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: .. PREFACE. ;"
. It shotildbe added. that,. although we have followed: the ‘traditional
rorder of the modes; nevertheless the mode. in which a melody is classed

s -merely’ that ‘of .its' final -cadence; ‘apart- from such -dist’in‘g;iishing" ]
-cadences, the melodies have ‘many points in common; . Thus the chapters.” -
.at-the end, of the book are perhaps less fully developed than those at. the -

‘beginning; 5o as to avoid repetitions. In consequence the reader should: ™
not: jsolate, the chapter on the tetrardus (for example) without having .
studied the previous chapters : ‘that would be to gain an incomplete ‘idea’”
of what we have to say, even about the tetrardus: Similarly we have not .~
printed “out in full the ‘accompaniments that we . construct phrase ‘by -
phrase; to have done so” would have increased the size of the ‘book -
unmiecessarily, and "'might even have tempted . the reader to skip our . -
-detailed analyses, IR T T :

e

© PART L

~ PRINCIPLES. =

~We hope that even those who are not particularly vinte‘rest'ed in the
.~practice of plainsong accompaniment may yet find in this book ideas of -

~

~a more general kind to interest them. - The. subject is still far from CHAPTER I "
+Clear, and Vtrljie‘m_usical text itself has not always been seriously examined. K ‘-

.. Finally, although it was to some extent possible to 7zad our previous ™ ’ " HARMONY.
i~Zreatise (much as one might read an article in a magazine), ‘yet it will -

_soon be apparent that this book of Practical Instruction requires far closer -
-attention. . Each’melody, before it is analysed; is transcribed in modern - ,
--notation together with the necessary reference-numbers. - But. in order
" to follow our analysis, the reader must always ‘have the musical text -
before. him; otherwise the notes, syllables or words to which we refer will.
* mean nothing to him, even though, because of his disinclination to turn
‘back, he looks ahead. to the accompaniment we propose. * Moreover this
- book; rather this study; pgssesses none of the ornaments-of style and is
.. not_easy reading (we have .aimed merely at c¢larity, at the cost of -
;" elegance and without avoiding verbal repetitions); yet we think it
“+, -may be helpful, : : ‘ . : S
" With regard to the actual principles (especially the modal _principles), ..
-although they were at first criticized in some guarters as simple practical -
- «dodges », we have since had the satisfaction of seeing them accepted in~ - ?
‘many places and understood, not merely as a system of accompaniment; - -
but as the application of the modal laws of plainsong (%). ' -

- We are not vain-glorious on that account. Besides, we cannot forget
:- ~how much is owing to Dom  Desrocquettes in the elaboration of these
pprinciples, and to Dom Gajard, whose labours preparatory: to “the
. -publication’ of the Monastic Antiphonar have cast so ‘much light upon
; them.” "Our . one desire is that, since plainsong is in fact so often
~-accompanied, it may be accompanied more perfectly, with greater care,
and “in accordance with the precise indications of the melody, thus
~ enhancing the beauty and dignity of our Hturgical services.

. We begin with a general and absolute law : the accompaniment may -

admit, whether as karmony-notes or as unessential noles, only 4such notes - -

" ‘as the melody itself admits, and in the same proportion as the melody
admits them. . . :

1. Harinohy‘-n@tes.

Therefore, leaving aside all transposition, the only possible fundament-
alsare: C, D, E, F, G, A, B-flat, and B-natural, generating tl%e chords. pf o
C major, D minor, E minor, the diminished fifth on E, F major, G major, . "
" G minor, A minor, B-flat major, and the diminished fifth on B-natura_l. L
" Precise rules will intervene later on the subject of B-flat and B-natural;” -
and other severe restrictions will be imposed, & R

1. Chords of Three Notes.

If, to begin with, we consider the chords of three notes (i.'e., the. - °
“-concords), we must notice that the chord of the diminished fifth, espe- .
cially-in its root position, is not generally suited to the plainsong 1d191}1,f- S
for reasons which we shall have to explain later. We use it only in = S
certain cases, and then in its first inversion, i : e

There remain the common chords, major and minor.  The root position W

“and the first inversion (the so-called chord of the sixth) are allowed ...

