have
involved the use of the obnoxious degree. No objec-
tion to F as dominant in the second mode appears to
have been felt, probably because the scale extends only
to A, and the completion of the tritone would therefore
lie outside 1ts range.

65. 1t will be obvious that the ctudent must acquire
this by heart; and, in order to enable him to do so he

can either make use of the following formula:

Tonics in Authentic Scales first (in Plagals fourth) of the scale.
fifth (except third mode, Dom-
.7 - - inant C).
third lower than relative authentic
. (except eighthmode, Dom-
_inant C). o

Dominants  » .

Plagal

k3l

or he may accustom his fingers to the following

exErcise.

Te— -

e T
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Ex. 17.
e —————
— ___,___.—-——__—_—-3

One bar of the abov
purposes, the remainder

. chords the

Upper note gives
Middle note gives the P\‘aga.l
- Bass note gives the Tonic for

Figures give the two modes

66. It is almost sup

eight dominants.

siderin

tonic and dominant.
the sixths and seven

and fourths.

that our attention t
exceptions; whilst in

& of se
" tion 1
readil
- comparatively €asy.

Within the first four crotch
the formula is shown music

Ex 18

the Authentic dominant
dominant
both modes

erfluous to add that

the eight tones -there ar

67. The contrast in mel
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g this we have to tak

of all the intervals in the sc
As all the fifths are perfect and
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and seconds Wwe have only to con

68. Of these the fourths are nearly a
o them will be confine

conds and thirds thes
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y, by which means the W

s of the Modes Compared. 29

e will be sufficient for memory

being supplied for re

ference.

ets everything contained 1n
ally. Thus, in each of the
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"6g. The fourths which, instead of being pei‘fect,

consist of the obnoxious tritone, are only three, Viz.:

Mode 11. From the Dominant F.
This has already been mentioned as un-

important owing to the upper note of the
tritone lying outside the modal scale.

Modes V and vI. From the Tonic F.

Of seconds and thirds the possible combinations

are:

Ex. 19.

—

T 1
|  major3rd |

minor 3rd |

minor 2nd major 2nd

e —
major 2nd

7o. There can be no minor second and major third,
as this would involve the use of an augmented second,

thus:
Ex. 20.

- ———

| major 3rd l
% f—’/jffff'—, S— g
l'/ll:%l

S T
minor augmented
2nd 2nd

besides which no such guccesston can be formed with

natural notes.
71. The minor third 18 rarely compassed by the
succession of semitone and tone€; this never occurring

from dominant, and only twice from tonic; namely, i

third and fourth modes.

“Survey of Melodic Feature. 31

72. The following is the distribution of these

melodic features.
Ex. 21..

Domimant in Modes 2\ I 4.6 3. 5.8

| minor | 3rd |maior l| 3rd |minor | 3rd
o l | | | |
minor | 3rd major | 3rd minor | 3vd | major 3rd
e E e Bl e

S e
g—_— o ]
— ——

minor 3rd \

7.
l
\
|

e

major
2ud

Tonic T
in- 1.2 3.4 5 6. 7.8
Modes

73. A glance at the above example will show that

minor

’ major
2nd

— —
major ma;or‘ minor major malor minor
2nd i 2nd

2nd 2nd 2nd 2nd 2nd

ritone

the combinations appear as under :

Minor second with minor third occurs
twice from Tonic, viz., in Modes 111, IV.
Major second with minor third occurs six times, viz.:
twice from Tonic in Modes I, 11,
four times from Dominant in Modes
1,1V. VI, VIiI.
Major second with major third occurs eight times, viz.:
four times from Tonic in Modes V,
Vi, V11, VIIIL.
four times from Dominant in Modes
. 11, 1L, V, Vvili,
Tritone occurs three times, viz.:
once from Dominant in Mode 11,
twice from Tonic in Modes v, VL.

74 A scrutiny of this kind amply repays the neces-

sary trouble, s by its aid we arrive at many important
facts. We see at once, for example, that there are no
two modes alike and we can’ instantly trace exact
“Jegrees either of distinction oOr resemblance. Rare

T
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\ Gregonan Dominant Cadences. 33
features g1Ve, generally speaking, '

ality to their mode; for which reason traits of frequent.

occurrence are of less importance. The third from tonic

a distinct individu- i - s
i ix. 22.

t

is an important interval because of its practically §
g%

£

deciding the character of the mode as compared with
our major and minor; and we see by the above that the
first four modes are “minor " and the last four major”

78. We could easily extend our observations on this
subject, but sufficient has been said to show the bearing
of a study of the melodic features of these scales upon

the question of modal accompaniment.

in the modern sense. »
75. But there 18 henceforward no limit to our power

of observation. . Thus we now see that modes V and VIIL
have both major toiiics and dominants; and we instantly
perceive that there mustbe a great resemblance between
our major and mode V on that account, but that the same

does not happen with mode VIII, as its dominant is at

a fourth from the tonic.
76. We see also that modes 1 and VI, having
their dominants onl the fifth, would greatly resemble
our minor and major respectively but for the fact that
their dominants are minor.
77. Wecan also group the associations of tonic and
dominant. Thus:

Minor Tonic with

Minor Dominant in Modes I, IV.

- " Major Dominant 5, = 11, I11.
Major Tonic with Minor Dominant , vi, VIL
. v, VIIL

9’ 1) Major Dominant '

This is important, for it goes a long Way towards fixing
the individuality of the modes in our minds; and the
student will do well to remember the subjoined example

of Gregorian tonics and dominants.



CHAPTER VL

TuE USE OF GREGORIAN CLEFS. THE GREGORIAN
STAVE. ON FIXING THE REQUIRED SIGNATURE. ON
RELATED TRIADS.

70. IN Gregorian music two clefs are employed;
those of C and F. They have no significance beyond
that of indicating the situation of the notes whose
names they bear. Even :n that sense they are not
always correctly applied; and the accompanist must
verify them by 2 reference to the © final” or tonic.
Probably the old copyists were satishied if the clef
they applied secured a proper intonation of the
melody. Take, for instance, the second mode, and
say that the C clef is placed upon the fourth, or upper
line of the stave, the final appearing on the third line,

thus:

Use of Gregorian Clefs. 35

8o. This is obviously wrong, because the final of
second mode is D, whereas the above would read as A.
Still, providing the note F does not appear in the
melody no harm could arise; because, the difference
between the two clefs being a fourth or fifth, the in-
tervals would all remain the same. If that note ap-
peared, however, the difference would become a
diminished fifth or augmented fourth, and thus expose
the error. This 1s mentioned, however, merely as a
safeguard, for it must be admitted that such errors
do not often occur.

81. As the clefs have no significance beyond the
indication of a letter, they are used indifferently. The
pitch therefore being C, the C clef may be used on
fourth line or the F clef on second line, as both come
to the same thing; to which we may add that, in reading
in any other tonality than the natural key, the relation in
point of signature will be the same as in modern music.
For example, if we wish to transpose a piece from the
natural key with C on fourth line into that a tone
higher with D in the same place, the signature will be
two sharps; and so on.

82. As the Gregorian stave consists of four lines
only, its extent is convenient for Gregorian scales of
an octave; and we must expect, therefore, to find the

quirements of the various modes being provided for
‘by changing the clefs, thus:

notes constantly in nearly the same positions, the re-
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Ex. 24.
’ S —— —
S g BT ] S— o
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A BCDETFGA

g
CDEFG ABC

83. But whichever clef we use or whatever situa-
tion we give it, the object is always the same, that of
comprising the melody to be written as conveniently
as possible within the four-line stave.