" without restriction (within the boundaries imposed: by modality and. .
rhythm). ' . . :

A. ~-Chords of the sixth.: We must notice however that a chord 'of the ==«
sixth is nearly always a chord of transition, of movement, and that-its . s
lowest note cannot proceed by a notable leap without offending musical:

 logic and elegance. _ : . oL

(TN

H. P.

** () The Ambrosian Chant, as the recently publis:hed Antiphonale Missarum shows,’
- follows the same modal laws. . ) ) s

i

e
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: or down. “If a-second chord of the sixth follows thls in its turn must_
_.follow the rules (‘) )
o P T

; Thus from Di—=— we proceed to : 3;—9.:’ or:

5-07-6—

cbord in- 1ts root position : 9:0—-—3

= Y am—— —
Cin 1ts root posmon : 9~—P—B—B
‘ (d) When the bass leaps a fourth or ﬁfth whether up or down ‘this’
:_should represent a mere transition to the chord we normally expect

Thus : o

8—5-0r-6—5-—

bass leap of a fourth the chord of G is estabhshed in its root position,
as in (c) above. The upward leap of the bass is corrected by its

g_*' l'—_-gj;E

| N

— S
6—-5—n :

———=—— ar

— B~

D=l s

- ; _subse_quent descent to G. Similarly :

But the tollowin& examples : 3:?:;
at best mediocre.

bt

(e) The case of the following plagal cadence :

-::> as’the root of a chord.

(f) The leap of 3°third in the bass, when two chords of the sixth are
; \mvolved ought as a general rule to be corrected according to the proce—

[ A -
§ 5

~1s not recornmended Sometlmes

progressxon as @

6 6 B,

" however, the so-called “correction ” may be somewhat de]ayed as in
the followmg examples :

N N

I 1. 1
ac U  — T - :
Lﬂ:'(;g_zﬂ_l___p_‘,j;: etc.
6 6 6 & - 5

[ b

[
6 ]

( ) Treatises on Harmony are rather vague on thxs matter, because in the study of .

. - classical harmony the difficulty is not so acute as in plainsong accompaniment, We

have found.by experience that many students, who otherwise write quite correctly, use
chords of the sixth.badly.

' 'I:'Practxce therefore we conform to the followmg rules S
“(a) After a chord of the'sixth, the bass may always proceed by step, up .

F:v (b) The bass -may descend a third to _become the bass of the same,l

o (c) The bass may also rise a third to become the bass’ of another chord N

This example is correct because after the . .

permxtted because here the bass F is so 1mportant that it may be regarded

B ‘L Al ’_—- S -
dnre given in (d) above. For example : QZ"Ij:E Such a -

R http://ccwat

" quite a different category. There is only one case in which they may be

" chord must be precea’m’ and followed by a fzmdamental :/zom' on the same i

" is a fifth above the bass :

N : CHAPTER L — HARMONY. S S

(g) Among the frankly detestable progressxons wlnch the student is o
liable to write, and which are to be found even in publxshed accompam- Co
. ments, we must mention the following cadence : '

‘m ~

RiR T = (cf Amen of the IntYOIt‘ ' -
! " psalmody, mode I). S

==

i1 =
f + @~ : ) L
i i - S

Wlthm these limits, the first inversion of the common chord is regularly e

" and frequently employed in plainsong accompaniment.

B. Chords of sizfour. Second inversions (chords of six-four) are in
used without danger, viz,, over a bass “ pedal”. Even then ke six—four

bass note. . g
Thus : _,"‘—9—9—9—" wﬂﬂzﬂ etc.

In accompanymg plainsong, begmners should never use a sxx-four chord
in any other way.

2. Chords of Four Notes

Chords of four notes (chords of the seventh) excepting those in whxcht-
there is a dxmzmshed fifth between the third of .the chord and the‘

seventh : g*

certain conditions.

, may be used in accompanying plamsong on
The following chord, in which the diminished fifth

is only allowed with strict reserva-:

txons at least in its root position () (hke chords of the diminished ﬁfth) . [RPS )
(a) Nearly always, the seventh, whose natural place is in the alto, must .~ - L

" be Prepared; it must always be resolved; and since the fifth of the chord
+ is frequently suppressed, the seventh often sounds as much hke a

suspension as a harmony-note r . S i i

r - ~ . . :
n - . : K ST

| S=isas -t

(In this second example the chprd

' 4 é ) . gl J . of the seventh is complete) \
I 1'.,' i '

The ‘preparation is made by a tie, and the resolution is by step to the

g .. note immediately below. -

® Above all, the B must never give the impression of a “leading-note”.
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(’b)'}Io&%ver;19?cg@r;tqad_énc';q;forﬁiuléé ofmodesVIIandVLII and alsh - Here the alto E and the g :
f:modes I'and IT, i@??’:?f?gﬁra_hgnyf,tht»z‘v.sgventhf,t_‘i?es:qqt,{9‘?1{'5 r muc But: the, third inversion, where the- seventh is in_the ‘bass, is:'quite

== '+ DR A A 3 possible, and, in certain cases, excellent, on a bass “pedal”, under exactly.

ithe same conditions as for the six-four chord (see above):

. In the first and third of these cadence-types the seventh is mostly in" ..
the tenor; in the second, the major seventh (in the alto) is nearly always.
used.. When the chord is complete (including the fifth), the seventh (in "
the alto) may rise to the note above : : ' Ty

- This chord of the second may often be analysed on the -principle 'of’ _
unessential notes (passing-notes; auxiliary-notes, etc.), 'But as it esta- .
blishes a new chord, its character is more emphatic. ' S

-~ N. B. With regard to the chord of the seventh and its inversions, -
the student should confine himself st;ictly to the cases giyen here. :

: ‘(c)"_The first inversion (chord of the added sixth) is fr_equentfy used, ™ . . 3 C_:/zora’s of Five Notes. _ o
i:sgrrtizgn(:zzci;hihs:vaizg (1201‘: ?;thh afoﬁ' © thi.a‘ftgal bass) is in the teffOf’n.- - ‘Chords of 'ﬁ‘ve notes (chdrds of the ninth) are more difficult to mén»agfe.'}
_plainsong, the most fréquent \pcas%a-ri in ¥a;; ;ﬁ;,osl:ttﬁg :;ICOIEfsinﬁnigs . “but “there is no.reason for excluding them @ priori(¥). One case is":
’wlAlgﬁ the seventh is sustained as a short internal “ pedal” ; 7 N ' : quite pr actical andI easy to apply: it Is that ’°'f ‘cert‘axln cadepccs of

ol - : L o el mgdes VII and VIII:. . _ :

e

Fﬁrt_hg:rmorc,:the} chord of the added sixth often gives the act:u;l bass : o s
,thQvafn unportantl:e equal to that of a ‘fundamental, with the sixth as a - (Here the seventh and the ninth are both prepared). - - T 0
‘sort of unessential note, and this explains why it is sometimes int ed : ; ; ver meac] -
without preparation and resolved in unusual Xrays-(‘). n'rocv.iuccfd_. : ~Chords of six notes (chords of the eleventh) are hardly ever ppsjs1b}e 3

(d) The second inversion is not recommended except in cases where

except on certdin tonic “ pedals ” :

t-has to be regarded as the consequence of passing-notes : -

~ (Major third and perfect fourth),

A

P, el TP » - R - e (Here bbth the third ahd;fhe fifth are suppressed).“

'_'_'-'.‘(’) Ih this case, as in others, we are here giving only general principl . ‘ T P R :
. will be found all the necessar); examples anﬁ a pgecisg vg;orki'ng lljrll':ifl?dﬁs - I P.a.rt »II‘ B .- {*) Except what are termed “ dominant ninths”.

A e e e |




’

14 ) . PART 1. — PRINCIPLES.

II. Unessential Notes.

1. In the melody, passing-nofes, auxiliary-notes, anticipations,
changing-notes, appoggiaturas of every kind, with or without resolution,
in other words, all notes which are not essential to the harmony (?), are
frequently used, .because the accompanist has to space out his chords a
widely as possible and reserve them for the right places. :

In order to avoid all confusion between the terms, we here repeat

~ their definitions, while at the same time we indicate certain peculiarities,

A. Passing-noles are those which connect by conjunct degrees two
harmony-notes. In diatonic music there may therefore be either one or
two passing-notes between two harmony-notes : .

- i — +r+._¢l_—5
E—; SE==E

r\_/ |

I p— v J
. & 7 d —
73 : H;
£
| i T 7 |
B. An auxiliary-note is an unessential note following a harmony-note
at the interval of a second, above or below, which returns to the harmony-

note. If two auxiliary-notes, upper and lower, succeed one another, the
first return to the harmony-note may be suppressed :

N
e
==z

ot i + 2t
s
o, A e

% 4 ? S

I ! i

o "'*J‘ ’.".é.
—r == i E— =
= i H— H=

il "]

o

C. -An aenficipation is an unessential note which anticipates a .

harmony-note of the subsequent chord; when the anticipated note is
actually -that-of the melody, it is called direct anticipation; when it is

merely one of the other harmony-notes, it is called indirect or purely -

harmonic anticipation :

n + + + +
71 ) n (4 i H 411
y /- el ) | H |t | T 11 113 N 1l
| /AW 1y 1 i » () [} - 1 - T {r
\-JV ¥ T (41 [ B - 14} » hadi A - t J 'l ' (0}

—_ —_ . . <. -

T T Fu | T

] \ [ ! {
—o ———2 & A
—s .—H—o - H s—if
! ; 1 ] H 1) 1.

Direct Indirect

(*) With the exception of suspensions, which as a rule are possible only in the
accompanying parts. :

' A N
; http://ccwati
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 D. A thanging-noteis similar to an auxiliary-note, except th:'lt it dv:':es
- not return to the harmony-note. It is very often an indirect anticipation
. as well; but a changing-note need not have any connexion with the

subseguent chord : N

™ -+

=—F

i

.