84. One of the difficulties which the accompanist
must encounter is : Granting a certain mode and pitch,
to fix the signature; this being never the same as
it would be in the modern key of similar tomic and
character. The instruction given in 81 will enable
him to ascertain the required signature mechanically
from music already before him, and many students

will probably be content with that. But, for those
who desire to possess a more intelligent apprecia-
tion of the question, we append the following
table, which gives a ready means of settling this
with accuracy, and renders the student independent
of any error in the application of the Gregorian
clef.

85. Let us say, for example, that he is playing in
the fourth mode and that the final or tonic is F sharp.
He knows that in the fourth mode the tonic is minor,
and therefore that the key will appear to be F sharp
minor. But it is not really so; as the following table

will show.

Gregorian and Modern Scales Compared. 37

Ex. 25.
MODES I AND II.
Toie, | ot | G | et Gogoren e

D minor 1 flat Natural key
D (or Ep) |6 sharps or|7 sharps or

minor 6 flats "5 flats
E 1 sharp 2 sharps |
F' . 4 flats 3 flats
Fg ., 3 sharps 4 sharps
G ) 2 flats I flat L One flat less or one
G # ” 5 sharps 6 sharps - sharp more.
A ” Natural key| 1 sharp
By 5 flats 4 flats
B 2 sharps 3 sharps
C " 3 flats 2 flats
c¢ . 4 sharps 5 sharps

MODES III AND IV,

(Touie. | il | Gomorian | Rulefor Gregorien Signanue |
E minor 1 sharp Naturalkey | ) |
F 4 flats 5 flats {
F# " 3 sharps 2 sharps ;

G 2 flats 3 flats H
GE 5 sharps |4 sharps
- " Natural key| 1 flat
By . s flats 6 flats L One sharp less or one
" 2z sharps 1 sharp flat more.
n 3 flats 4 flats
cE o, 4 sharps 3 sharps !
D# o ,,E 1 flat 2 flats |
mix_ll;r |8 gh;;fss 3 ;hg;fss or}f J
6
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MODES V AND VL
i i G ian Signature
Tonic. | Slgvaewe. | Sinstare. | - as compared with Modern.
F major ¢ flat Naturalkey | ]
) harps or
¥z (or Gb) ;6 sharps or 7 s :
#m(ajor 6 flats 5 flats

G ” 1 sharp 2 sharps

Abp 4 flats 3 flats

A ) 3 sharps 4 narps One flat less or one

By » zflats 1 flat sharp more.

B . ‘5 sharps 6 sharps

C ,  'Naturalkey: 1 sharp
'Dp 5 flats 4 flats

D " ‘2 sharps 3 sharps

Eb ' 3 flats 2 flats

E " |4 sharps 5 sharps

MODES Vil AND VIIIL

- T i G ian Signature ;
~ Tonic shodern | GrEne | Natcomparcd with Modern. |

G major 1 sharp Natural key | |

Ab o, 4 flats 5 flats

A " 3 sharps 2 sharps |

Bh l2 flats 3 flats !
'B " ‘5 sharps 4 sharps

C ” Naturalkey | 1 flat One sharp less or one
% Db 1] 5 flats 6 flats " flat more.

| D ” 2 sharps 1 sharp

Eb 3 flats 4 flats

CE 4 sharps 3 sharps
F " 1 flat 2 flats |
| or Gb) |6 sharps or|5 sharps or |
\ Fﬁl:(axjor 2 6 flats 7 flats ) |

The Memorising of Comparative Features. 39
80.,.Or, those students who have a partiality for
employing what is sometimes called “the memory of

the fingers” may use the following :

Ex. 26.
— G — -~ ' —z —
e
h [ ] P — - | :E. (=
| Tonics 3  § 1 328 % 13818 31383
&2 2 Da 52802y to- o] ::—‘,.?E‘?fi_
\ R - o = —— | —
"’ N a—— -
_al‘—:_*“— _bo* e | N ge— -
e | R g —— A= [ “
——| ———u—— | § s == H
1 3 5 7 1 8 § 7 1 38 5 7 1 8 5 7
2 4 6 8 2 4 6 8B 2 4 6 8 2 4 6 8
e -
% Py i 3-8 5 ,
A —— o T e T
- ——__ — A e =
. hoheter g
. o N2 -
4% ]| - = | L= S | 1= St
‘—*‘—‘—:_:-H ; i = ”
A ‘__~ - —— ’___ - - P w—
e ey
S s
The tonics are in the bass ; and overhead we have two

‘accidentals. These show the particular feature which
- distinguishes the ‘VariousuGregorian scales from the
- modern scales they most resemble. The upper acci-

- ~dentals apply to modes I, II, V and VI; the lower to
. I, IV, VII and VIIL. To apply this, take for example
. the first group of tonics and we see that :
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to distinguish it from the

Tonic D. 1st and 2nd mode has BY
» F. sthand6th ” " Bn 1 modern scale having
» E. 3zrdand4th » F -~ : g
. G. 7thand8th 5 Fh ) similar tonic.

and so on throughout the exercise. ,
Let us now suppose that the mode is not indicate
and that the player is obliged, until he discovers the
final as well as the dominant, to depend upon the mere
position of the clef. The melodic inflections may, in-
deed, in that case, give so strong a presumption in
favour of their requisite harmonies that he may decide
to run the risk; but by far the best plan is to play in

unison until the mode is discovered.

87. It will be remembered that, in connection with
the harmonisation of the scale, reference was made to
“related triads” It will now be necessary to describe
‘this relation as concerning plain chant accompaniment.

Triads have the greatest mutual relationship when.

they have most notes in common. A triad being com-
posed of two superadded thirds, it follows that there
are always two other triads having two out of these
three notes in common with it. Thus:

Ex. 27.
|

n . !
gt £
the triad of F is closely related to the triads of

D minor and A minor, each of which has two notes n
common with it. '

_ htt
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88. The triads produced by the next added third
would possess only one note in common with that of
E - These would be considered as standing merely in
simple relationship with it; whilst the relationship of

other triads lying beyond would, of course,

be mo
less remote. re or

89. In using related triads to complete the harmony

of the scale and to join together the harmonies already

provided by the tonic and dominant, it does not

follow that w always

: e are to choose the most nearly related.
n the absence of any reason to the contrary, however,

it 1s reas.onable to prefer these asoffering the smoothest
progression.



CHAPTER VIL

ON SOSTENUTO HARMONIES. HARMONISATION OF THE
MODAL SCALES NOTE BY NOTE; ALSO WITH VARYING
ACCENTS, SOSTENUTO. MIXED PROGRESSIONS. TREAT-
MENT OF INTERVALS. USE OF INCOMPLETE CHORDS.
ORGAN-POINT. TECHNICAL SIMPLICITY OF A
GOOD ACCOMPANIMENT.

go. ALL our references to harmonisation hitherto
have been made upon the assumption that each not-e
of the melody was to be recognised in the accompani-
ment. This, however, merely concerns the elementary
stage. As soon as the student is aware of the con-
trolling harmonies in each mode and is able to har—
monise the scale both ascending and descending,
starting from each of the twelve semitones of the
octave, he must proceed to the sostenuto; which should

* The student’'s requisites as described in this chapter cor-
respond with what is given in the second part of this work, to

which reference must be made. o

SR b e e e

i
i
. %
ot 3
“G
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at all times form the basis of his accompaniment ;
changes of harmony being reserved for divisions of the
sense, and’ thus serving asa sort of musical punctuation.

g1. The triads so sustained should be the tonic and
dominant principally, and after that the nearest related
triads. It is well to avoid a free use of the triad repre-
senting the dominant of the relative authentic or
plagal, as the fact of the tonic being the same in both
cases’ renders -t desirable that the dominants should
be kept'as far as possible distinct. Say that the stu-
dent is playing in the first mode. A too frequent use
of the triad F would give a suspicion of second mode
to his harmony, and the same description of fault
would happen were he to dwell upon the chord of A
minor when playing in second mode.