E. An appoggiatura, properly so-called, coincides with a change of
chord and is resolved on the note immediately above or below : :

o+ +

(m'a i —
oy —=1—H——s—H—
ANI74 ;. . 0. b b )

o/ 'é. L4 f

Nevertheless we retain the term weak agpoggiatura (although the term
is inaccurate) (*) for an unessential note approached by leap, without
change of chord, which is at once resolved on the note immediately

above or below :

" + + +
172 a 1 T T
.=~ > — C y— 1 i 1|
Pl —— - H o2 H
T e - -8- Id -8- -

| ~—i | t | ~—]

] B

z = 3
)i —& H—= —& H
w4 . b} I - iy | 1}
1) | — i

When the melody proceeds by step, the appoggiatura could in certain
cases be considered as a passing-note or an auxiliary-note, coinciding

. with a change of chord:

(*) In the sense that it recalls the false theory of stremg and- weak beats-orof the
strong and weak parts of the beat. o

rshed.org



16 'PART I, — PRINCIPLES.

‘ 'Ill'_f:hi's case, what is of practical importance is to notice that either the
ﬁ}x;st ((i)r- the second note of the group may be a harmony-note of the new
- chord. . . o : : T .

An upper and a lower appoggiafura (or vice versa) may follo‘;r 6ne

another before the resolution occurs : .
. Cadence of mode 1V,

: :’L;":d':ﬂl::;‘""" y i_.—‘tﬂg
. - j —r ‘]/\Vl
e et | R | o |

a 2. R. R
2—s—TH—~—"7H —
= =

»
17918

oI

(Here the letter R. indicates the resolution).

As the first of these examples i i
b shows, the re i
the original chord, P solution need not come on

But the most remarkable -thin 4 i i
the : dabout the appogge
resolution is often merely fmplied g ) ppoggiatura is that the

Cadence of IV - mode Antiphon
on A (tr‘a_n_sposed down a fourth).

n )
Y T ) )
A— — 2 Hi H 5}
ey ——| e —— ) i)
L R e e R R e i e e |
L o —_ (T
rr ! v T
P— S N S R W et
EX —t— = 7
- a + L1 r J— 3 -t f s H—

{ ™= = :
P —H—awd— i
. ! : l b7 - ]
R
5 | ) 3
Ky 2 ) - = 13 f
Z—e—p—|| —H

T ) 3 T t ¥

Possible cadence for Introit
psalmody of mode I.

3
,-!"4

http://cewal

gershed.brg )
p) ’ .
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' ‘These last two examples we could regard as chords of the seventh

" . with the seventh resolving on the fifth of the same root, the resolution

coinciding with a change of chord. (Similarly in the first example,
where, in a chord of the ninth, the ninth may be regarded as resolving on
the seventh). But theoretical analysis is not of great -importance.

Similarly, in a case like the following :

-

—

]

TTQ%-
i

i

the two G’s could be regarded as a double changing-note.
Finally, we find formulas like the following, which can be of practical
importance (*): :

a0
72 Py 1 " [—
ot RO VO [t SR |
Y (i | e —o—H
e & I
-
) v Fr
@ : |
—Z H & —
2 - H : o
I 1) 1 1

. (In both of these examples, the D in the melody is an unessential note).

2. In the aceompanying parts, which move much more slowly than
the melody, changing-notes and anticipations are practically never used.

A, An auziliary-note, which is a purely melodic ornament and marks
no real movement (since it returns to its starting-point), is nearly always,
by itself, a useless displacement of one of the voice-parts of the
accompaniment. We therefore advise the student not to use any mere
auxiliary-note in his accompaniment. _

But if it brings about a change of chord, its use can be very effective.
This Happens chiefly on tonic « pedals”, when the chord of the six-four
and that of the second are established by the use of auxiliary-notes :

.rG - - . 8] ". gl‘ 1! q:
M—;——‘——u s “ F728 Ill
— -
Trr rd !
I I S A
< —in—— — (%2 —* —
e

Generally speaking, an auxiliary-note should be rather emphatic in
character, and not merely “ marking time ",

(*) A priori, we should try to find more natural-sounding. harmonies. But reasons
of 2 modal or thythmic kind intervene and compel us to use the progressions indicated,

.
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" B A-passing-note is quite a different”matter and indicates real
movement, .

It may occur in the bass, in the tenor, or in the alto:

fﬁmﬂfﬁz%‘* ==F
o, P 2
ety

It is to be noted, however, that a relatively long passing-
is used in plainsong accompaniment) is much better whe
downwards than upwards ; its restless character is better resolved by
a falling movement than by a rising one. To appreciate this, it is
sufficient to recall the first bars of Beethoven's Moonlight " Sonata (op.
27, n°, 2), of which the following is the harmonic scheme

note (such as
n it proceeds

In reverse, that is to say beginning with the chord of A-major and
~ending with the chord of C-sharp minor, with B in the bass as a passing-
note, this progression would be a bad one.

Practically speaking, then, we should confine ourselves to descending
passing-notes. But 1z z4e tenor, examples like the following are

excellent, just as are all progressions in which the passing-note seems to
establish a new chord :

H

(Antiphon Stella ista.)

Furthermore, all passihg-notes which lead to a unison should be

systematically avoided. For example : it — == ()

() Such passing-notes are allowed only when the unison is momentary ;

&ﬁplt:@%’ e
Ao ayed thus A2 \.-/1
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C. With regard to the appoggiatura, there is a tepdgng}lrlt ag:;gs
students to use it when in fact @ suspension is require
impossible to prepare. Here are two instances:

e——Th
“Jv _'r.': F L4 r «r'-' 'r‘

] e : =

g% £ H=pe—F=——"—j—

In such cases the writing is nearly always clumsy.

But an appoggiatura of the third in the tenor is often very effective,
i=1 . i
apart from the cadence-formulas just quoted :

o

L -
i« —

=

In any case this'is a procedure which needs to be used with under-
standing and demands a certain degree of skill.

D. There remains the question of suspensions, which sometimes seem
to be absolutely demanded.

(a) With a fundamental chord, we may mention :

= ._%EEE
@iﬁ%; =

(i) the 4-3 suspension (in
the tenor or in the alto) :

S l

T | c[/-\’! 5! H J. J i,i__
)= - [5.———!-!—[!7_'“";‘_“"
T
p— ) —
& ?"‘:'z—'—‘ﬁ—i-'—a—ﬂ—!:}tn——
, v | ~—] !
(ii) the 9-8 suspension (in J— | ‘IJ_ !
the alto) : : £ g 3 T

http://ccw%érshed.org
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(iii) the suspension of the root itself (in
the bass),.whlch is less frequent in plainsong
accompaniment ;

(b) With a chord of the Stxth, wermay have :
(i) a bass suspension :

(if) a 7-6 suspension (in the alto) :

PART I, — PRINCIPLES.

<

" In this last example the seventh i i
In : may be considered either as a suspen-
sion or as fermmg part of a chord of the seventh with its fifth omitteF():l.

In conclusion we repeat the ordinary
suspensions : tze suspended note and its

{Bad))

Zogether. For example :
=
== Z §)
i 7
} | A cml B
===

except in the case of a 9-8 suspension (see abofze).

academic rule with regard to
resolution inust never be heard

s Eut v:hefn during a suspended note, its resolution occurs in the melody
sort of ornament of short duration, this is not regarded as an infrin-

gement of the classical rule,
except in plainsong accompaniment ;

=l
e

. Here, during the tenor suspension, the essential note of the

D;the E a1:1d the F are merely ornamental,

Such a procedure is not really practical

melody is

http://ccwa
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Finally we must not torget that a suspension, by the very fact that it

-coincides with a change of chord, marks a much more important rhythmic

ictus than its resolution, which nearly always occurs on the same chord.
It is, therefore, in certain cadence-formulas, and especially for rhythmic
reasons, that we are almost compelled to use suspensions. But apart from
these cases, suspensions are possible (as we shall see) even in the middle
of phrases, provided we take into account their peculiar rhythmic

- character.

III. Practical Rules.

Plainsong is not subject to the imperialism of the classical tonic, still
less to the attractive power of the “leading-note”. And so its accompa-~
niment pays no attention to the harmonic hierarchy of the degrees of the
scale; it gbeys other laws, not these. Furthermore, a plainsong accom-
paniment makes no pretence of giving to each of its parts the melodic
and rhythmic interest and independence which they would have in a vocal
quartet. These two considerations justify certain rather easy-going
procedures and liberties which would not be allowed by the academic
rules of classical harmony.

1. With regard to the disposition of notes in the chords, there is
nothing to add to the ordinary rules. However, it often happens, as we
shall soon point out, that the third of the fundamental chord is doubled,
occurring both in the melody and in the tenor of the accompaniment;
we shall explain why.

But when the third is in the bass (chords of the sixth), the doubling of
the bass note by the melody must be only momentary (according to the
traditional academic rule). The doubling of the bass by the alto is no

less disastrous :

(= il H
— | — S €
G—g—i—g——
S
1] inl
{Bad.) (Bad.)

Such doublings (by the melody or by the alto) are always strictly
forbidden.

But in accompanying plainsong it is nearly always better when the
melody is well separated from the alto, especially in the case of reciting-
notes; by this means, too, many unisons and other inconveniences are .
avoided when the melody descends.

l' =

A chord spaced thus : «! ; not'.only sounds better, but is

rshed.org



[

PART. I. — PRINCIPLES.
=5
o

ni i h to
better as an accompaniment than : It is easy enoug

prove this by practical experience.