92.  Up to this point we are speaking of harmonisa-
tion by sustained triad as far as the melodic inflec-
tions will allow. That, however, will never be very
far; and, certainly, never enough to enable us to retain
the bearings of the mode; a fact which is the cause of
indifferent accompanists being so often compelled to
use chords which they know are urregular, but to thc
use of which they are compelled.

- 03. We all know how in modern composition it is

© possible to cast the influence of any certain chord over

a lengthy passage containing the most complicated

figurations. Nothing of that kind of course will apply

in the present instance; but in plain chant it is neces-

- sary for us to have some corresponding resource; some-
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thing to enable us, while not actually using a certain
chord, to make the hearer feel z4aZ to be the prevailing
harmony for the time being nevertheless. The resource

in question is organ-point to which we have already

alluded (738) when giving an exampleof its application
to first mode.

04. A similar practice of all the modal scales is
required® in the first instance to enable the student
effectively and simply to accompany all passing notes.
As these move by grades, his skill consists in selecting
the right moment to change his harmony, not only in
sympathy with the sense, but also while the melody is
still lingering upon some integral note of the chord he
has in view ; as, otherwise, he may produce the effect of
an unprepared or unresolved discord.

05. Having practised the scales in this manner
he must proceed to the accompaniment of mixed pro-
gressions, and although there seem to be many species
of intervals, a systematic examination reduces their
number very considerably.

96. To begin with the second: This is merely an
interval in the theoretical sense; because, so far as ac-
companiment is concerned, it is a movement by grades
already provided for. The third and fourth have to
be treated specially it is true; but that is all, as after
that the inversions begin, the fifth being the same as the
fourth, the sixth the same as the third, and so on. The

* Itis provided in Part 17,

LT
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two notes forming a fourth or fifth compel us to the
use of one particular triad, and this interval is there-
L iore somewhat difficult ; but it is the only one presenting
41 . this special difficulty, as with the third we have always
' the choice of two triads®
07. In order to enlarge the use of the triad the ac-
companist may sometimes resort to the plan of giving
it incompletely, a process which, by depriving it of
such pronounced tonality, enables it to fulfil the office
of two distinct chords. Thus, in the triad on F, if he
omit the C the remaining notes F, A, being common
to the triads both of F and D minor, the melody 1s
free to move with the use of any intervals within the
range of either of those two chords. Say, for example,
that the melody comprises the intervals:

i

AR

Ex 28.
Fa ! e
] - o 2
; T - .l
® i ] — _‘d_

0y ——"—5 o~

-
[t
L=

_the omission of C from the chord of F would enable
the harmony to sustain throughout.

08. Although the accompaniment of plain chant is
confined to the triad harmonies, the actual combina-
tions produced by the introduction of organ-point are

% For illustration refer to the exercises on the accompaniment
of mixed progressions given in Part 11,
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<o varied that the severity of the restriction need not
be felt. Generally speaking, very few notes above the
pedal-will suffice, so that the left hand ‘should be pet-
fecfly capable of the mecHanical execution of all that
is required, leaving the right hand free to double the
melody at any moment in case of flatness or hesita-
tion of the voices, or to increase the force of the har-
mony at the incidence of any phrase in the text which
may ceem to require it. -

09. Generally speaking, however, it is far more 1m-
pressive to play :n unison for a fortissimo than to
increase the fullness of the harmony, and the student
is strongly recommended to intersperse his accompani-
ment with the unison at all intonations and elsewhere
as his experience may suggest. '

100. It is well to take the unison also as a prepara-
tion when the prevalence of any particular harmony 15
desired. “We can then await a favourable moment for
commencement of the. organ-point. . One of the prin-
cipal faults of inexperienced accompanists is that they
have a persistent desire to harmonise everything; for-
getting that the temporary cessation of the harmony
has as much significance as rests in a modern com:

position.

CHAPTER VIIL

ON ACCIDENTALS. OMISSION oF THE THIRD. THE
LAW OF CONSECUTIVES AS APPLIED TO PraiN CHANT.
GREGORIAN CADENCES. -

ro1. THE subject of accidentals is somewhat foreign
to our theme, but, as the B flat or “lyric semitone 15
an innovation of ancient date, and is therefore met
with very frequently in Gregorian music, especially 1n
the fifth and sixth modes, we must regard it as an
accomplished fact.

102. The acccmpanist, wherever he 1s able to treat
this B flat as a passing note or suspension, should accept
it as a transient modulation, and return to the mode as

quickly as possible. No matter if he perceives that

the B flat is shortly about to recur. Let him return to
the mode nevertheless; and not graft the B flat on to
his tonality, as is so frequently done. He should also

allow the B flat to remain as much as possible ex-
47
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clusively in the voice part. And it will frequently
happen also that by the use of incomplete chords in
the accompaniment he will be enabled to retain his
sostenuto undisturbed. To accompany the B flat
without sacrificing the mode requires much ex-
perience.

103. It is singular that we moderns have such a
persistent desire for the presence of the third in every
chord. Formerly, however, there were practically three
triads in use; viz., the major, the minor and the triad
with omitted third, the neutrality of which combina-
tion produced an effect quite distinct in character from
cither of the two others. In plain chant accompani-
ment it is desirable to accept the most natural flow of
the progression; never straining either to include the
third or to avoid it. A

104. The circumstance that plain chant was origin-
ally unaccompanied, 1s sufficient to show that, strictly
speaking, there can be no obligatory form of cadence.
The obligation at the cadence is precisely the same as
elsewhere : viz, to conform to the mode. Still, there
are undoubtedly some forms of cadence so sanctioned
by long usage as to have grown to be associated in the
popular mind with certain modes, and which we can
scarcely afford to disregard. A corruption of this kind
occurs in the third and fourth modes, for example,
where, notwithstanding the exclusion of accidentals, it
i usual to allow a major third at the close:

Gregorian Cadences. 49
Ex. 29.

0 —
A7 4
Y 41
R £} 1
o5

= ¢ o
e £ £ "
Se—"e =

105. The peculiarity here is the fall of a minor
second to tonic (71) the converse of which happens
in fifth and sixth modes, where we have a similar rise

. to tonic—a leading note, in fact. With these two ex-

ceptions all the modes have a major second each way,

which causes a frequent use of the tonal pro-
gression.

Ex. 30.
1. 11, VII. VIII.
nﬁ ~ ™ - - ™
-5 - ;
W . - 1 1
) 1 . T — ) h
@—.g_— g o
&- =
K3 _-6_ -Q_
|- By=—=F
e | — —

l

106. Dominant cadences may be readily ascertained

by a reference to the harmonies in Ex. 22.

107. Gregorian melodies do not always approach
the tonic by grades, such forms as the following being
frequently met with; in which, however, as the last two

notes fall within the tonic triad, no trouble can
arise.
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Ex. 3I.

L 1L . IV, V. V1
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108. As these consist of the fall of a third, they
practically invite the use of the dominant in the cases

of modes 11, III'and VI. Thus:
Ex 32.

L. 1L, VL
=
</ = - - :‘,:’7_ =
e e — &
e

109. While speaking of cadences, it may be as well
to remind the student not to expect the cadences of the
Psalm tones ‘to conclude upon their finals, because,
being intended to be followed by the Antiphon, it 1s

only the latter which is required to form the cadence.