Furthermore, in the former case, the doubling of the third by the tenor:

allows us to have a full chord without making any change when the

melody descends to A. .
Therefore our fundamental chords should be framed on the following

S====
e

Yet these réﬁommendations are not without thelir ext;epglon; elgc}ll;s& txct)
i ite close to the

‘s sometimes necessary for the alto to be qui C C mel

;;-Zpare a suspension, for instance) and even to be in unison with it (when

the melody is about to rise):

===t
T= -

| b
- . Basdn

models, with the third in the tenor:

i

etc., etc.

Il ‘I‘__

Y

i B——= H
‘ [ F—e——— i ——

(In both of these examples the third is in the alto).

Nevertheless our general principle is important. Even ,wider %133(;;1; i
tions of the chords can be very effective; but if they are exaggerated, 3

i it di It for the fingers to maintain a
tinuous large stretches make it difficu ) t
(t:SL?e legato. Bgesides, if we desire to fill out the accompaniment (without

making it too

of 8 and 16 ft.:

http://ccwatershedk
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*"This is ‘a-much better method of sustaining the voices than adding
stops, and it does not drown them.

When the student has had sufficient practice in. writing the kind of
accompaniment we propose, his fingers will automatically supply the

loud), it is much simpler to dpuble some of the rlotciesi :
keeping the written accompaniment as our basis, and using a soft pedal -

necessary doublings when the occasion arises.

2. Octaves and fifths, which in classical harmony provide the
opportunity for severe rules, should obey the following principles:

A. Between the outside parts, the ordinary rules apply :

(a) Consecutive octaves and fifths are forbidden

[

7
=i
<

e e

13}
(Forbidden. )

Q)
0
Q

N

A change in the position of the first chord does not mitigate the force
of this rule unless the second position lasts sufficiently long; it should
have the value of at least two “compound beats” (two or three simple

hotes of the melody make a compound beat. For a precise definition of”
‘the term, see the next chapter):

1. 1] - 1 f) I
e
¥ SR T L

I J
! ! J | I
!\.: & g H [ & H (R} - P H
Z 7z S—H=m e—— o5 —
o l"‘ ! 11 : f,i 2 r b a ( ! 11
{Forbidden.) {Allowed. )

(b) Zn contrary motion, fifths are allowed in such cases as:

N h - A ! VDRI

i —ba e ——H = :jﬁ
==== T
i T and octaves when there J|* T I T

: is an intervening note : i Iy

. . | o S Y =

T t n Frey —v—1

Z i i‘i - 5. _;l 4‘}
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.

{c) Hidden octaves and fifths are allowed
moves by step, There is no other restriction :

provided the #pper part

o}t ] 1 ]
fiim’s oaatd 1| ¥ M = Sy | W— 0}
e e S e
d—-’ e (3] z H—2 4 i)
- [ 1 i
' . i ) o
1) . 4 I
S
I 1§) 1 T 11} ] T H I
(Forbidden. ) (Allowed. }

B.  Between the other parts, i. e., between the inner parts or between an
outer part and an inner part : .

(a) Consecutive octaves and fifths, and fifths by contrary motion, are
governed by the same rules as apply for the outside parts.

But a change in the position of the first chord which lasts for only one
compound beat is sufficient to justify a breach of the rules, Thus:.

O 1 §) T 1]
i ) '_l (13 1 3 H (8]
I@ s ——1|i —y—1
oL
s 8 J g | 8
] ! L - )
" e
Z1e 4 T

T
1
===
l‘l
i
e

(Both of these examples are permitted in accompanying plainsong).

b) We must be on the alert forfjt/zs between the melody and the alto -

Fal

([~ +—H i —1
[ {a% SN B peey n s SR — (M) HR =S o= 1}
N 'T_ t i 3' | 1 -] el !' 15 ) [ J '! a
/ L]P [ [ 4 L# r’_i |
, T , f l
e e
: t 3] u L a i s 11

The first two of these examples must be avoided; the third is at best
tolerable. If a compound ‘beat intervenes, such fifths are permitted
provided that the second fifth is approached by contrary motion :

P' . r-..i .

—
i

1 - )

http://ccwat§
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(c) There is no need to be severe when octaves occu'r‘bez'wee'n the melody
“and the temor, provided they are not immediately consecutive, Cases

like :

[====FE
{?. r ___,r

]
b=te—tr

i i i i ble to a
ich are forbidden in classical harmony, are certainly prefera
Klzls(;f “ ézc}?ange of notes” which uselessly encumbers the flow of the

melody, thus:

/

In a carefully written éccompaniment it is better to avoid progressions
like the following :

0
Y ). A= o — __.r__..ﬂ—_
~ 1 13 i C
O——— "l
o/ T o »° »-
i | e |
J , Il. J '!—
o C—— W= —~— —H=
P —h

although ¢e octaves are corvected by the contrary motion. But such pr}(l)—
gressions will inevitably occur in practice and, especially when the
octaves are further apart, are quite unexceptionable.