110. There is some question amongst musicians as
to whether the law relating to consecutives is entirely
applicable to plain chant accompaniment ; some seeing
no reason for relaxation of the rule, whilst others claim

that both the character and history of the subject ren- .

der it exempt from the operation of precepts origin-

ROTCRP N )
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ating at a much later date and having a totally
different system in view. '

r11. The case appears to be one in which a privilege
exists which it would be wiser not to exercise. Un-
doubtedly the law as to consecutives may justifiably
be relaxed in plain chant accompaniment; but to what
advantage? To take this liberty would the first
place deprive students of useful exercise in the mam-
pulation of tonal progressions, besides contributing
to a general habit of carelessness which would be
highly prejudicial to their efforts in the modern field.
It would also tend to remove the peculiar zest in per-
formance which all earnest players experience as a
consequence of the peculiar dangers of modal har-
monisation, and incidentally deprive the whole subject
of one of its most improving features and special

attractions.

tiad.org
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Part II.—PRACTICAL.

CHAPTER IX

"MANNER OF PRACTISING THE EXERCISES. PLAN TO BE

FOLLOWED IN EACH MODE. USE OF LEFT HAND AND
PEDAL. USE OF RIGHT HAND. TREATMENT OF
ACCIDENTALS.  MODULATION.

~112. THE first part of this work being properly
understood the exercises which follow may be trusted
to speak for themselves by the aid of the comment
we have now to make, which is essential to enable the
student to make proper use of them.
113. Firstly, every exercise is to be practised round

 the circle of keys. It is by no means sufficient to be
“theoretically familiar with the matter as applied to

the natural key; for there is no possibility whatever
of reaping the desired advantage otherwise than by
becoming equal to instantaneous transpositions.

* 114. The operation of 5’g}ransposition being irksome
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to many, the greatest pains have been taken to confine
the accompaniments to bare essentials, by which means
this labour is considerably lightened. Besides this
the scale has been so largely used that in the majority
of the exercises the transposition of the melody can
present no difficulty whatever. The student can after-
wards amplify the harmonies by himself : it is only for

the outline that he requires help.
115. He should occasionally copy out the Cantus

of an exercise; and then, having added the accom-
paniment according to his own idea, compare it with
the one here given. He will generally find (at all
events at first), that the harmonies can be managed
with less effort than he finds necessary. Therein lies
the gist of -the whole matter. The progressions are
for the most part laughably simple; but it is the old
story of Columbus and the egg. Anyone can do it
after it has been done; and the student may rely that
those who contemn an accompaniment on account of
its simplicity, are precisely those who cannot attain to
the effective use of simple means.
116. The plan of the exercises 1s as follows:
1st—Two harmonisations of the scale, note by note;
. one to relieve the other and enable the student to carry
on his practice longer without fatigue.
~ 2nd—The Azs,cal‘e with imaginary accented syllables
in various situations of it, set to a sostenuto based in

turn upon various triad harmonies.

Method of Practice. 57

jrd.—Melodic successions with frequent recurrence
of the intervals third and fourth.

4th.—Illustrations "with accidentals consisting of
actual examples taken from the service books.

sth—Other examples as necessary.

117. The above plan is adopted for each mode in
succession; and, the exercises being numbered, easy
reference can be made to them. The small bracketed
figures refer to points worthy of remark, to avoid the
necessity for repetition of which a general list is given,
to which the student can refer (p. 123).

- 118. The exercises can be performed either by left
hand alone or by left hand and pedal. The right hand

will thus be free for the melody. When the student

is nearing proficiency, he will naturally also use the
right hand to amplify the harmony. The difficulty is
to define the harmonies; there is none in amplifying
them. All that the student requires in the latter respect

- is a caution not to attempt it too soon.

119. Gregorian melodies dwell greatly upon the
dominant, with the result that the accompanist has
never any difficulty in giving prominence to this chord.
On the other hand, this frequency offers a splendid
opportunity to a bad accompanist to display his com-

~plete ignorance of the mode; a circumstance which the
o stydent will do well to remember. Hereby hangs
-~ many a tale perhaps better left untold.

120. The prominence thus referred to can scarcely
be emphasised in exercises based merely upon the scale
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and in which the dominant occurs only in passing.
Besides that, even were it possible, it would scarcely
have been desirable to dwell too greatly upon any one
chord in exercises designed to increase the student’s
fertility of resource.

121. Where small notes occur in the accompaniment
the assumption is that the voices are either alone or

that the plain chant is being played in unison.
122. In modes V and VI we have adhered to the

natural scale, notwithstanding that the B is almost in-
variably flattened wherever these modes are employed.
The exercises in them are therefore more to be regarded
as studies; in which sense they are extremely valuable
on account of the frequency of the tritone.

123. In the exercises on accidentals it is only the
“lyric semitone,” or B flat, which we shall encounter.
The liability of this to take the inexperienced accom-
panist right out of the mode, gives it a sort of negative
importance; and the instruction already given 1in
€102 may profitably be added to in this place.

124. All modes are subject to the flattening of the
B wherever F has shortly before preceded it. This
assumes an ascending series to B, or descending series
to F. The converse—viz.,, a descending series to B
or ascending series to F, also occurs, though rarely;
and mostly in second mode, on account of the domin-
ant in that case being F and the scale extending down-
wards to A. Another instance worth mentioning 15

Treatment of the Lyric Semitone. 59

" that of a rise from A to B flat and immediate return

to A, which is of rather frequent occurrence in first
mode.

125. In the latter case the accompanist would gen-
erally allow A to be the fifth in his triad, and by
omitting that note in his accompaniment, leave the
voices to deal with the B flat. The difficulty really
arises where it cannot be treated in any such way an;ﬂ
must be accepted as a transient modulation. This
does not mean a modulation into the next modern key
but into the next key of the mode.

126. Suppose, for example, that he is playing in
first mode and that the continual repetition of B flat
compels him to modulate. His tonic being at present
D minor, this would mean passing into G minor. But
this G minor, unlike the modern key, has only one flat.
Therefore, unless the student is very careful, he will
find himself taking E flat as well as B flat into his
accompaniment. The triads of C and A minor are his
best defence, as the influence of the E natural which
they contain is to re-assert the mode. But after all

" this is the same as to say that practice alone can com-

pass the difficulty.
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PRELIMINARY OBSERVATION.

HIS entire collection of exercises is designed for
transposition; and the modern notation in them

is purposely devoid of all marks and signs which could
possibly be dispensed with. There is therefore no
‘attempt to render the exact countervalue of the
Gregorian notes; which are also in their turn merely
exercises in varying accent and mixed progressions

respectively.

The illustrations (which are mostly taken from the
Vesperale) stand on an entirely different footing and
should besides being transposed be phrased in accord-
ance with the text.

Two notes in combination with the melody constitute
the entire accompaniment throughout.

The student’s attention is drawn to the two-fold use
of the sign f; which serves as “ flat” in the Gregorian
© and as “natural” in the modern notation. Also to the
. fact that this character in Gregorian notation fre-
quently precedes by several notes the one to which it

actually applies.

ERRATA.
Occasionally the use of P in its ordinary significa-
tion has crept into the Gregorian line. This, though

an error, can cause the student no embarrassment,
63
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PRACTICAL SCHOOL OF PLAIN
CHANT ACCOMPANIMENT.

MODE I. (EXERCISES).

Q. Harmonizations of the Scale - note by note.
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For explanation of small notes see par. 121.

For Notes to the- Examples-and &llustrations see pages 123 to 132.
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- C. Mixed progressions with 3rds.
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For Notes to the Examples and Illustrations see pages 123 to 132.
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MODE I. (ILLUSTRATIONS).
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B. The Scale with accents in various situations.
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MODE 1V. (ILLUSTRATIONS).
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A.—Harmonizations of the Scale —note by note.




http://cc

{
i
W

A A (69)
K :‘_.‘I_. i
= = '1*—1- ._._.__Ip:l_-_'-ﬂ
I~ e g ] P
—® 7

T -’.l‘._I | ) [} —H
I 2 B ——
- P S ]_/—\ ‘ "‘;' '9}-/\'2!
e
L 1 -
! T

- ;. e ] | B E
] L
2 24 dJ L

Mode V1. Exercises. 09




100  Modal Accompaniment of Plain Chant. Mode VI. Exercises.

101
- N .
. ressions with thirds. o -_._._I_ _I_.— :‘:l" i:.
c\:g Mixed prog n . = . e H —sr— ] —hﬂ—.—l—ﬂ
) t — [ 4 = .
(55) ‘ B 173 .
| | » e e S 1
438 e ) 4o =

— e : -2 £ '
S —— [} \ T 875 ®- : -f-
;@_g_ e e e
! = = —

- D Mixed progressions with fuurths and fifths.
- ! ! ! !
! —+ # h_-__ .—.._:,-_ﬂ L] B H
} .- ] ] l_'_._i R ———
(30) P ! i ™ — p— i
Ex. 169. 3 ; -5- ’_?_’ € 2 o o Ex. 174, !
-2- 4 B oG FB = ' I/-\ —— )t I |
D 9:—% T = 4 ! - _9’. ) o (-3 '6_' .-‘_.. ' . -5
= S el
——= — g e -__I_'_- ﬂ
— () '—l__r_— i
e 2
— l ' A A, A A
Ex. 170 ! _._/—\ _ Lg ._h_. ‘._ﬁ.._._ —
P £ —& ; — ¥ —a-
- - gr—B—m——o— A—a— ———a— =
e———Fr e e Ex. 175 ' (70)
"f —~ _= ol 7 gl e ]
A A A A o = g e S RS2
_ —— | L ) o i _-— f i ot g
E"‘——-——'A—-':——E&L-———ﬂ' e ‘n__'_l':' a — r - F—
Ex. 171 R S N i a
£ . S — AR A & ~ —'.—,"—_E_ti;':l—'—r'—ﬁ—'—l_rj
=== Peiaa s
—‘9____ == [ +—— — Ex. 176.
s e ] o l |’\ —~ l
-&- -0 L s -

A A A A A ._H S -2 2P -—p——S - Hd -o—o-
e B i e O 5| — '[_I._D_—
e —— ' TP

Ex. 172 —
— . . -
R o o ',?_'. -, o = — .
- L2 = -—I =4 t ‘
B : i | i
< '

For Notes to the Examples and Illustrations see pages 123 to 132.
10




o r T T T g
) . Chant. Mode VI. Illustrations. 103
animent of Flain Ch _
102 Modal Accomp 4
[ e -y T o = —
) , 5 I P RN
. . ang = ey . —a— - R
B—— e e e | i * e s Ll e s
____:g;j—__a F——1 T ' RC I
— ‘ ob - - - tu-1lit ho-lo-cavstum superal - - tare pro - - i-li - o
? L=
Ex.177- (50) L~ ele 3 dd e | i :
‘ . . g - M4 & | : AL .1
S S S —:,’_Ef:.—;:ze——v — -?9::3;5:9 e
= :p?:——:jF -—?’:'i—:__——————‘ — — \ @—6 av— F = = ! =o'
. ] » — —F !
Ez. 181.
TNy | ™ ———-————H & (75) * K >f h(_;“t) % * %
oy Sy g ———B——g—— g —a— = = — —a—{—=
i ot = s ‘ —"Fi i —* —- 1 B ey
: f Sta~-bat « Ma - ter do - lo - ro - sa Jux - ta - cru - cem
Ex. 178 . —_ | e - i —~~
lod o egeel _————c- e m . 5 B =
i, I e _= = — ——— : H .—_ﬁ - F=1—"] =
e~ T : @- - - I -
e 1= i
: . U N * * *
L — R T e —— & : > : - e — —.* f— —4
‘E. o p— S o . R A—" — = —e—s—j|
__ la - cri - mo - sa, Dum pen - de - bat Fi - i - us.
~ BTN Sy L
. -.- P Sy = I p - — . ! L o
-eT—— 8 &é"‘—‘ﬁ“—‘g——’s:g‘*""@—-—s:a:a:ﬁ =7 o — P17t o — g—e —=—1
@—; —— —p—tﬁt__ﬁﬁ—i—————l“ o I B o—™ ! — g - Jom— T
el DU — L I o y | ] i n i | ] ! i
I 3 ! ! { !
*k Ex, 182.
: . (ILLUSTRATIONS).
Ex. 180 MopE V- | * * L * *
X. . I 1 -
' — — M - A g g
(713_\_.——————" ‘ I ‘ _j_____.. _.__._._._i_. . I L q
- “Q‘_ O P '
N a— _1:5_ ——— . e .
£ 1 I e | —_— Ave Re-gi-na cee-lo-rum Ave Do-mi-na An-ge-lorum
f - de-i nostre, A - bra - ham summis T T~ - __®— £ 2 £ s
Pa - - -~ ter /—\9. — :L_;__._ ——8—< 5 = ; ’;6 e
—_— e & - =k B Ay - —-—f - t——— I L ! .
e e e — B —
= ==t e \

it

3

érshed.org

http://ccwa

For Notes to the Examples and Illustrations see pages 123 to 132.



104 Modal Accompaniment of Plain Chant.

*

8

R S

T o}
g ——g
) —— =1

Py —

Salve radix, salve  porta,

| —
& -&- "

Ex qua mun-do lux ést orta:

W — o— —; -—,,———-————v.a——"'—e— S—
CEEE=SeE =
- u = 1 - I
¥ T T 5 +
N * ;
. . { ) —— _._ :‘___ — - T
s o e < ot fa—a—g—g L
Gaude Virgo glo-ri-o-sa Super omnes spe-ci - 0 - s2
B 2 5 e e | 1 -
fryemal e g2 -1 g
). i : r =  —— |
N 4 H 1 { H
} i f I n :
byt * ¥ g Bk
—H@—-:.—h‘—-~.—4_._.:!: - "_f_—,;!:!:l_.——:n‘:::.—_u

Va-le-o val-de deco-ra

i

Et pro nobis

2

Christum exo - ra

2. —g A 2: -&- -
@2 | a———0p =
- } =
l - - f
~
MODE VII. (EXERCISES).

A.——Harmonizations of the Scale—note by note.

176)

——g—=

- _l_-_-_.;_“._; = . -
——" e ]

i

http://cc

T

f
i
i =

Mode VII. Exercises. 105

font
- —_—y—pg—0_ = B
P _._. & B—
= ===
Ex. 184. - e o
PR N R R B R N
@_:_,E Lb—z- - .!__‘_—_:;— ey ) d— 2-
——r ] e ——— ey
B. - The Scale with accents in various situations.
- — - e . anly
it — -n—n f
e ey
] ] . i B
Ex, 185.
‘ ] . B——2
e o
7 ,§—i?:.j. E:.._%. .i._.;. e n
. i = 3 Ee — i

, ) —
Ex. 187. :
| }
1 ]/—\ e —— ]A ] _,f_\sz-\e 1
L= — ’ gy '
» G“ — rg_ = : ! ‘. = Lg—'r
— - F

étershed.org

Wi

For Notestn tlf Exnmples :_md Illustrations see pages 123 to 132.