) inner d one of them
d) Between the inner parts or between the bass an
cogls)ecutive octaves and fifths are forbidden, but hidden octaves and

fifths are allowed., Thus:
|

£ l—e n_
' , G———1=

e e |

(Allowed.) - l
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C. On the question of fifths formed by unessential nozes, the academic
. rule states that if the second fifth involves an unessential note, there is no
fault. This often happens in plainsong, when an appoggiatura is used :

+ ~

"9
e S »
— !—?—ﬂ (The'sign + indicates the appog-
[ ¥ giaturas.  In both instances the
second fifth involves an unes-
- . ;
SR = —fF——p  sential note).

—H ’ .

But if the second fifth is between two harmony-notes and the first fifth
“involves an unessential note, then any passing-note which emphasizes the

progress to the second fifth renders the example faulty.  Thus the
following instance is bad :

. 1
T I— R —————— —
e @E—k F:H
=1 although without the passing- |
notes it would be correct : 1

===

When an auxiliary-note is involved, some authorities do not allow
fifths.  But we allow them in plainsong accompaniment because an
auxiliary-note is not a true movement but a mere ornament. For instance:

== ===
f f is quite correct with the addition ] -

of an auxiliary-note : |

The writing of a plainsong accompaniment demands a very sound .
technique, because of its modal and rhythmic peculiarities : in any case
the writing must always conform to the plainsong ethos, "It is presumed
that the reader has already studied elementary harmony. In our previous
Treatise we provided exercises in ‘counterpoint in conjunction with the
study of harmony ; these are the best and the shortest preparation for the
study of plainsong accompaniment. - Yet, although we must respect the
spiret of counterpoint, we cannot pretend that the beautiful melodic lines
it requires are often possible in accompanying plainsong. Nevertheless,
exercises in counterpoint are a necessary discipline : they develop fluency
with the pen, instil a sense of style, and are to musical composition
what classical studies are to the formation of the mind,

. =T T
written as quavers bound together thus': J 4, dees od¢

2
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CHAPTER II

RHYTHM.

I. The Transecription of Plainsong into Modern Notation.

-
SIIICC m Older to write an aCCOulpanlﬂlent we have to tlanscrlbe the
Plalnsong melOd& on the ﬁ"e h]le stave, Iin the tr eble Clefl alld n ulOde”l

t]

made in the Solesmes editions. X
A simple note, of whatever kind, is written as a quaver : 4
7 are

When two or more simple notes form a neum or a group, they

~

, etc.

g wri : ; ristropha
A bl.’llllf a and a a’z'sh’op/za are ritten thus H ,l PR a zsﬂop
o

—

——
thus : J /.
i oy i J, et
Liguescent notes are written as smaller notes : 12 I 1),

]
' ) g:i:::,.,@_ =
An oriscus is represented thus : # ¢ ¢ ’__,__c._i';,_

the
An isolated punctum in front of a group should be separated from

N T
s sions of 1d be separated from the
In a salicus of three notes, the first note should be sep: s

. : . -
second, and the second marked with a horizontal episema : J° o
’ R the
A quilisima is indicated by the sign + placed above the stztvi, an
7). (The

pre(;eding note is marked with a horiz?nt.a.l epxsemat:. P :Vhen o
horizontal episema is not given in the p-la;psg)ng notation )
quilisma has only one or two notes of preparation). N
A I e o the gtoup, he crotchet I Joined (o the
igb(;:é?ertl(; g;etielgf; ';165111111:.1 yIf the pressus is formed by the fusion of
two neums, a second slur becomes necessary.

oy
o f— Y T

—H [ =i : c,;_'_gﬁ_
Thus : =t — a1 =
v

~
Podatus and clivis.  Climacus and clivis.

==

http://ccvva_t;&rshed.org
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Sometimes there are two pressus in succession : g% TH
\"\:—'

e

On the other hand, an isolated punctum in front

‘of a pressus is not joined to the pressus : —

S

Dotted notes are written as crotchets ; and, when they are part of a
neum, a slur is required to indicate the grouping.
A\ v J

e ———— “45'—

Doubled clivis. Doubled podatus. Podatus subbipunctis.

Thus :

ol
174 O
6= ; ﬂ =i§ H
¥
Quilisma formula.

Hence, apart from the case of the pressus, there are the same number

- of actual notes in the modern notation as in the original plainsong.

The horizontal and vertical episemas of the rhythmic editions are
written above the stave.

A final double-bar is written on both staves of the accompaniment ; all
other bar-lines are written only on the top stave. F urthermore, a full
bar-line normally implies a silent break of the length of a simple note;
and this is represented by a quaver rest, before or after the bar-line
according to the rhythmic grouping. '

If these principles are adhered to, there can hardly be any doubt as to
the original notation.