106 Modal Accompaniment of Plain Chant.

i

-
S 2 .al___.l"—"'t', — i —ay
~—n:!‘ ! ! P
Ex. 188.
'-_ i -9‘___ g___e - o= o : ~&3-
i S —o—F 2
pm—— r i = |

e

Mode VII. Exercises. 107
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MODE VII. (ILLUSTRATIONS).
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SUPPLEMENTARY ILLUSTRATIONS.

{Second harmonization : See also Ex. 56.)
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NOTES

Clorresponding to the reference figures in the ewercises com-
prising the PracricAL ScHooOL oF PLAIN CrANT
A CCOMPANIMENT.

(1) Incomplete chords which in amplifying give the choice of
two harmonies.

(2) Incomplete chord; but without alternative harmony (see
1129).

(8) In a harmonisation of the scale this is permissible, but in
ordinary use the dominant of relative plagal or authentic
must be employed sparingly (see Y91).

(4) The lightness produced by a passing note in the accompani-
ment in fifth or octave with the melody is appropriate for
unaccented syllables.

(5) This unison would be too thin if the influence of D minor

triad were not cast over the whole phrase and therefore felt

throughout.

(6)-Passing note in inner part during a sustained note of the

melody : a usual manner of changing position whilst pre-

serving the legato.

(7) Sustained note in inmer part. Subject to same rules as

organ-point.

(8) Lengthening of the cadence for conclusion.

(9) This unison favours the progression of inner part and is of

too short duration to be objectionable.

(10) Changing note : effect of suspension.

(11) This progression is justified by the pedal. Refer to note 16.

(12) Substitution of another note of same chord during continu-
123




‘124  Modal Accompaniment of Plain Chant.

ance of melody for better progression of inner part (coiw-

pare note 6).

" (18) Unison during influence of E minor triad (compare note 5).

(14) Changing note.

(15) Omission of third. ‘

(16) Discord against pedal ; justified by middle part. The actual
combination resulting from the use of the pedal is not
taken into account (refer to 198).

(17) Moving from a §: there is no objection to this providing
the bass moves by grades.

(18) Gives the effect of g Not really this chord, however, as
the combination results from melodic progressions. A dis-
tinction must be drawn between resultant combinations
and integral chords (compare note 50).

(19) Rising or falling on same harmony by aid of a tied note.
Very useful in many cases. .

(20) The B flat in the melody of ¢ Vexilla Regis’’ is treated

merely as a melodic inflection. Still, the Meturn is ren-
dered more gradual by omission of the thirdNn G major

triad.

(21) Re-assertion of the modal scale after accidental. The
student is reminded of the two-fold use of the sign See
¢« Preliminary Observation,” page 63.

(22) Change of chord not necessary for harmonisationy,

\ but

used as rhythmical punctuation. .
(23) The accidental is here purposely allowed to lead to the bge

of plagal’s dominant by way of showing the danger. Refésg

to Ex. 233 where this is avoided.

(24) The note A might have been used in middle part instead of
C; by which means this chord could have been taken as
that of D minor and use of plagal’s dominant avoided.
Incomplete chords are often valuable as being capable of
two readings. In this example it is the C which asserts
the chord of F. Otherwise 1t would have remained con-
sistent with the tonic, and therefore perfectly regular.

(25) Tonal progression instead of dominant cadence. A neutral
effect. May be used for either authentic or plagal pro-
viding in either case that the dominant has already been
sufficiently asserted.

(26) A simple form of cadence in second mode consisting of the
melody rising from fifth to sixth on sustained first and
third of dominant triad which are also third and fifth of

i gt

2y
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that of tonic. (The same thing happens in sixth mode, but
not with the same effect : see note €9.)

(27) It must not be supposed that the omission of the third is a .
necessity owing to the small number of notes employed.
Two notes with the melody are always numerically sufficient
for the triad, and there is never any difficulty in giving the
chord sufficiently complete. The third is omitted for the
boldness and decision of the effect as well as for the sake of
variety. :

(28) Neutral cadence. Used also in first mode. See note 25.

(29) This exercise in which the triad of A minor is prevalent is
included for completeness as the triads are selected in turn
to govern the progressions. But A minor is the dominant
of the relative authentic and as such ought not to have
prominence in second mode. We are obliged, however, to
treat the triads impartially in the exercises. Refer to
€119 and 9120.

The same remark applies, of course, to various other
exercises in the collection, but there is a vast difference
between scale exercises and actual plain chant melodies ;
because in the latter the dominant is already melodically
prominent.

The authentic dominant runs a risk of béing harmonised
with the plagal dominant triad in three cases out of the
four. Thus: -

Mode I. Dominant A can be harmonised by plagal
dominant F.

Mode ITI. Dominant C can be harmonised by plagal
dominant A.

Mode V. Dominant C can be harmonised by plagal
dominant A.

But in Mode VII the Dominant D cannot be harmonised
by plagal dominant C.

(80) Sequences may be said to be absent from plain song melo
dies. This exercise therefore is not intended for such ap-
plication. If the rising and falling of the scale appears
in sequence it is merely to show that each degree admits of
similar treatment. .

(31) The ¢ here was not necessary, but is an instance that next
to a sustained bass one moving by grades is always to be
desired.

(82) A minor triad is prevalent throughout this exercise. Hence
the unison. Refer to note 5.

) http://c¢watershed.org




126  Modal Accompaniment of Plain Chant.

(33) t%t%lf(l)xz.return to the M?de after use of accidental. Refer

(84) Accidental treated as suspension;
ferred to, Y102. pension ; one of the means re-

(85) Instances of the low B flat can scarcely occur otherwise
than in second mode and even then are rather rare. Con-
§equeqtly, though we hear a great deal of the tritone, its
inversion, the diminished fifth, escapes attention. "The
same objection, however, applies.

(36) Sosteglut?r }ip I_niddlef part, against which melody strikes a
second. is is perfectly permissible
O 0 note 7). y permissible and of good effect.
(87) Prepared suspension.

(40) Each note of the scale represents a separate chord not-
withstanding the sostenuto of the accompaniment. Notice
t]llat 11:hg chox:d of A minor (the dominant of the relative
%)Oai%]an)oicse 9212;:11er absent. This is one of the cases referred

(41) The usual cadence. See T104.

(42) Very frequent use of contrary motion will be observable
'_I‘ll}s is not only a safeguard against consecutives, but b);
imitating the melody in inversion yields a sym’pathetic
accompaniment without a slavish adhesion to it, such as
that of successive chords of the sixth. The la%ter are
however, extremely useful and effective providing the;f
never exceed three, or, at the utmost, four in succession
They also provide immunity from consecutives when playeci

~simply. If doubled in the octave, however, consecutives
immediately result. This progression therefore should be
generally reserved for a softening close, or the like effect.

(43) BAll elaboration is, as a rule, to be absolutely rejected.
ut in approaching the close it is permissible to fill up a
close interval, such as the third, with passing notes.
(44) Effect of suspension.

45). Ch .
( )'not:sngeano; lré(.)te on same harmony—optional. Refer to

(46) This exercise has only the compass of its melody to show

that it is in mode III. Refer to note 29, which must be
constantly borne in mind. ' :
(47) Although this progression in which the melody is allowed

to strike a major seventh against the is justi
: pedal is justifiable
(see note 16) it nevertheless calls for some exercisg of judg-

Notzes. 127

ment. There would be a difference in effect according to
the amount of training of the choir, the height of the pas-
sage and the nature of the syllable happening to fall to
the discord.

(48) There is theoretically no restriction in the movement of
inner part with reference to the pedal. The approach to
within a semitone of distance, however, should be but
sparingly allowed.

49) The student will be by this time thoroughly aware that
the accompaniment should be placid at all times. The
various feelings indicated by the sense of the text have
to be helped in expression by sympathetic harmonies and
progressions, but entirely without demonstration. Not-
withstanding the presence of the accompaniment, the ideul
plain chant remains as it was originally; namely, inde-
pendent and complete. It is purely vocal and must not
lose any of its character through being accompanied. This
will explain many features in the illustrations.

(50) By the rise of the melody to B a combination is produced

which exactly reSsembles a common form of the. chord of
the dominant seventh in the modern system. Coincidences
of this kind are, of course, inevitable, and no one knowing
anything of the subject would construe them to be an actual
use of the modern chord. Providing these combinations
result by a gradual motion of parts the student need not
trouble himself to avoid them simply because they resemble
modern chords. He should have no concern with regard
to the latter, either way.

(51) This exercise represents a fairly just limit to which a suc-
cassion of chords of the sixth may be taken.

(52) The left hand accompaniment may boldly skip an octave
at a division of the sense of the text; especially when the
accompanist foresees 2 progression in contrary motion to
recover the position.

(53) This is an instance of the gradual approach to the triad to

which it is intended to give prevalence during the phrase.

(54) This long-continued succession of sixths between melody
and inner part against a pedal, reveals a form of accom-
paniment which, if not abused, is smooth and effective
where many notes are sung to one syllable of the text or
where, at all events, no mark of punctuation or division
occurs. It is obvious that, with a movement either of thirds
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or sixths, only one note of the triad 1s missing, which the
sostenuto in the bass goes a long way to supply. Like a
"succession of chords of the sixth, its facility is likely
to lead to its heing overdone. Otherwise there is no
objection.

(83) A succession of mingled thirds and sixths with the melody
and accompanying pedal may be tolerated somewhat longer
than either thirds or sixths alone ; but it is ultimately sub-
ject to the same objection.

(56) This is an instance of a liberty which only a skilful accom-
panist should allow himself ; and even he but rarely. To a
light syllable in the text and in favour of a progression
otherwise in full sympathy with the melody it may be used ;
not otherwise. '

(67) This form of accompaniment gives the melody the effect
of recitative and should be used with that intention.

The following supplementary instruction is given for the benefit
of the more carnest and adcanced students.

(08) The exercises in this and the following mode are given
rather as studies in the tritone (see 9122). From the fre-
quency of the flattened B in Gregorian melodies in these
modes as well as the fact that in the service-books instances
of their use are comparatively rare, we might conclude that
they were never very greatly in favour. However that may
be, it is worthy of notice that melodies in mode V which
frequently return to the tonic abound with the accidental,
whereas those which do not do so, but, on the contrary,
remain with the dominant until the approach of the final,
seem not to require it. This seems to indicate that a feel-
ing existed of the two halves of this scale being in what
we should call different keys. Accordingly, we sometimes
find the flat employed when the extremes of the tritone are
too distant from one another to form an objection ; and,
on these occasions, - the melody is invariably drifting
towards the tonic. Something of the same kind happens
with our major scale, the two halves of which belong equally
to other tonalities; so that a harmonisation of this kind
may sometimes be met.
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+ dominant is harmonie, not melodic as is t‘he case
wi(t)hmtli Gregorian. Let the student, however, nnaggie
it as melodic in order to bring his mind to bear }1po'1t1 ﬂ1e
subject impartially. In that case, we might expect the
following ; or something tantamount:
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re already aware of the importance the moderns attac‘
geaa‘l ‘i::::i?llgynote 7 (see 134). We may therefhox:g l()ie s1;;1e
that, had a melodic vocation been. asc‘rlbed to thetr onsJ i]{
ant 3c-hey would have a.ppg;aghed&f gv(;gslea,t }?3111‘1:2;112, v?ou]d
the example just given. ut in tha se thely seale wou d
have been purely in fifth mode. Let the stu elé dp x
; example, say, with No. 144 or 146, an e
:C&litlal 1::; at m?ce’ that they are practically th: dsa;l;:
and that the scales on which they are constructe
i ically so.
ldilllztrcingyrealised this comparison, let the student 1101:
try to imagine a plagal-,const'ructed from _our m:.JmJﬁ n
the same way that the Gregorian plagals are cons ruc et
from their relative authentics. And, as .thehdﬁm}n?lr; ;
vary in situation, let us say .that- this 1s a & ot :
the ordinary rule of being a third lower than that o

its relative. The result would be equivalent to the

following :
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or, in other words, an exact reproduction of sixth mode.
Lest the student should fail to realise this we here subjoin

Ex. 1€1 accommodated to the above in point of time, but -

otherwise unchanged.
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(69) As remarked in nots 58, as soon as a return to the tonic
is contemplated the accidentals begin. In this case it is
evidently not the actual, but the potential, tritone which
is the cause.

(60) The two last notes falling within the tonic triad are treated
as one. (Compare 7T107.)

(61) Although this B is unflattened it cannot be counted as an
integral note of the scale ; being merely a semitonal melodic
inflection. _

(62) Where it is impossible to return immediately to the mode
care should at least be taken not to repeat the accidental
in the accompaniment.

(63) The B flats are treated either as passing-notes between A
and C or as either suspensions or melodic inflections of A.
Therefore they are not recognised in the accompaniment.

Notes. 131

(64) This is an excellent illustration of what was advanced in
note 58: viz., that melodies in fifth mode which remain
mostly with the dominant do not seem to require the acci-
dental.

(65) We are so accustomed to consider that the harmonisation
of the melodic tonic must necessarily consist of a*g built
upon itself that it may be well again to remind the student
that we are dealing with a melodic system in which the use
of harmony is not contemplated at all. Any reason put
forward for the harmonisation of the tonic by itself could
therefore only apply to it in its capacity as ‘‘ final.”

(66) We object to the recognition of the accidental in accom-
paniment altogether, but- think it right, nevertheless, to
give an instance of the most excusable situation for it:
that, namely, between two instances of tonic in the melody
where one of them is the final.

(67) The harmony is here changed from F to A minor by treat-
ing the inner part as a suspension.

(68) Where the final is repeated at the close an effective caderce
is to lead to 2 § and reserve tonic bass for final syllable.

(69) A cadence similar to that of second mode mentioned in
note 26. But it is not so effective on account of the rise
to tonic being only a semitone and the change of harmony
consequently less distinct.

(70) This exercise enforces the distinction between the acci-
dental when used as the melodic inflection of another note
and when used in substitution of B natural in the scale.
In the latter case a harshness ensues if the return to the
modal scale is made too rapidly; but in the former it may
be made practically at once. This is what happens here.
The flow of harmony in the accompaniment involves the

. use of B natural almost immediately after the B flat has
occurred in the melody.

(71) In this exercise a longer time is required before the ap-
pearance of B natural in the accompaniment, because the
B flat in the melody appears as an independent note.

(72) In this case the B flat, being treated as a suspension of A,
admits of re-instatement of the mode immediately after
the resolution.

(78) In mode VI, the dominant being A, creates an even greater

liability to the accidental. A is the dominant in two other
cases (viz., in modes I and 1V) and in each of these the
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liability to the accidental owing to the situation of the
dominant is evident. But in mode VI there is already, as
we know, a predisposition to the accidental on account of
the tritone in the scale. The result is that it is rare to
find a pure example in this mode. This makes it all the
more necessary for the accompanist to treat the B flat
as a melodic inflection. But where he cannot do that he
can, by allowing it to be the third in a minor triad, pass
immediately to the dominant by a tonal progression (see
following note).

(74) In this example we have an illustration of the previous
note. Let the student try the alternative chords of B flat
and F and he will perceive how the sad expression of the
word ‘ dolorosa’ is completely spoiled because of inter-
ference with the character of the mode.

(75) In these examples the recurrences of the dominant are
specially marked (*) in order to show the student how
easily he may conform to the necessities of the mode.

(76) From this point no further observations will be considered
necessary as the melodic features presented by modes VII
and VIII are well provided for by the preceding instruction.
The pitch of mode VII is such that its melodies are rarely
sung in the natural key; but all our accompaniments are
arranged as far as possible to serve for the whole circle of
keys without any inversion or re-adjustment of the parts,
which is another great advantage of simplicity of form.
The guestion of transposition should be ever in mind, and
only such progressions adopted as can be readily taken
from one key to another. This is the only way to remain
in accord with the true spirit of plain chant and to obey
the wish of the Church with regard to it., But it is also
the best way to be of practical service to the voices, besides
being the only form of accompaniment which can lay claim
to artistic conception.

CHAPTER X.

CONCLUSION. RESUME OF MATERIAL. APPLICATION
OTF MODAL SCALES TO TECHNICAL PRACTICE. SPECIAL
USES OF THE RIGHT HAND. QUALITIES OF A GOOD
ACCQMPAI\-IIS:I‘. FALSE IDEAS OF PLAIN CHANT. APPLI-
CATION OF ANCIENT SCALES TO MODERN COMPOSITION.

127. IT now only remains to bring our subject to a
close.v E.y way of resumé, therefore, we recall the
extreme simplicity of the material with which we have
had to deal, consisting merely of the natural notes :

A, B C D, EF,G, |
and their triads; and, the nature of the chord formed
upon any particular note being invariable, it follows
th'.at there must be the same proportion of major and
n'nn'or triads in each mode, the entire difference con-
sisting in their order of succession.

'128:- The major triads fall upon C, F, G, and the
minor upon A, D, E. The proportion is, therefore
always equal; because B is prevented from bearin ":
chord by its diminished fifth B to IF. ¢

120. Where B does 1
not intervene t i
153 o} preveIr;t 1t we
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have the choice of three triads for éhe harmonisatiou of
any note of melody. But B does prevent it in three
instances out of the seven. It prevents it in the casc
of D, for example, which we cannot use as a third ;

and in the case of F which we cannot use as a ,

fifth. The whole material of plain chant accompanl-
ment, therefore, is here shown:

Ex. 241.
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130. Students of the piano may profitably graft on
the harmonisations of the modes to their daily.prac—
tice, and the skilful player will need no instruction to
elaborate modal harmonies in the direction of any
special technical difficulty which he may wish to over-
come. But, in order to convey this idea more clearly,
we give an example in Mode I:
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131. By this means he will not only become master
of the modes intellectually but be led toextend to them
a greater sympathy ; besides which he will find the sub-
stitution of old modes for the ordinary major and
minor a great relief in technical practice generally.

132. In actual accompaniment the freedom of the
right hand is of the greatest service, as the slightest
defect of the voices, whether in intonation or reading,
may by its means be instantly corrected. Where not
required for such assistance it may be used for round-
ing off the progressions; for giving the effects of
crescendo and decrescendo, as well as for phrasing and
for amplifying the harmony wherever desirable.

133. A good accompanist may always be detected
by this all-sufficiency of his left hand and pedal, by
the small number of notes with which he produces the
effect of a complete harmony, by the skilful applica-
tion of organ-point during the continuance of the
phrases, by his power of giving prevalence to the vari-
ous triad harmonies in turn, so that by a sufficient
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recurrence of the dominant harmony and by a well
rounded approach to the final he preserves the char-

acter of the mode, and finally by his skill in making

intra-modal provision for accidentals.
I134. Among the false ideas extant respecting plain
chant there is none so pernicious as that of its being

devoid of expression.© Those who hold this view are

unaware that Gregorian notation is superior to our own
in many respects. Our slavish division into equal time
portions very frequently causes modern composers to
change the bar value; thus showing that, in order to
express their emotions with fidelity to nature, they
want the very freedom which Gregorian music
already enjoys. If the latter, therefore, be not deli-
cately expressive it is entirely the fault of the per-
formers. But it may be admitted that better ideas are
gaining ground and that ultimately such untenable
notions seem likely to disappear.

135. At the outset of our endeavour we gave as our
ideal the application of the ancient scales as a basis
for modern composition. It is natural to wish to see
the prospect of this improve; but, on the other
hand, the world has so long been accustomed to
the use of only two modes, and modern musical
creations for which these are exclusively employed are
so grand and so absorbing that the revival must neces-
sarily remain long in the condition of a forlorn

hope. There are, however, indications of the possi- -

bility of its ultimate realisation, and were it not for

Relation of Ancient Scales to Modern Compositron, 137

the difficulty of obtaining efficient illustration pro-
gress would undoubtedly be more rapid. Some of
the reasons for the popular reluctance to give attention
to this question were familiarly set forth some time ago
in the author’s essay in the “ Musical Standard ” on “ The
Instructiveness of Teaching” and may be here quoted
with advantage by way of conclusion. The description
runs as follows:

“It is now many years since I made my first
important experience of a kind to explain which
to the reader I must first mention my life-
long convictioh that modern music, in its entirety, is
needlessly restricted by the use of only two modes.
To indulge in extemporaneous short pieces founded
upon the ancient scales was, therefore, with me not
only a favourite amusement, but one of two-fold effect
for it yielded not only the pleasure directly derivable
from the pastime itself, but the further gratification of
observing the various sensations produced upon such
listeners as deigned to give me their attention.

“The outconie was always the same. My critics
had invariably made up their minds beforehand that,
although interesting from the antiquarian point of
view, all modé'sf’_ other than the two with which we are
all familiar had become practically obsolete. I could
feel no surprise, therefore, in having the first effects of
my performance recorded as “barbarous” In the
same vein I hdve also heard people describe the
Frenchman’s animated conversation as “gibberish”;
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and, that any language should produce this effect upon
those who do not understand it, is only too conceivable.

“But 1t was with the next stage in the process of con-
version that my amusement began. A slight initiation
invariably resulted in the charge of “barbarity ¥ being
reduced to one of “crudity "—or some such expression.
On further acquaintance, however, these archaic pro-
gressions were neither barbarous nor crude: they were
simply “quaint”: even as “delightfully quaint” I
have heard them sometimes described by those self-
same sinners who, but a short time before, had spoken
of them so disrespectfully. And so on; from one
degree to another; until quite an enthusiasm was
reached, totally inconsistent with the first expressions
of opinion.

“Time after time have I escorted listeners along
this path with constantly the same results. My experi-
ence, therefore, leads me naturally to the conclusion
that the ancient scales are just as natural and as fertile
for purposes of composition as those which we have in
use; though we have grown so accustomed to the latter
as to be hopelessly wedded to them. We have, in fact,
carefully manufactured for ourselves a splendid in-
capacity for the appreciation of the beauties of other
modes; and, having done so, we proceed to settle the
matter by denying those beauties altogether. The case
1s precisely analogous to that of language; in which,
though every man’s mother-tongue is the most natural

Conclusion. 139

to Aim, there is, in reality, no one language any more
natural than another.”

In conclusion the reader may profitably refer to the
author’s “Quaint Dance in Phrygian Mode " as anillus-
tration of the application of one ancient scale; and it
would doubtless need but slight encouragement to call
forth elaborate work of convincing character (such as
sonatas or even symphonies) with a like basis. Should,
therefore, this little treatise, in addition to being a
guide to the strictly modal acccmpaniment of plain
chant, also contribute to the interest already existing
in such questions it wiil to that extent have incident-
ally assisted in the attainment of an even greater
object than the one immediately in view.
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