The first thing to do, therefore, before writing an accompaniment, is to
transcribe the melody correctly in modern notation in the treble clef,
leaving room for a second stave with the bass clef. '

II. Elementary Rhythm.

In the last analysis, rhythm implies duple and triple groups : in other
words, there is a rhythmic zcfus after every two or three simple note-
values (i. e, after every two or three quaver beats). Some of these ictus
are of very little importance; some are; so to speak, merely logical
(a group of four being divided into 2 + 2,2 group of five into 2 + 3 or
3 + 2).. Since the value of the simple beat (a quaver) is constant,
it follows that the ictus are not equidistant when duple and triple groups
are interspersed : this is the main difference between the free rhythm of
plainsong and the symmetrical or measured rhythm of modern music.
Furthermore, the Latin accent of the plainsong era is quite independent
to guide us in ouranalysis.

. Rules for Riythinic Analysis.

The rhythmic ictus occurs in the following places :

a vertical episema.  This rule takes
It is to be noted that of itself a horizontal

A, On every note marked with
precedence of all the others,

http://ccw
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episema.does not denote an ictus; frequently the note it affects is ictic,
but not necessarily so. _ y
“ : : g te of a pressus,; the note preceding
. On every long note : the ﬁ.u.t note o he ‘
1Borz'sms whicj}; is j%ined to it; brvirgas, dzs{mpkas and # zstrog/{za:, do}tltitzg
G e.,.doubled) notes; also the ‘note immediately before a gui zsmﬁ, xgl h
gn"a; be. considered as practically doubled although in the rhythm
editions it is not marked with any sign. . )
Sometimes the vertical episema signifies that two notes on t le sfame
desree of the scale are to be separated, as in the following example from
deg ' i

é—_‘ = =—} whi t b
the VIII-mode Tract melody : _i_;’_;_—!’__—JE:H which we must be .

o/

7 — —
careful not to transcribe thus : é;i;, v ;,:._’___H
: o =

Moreover, when a pressus is formed by the juxtapositljon_of two neurrtls
with a note in common, the neums in question lose their identity, so

speak, and therefore syncopation must be avoided.

"C. Unless there is any indication to the contrary, on the first Z;ottehoijs‘
evei;:y neum. The vertical episema causes numerous exciptxor;sdz.mams
rule : the ordinary sa/icus is a case in point, and also a number o
which have a vertical episema on the second note. .

i i rule.

These principles make analysis quite an easy matt?rm?za éon e
However we now propose to supplement them by an exa
some special cases.

B 2. Special Cases.

A! First these is the case of a (simple) z':alaz‘ed.ng{zcg‘ztmz I? if;]o;;r?:ni
p f this kind might seem to indicate a:
oD ot e ooy tectat i Iso indicate that the ictus falls on the
ictus; but its very isolation might also indic: ¢
1scx:xbse,quent note, };he first of a group, rather in the manner of a sa/icus.

We find an example of an isolated punctum in front of a climacus in

: I~
the Kyrie of Mass IV : ISty 2=s-0

B (an ————

<
Ky-ri- e

The episema warns us that the punctum is ictic, and from this we can
conclude that before a climacus it is always so. .
With regard to the typical intonation of VIII-mode Tracts such as:

T
@_T,“:_‘;p.‘”._iii_—ﬁtf—

Qui confi- dunt

() Both on the same syllable, of course, and usnally at the beginning of the syllable,

tershed.org
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there are reasons connected with paleography for thinking that the
punctum on the second syllable of confidunt has the ictus. Hence it is a
case of a punctum in front of a torculus, not of a salicus flexus.

— .
Jd—1.

Similarly in the Introit A t levavi : =t g —ya-g—ra" =

ex- spé-  ctant

in spite of the indications given in the Paroissien (Desclée edition 8co c).

Moreover, in certain analogous cases the punctum is dotted (doubled):
for example, the word mzews at the beginning of the verse of the Gradual

- Eripe me (Passion Sunday). We may adopt a similar interpretation on

the word munds of the first Agnus, and on the word zodzs of the second
Agnus, in Mass XIII, On the other hand, in the Agnus of Mass 11

-0

the cadence : é:p,_?‘:;::&:;: makes it more difficult to admit that
R
the punctum on munds in the first Aenus has the ictus : F
P g S ___?;4_1:_—115;
' min-  di

Finally, in the intonation of the Introit Dignus est, we place the ictus
on the first note of Agnus (a classical intonation-formula of mode III),
although in our Graduel Paroissial we adopted a different interpretation.

The matter is, therefore, somewhat complex, We think, however, that
when there is no clear reason against it, the isolated punctum in front of
a group should have the ictus and should even be slightly lengthened.
In any case, whatever may be the personal opinion of the organist,
he should follow the indications of the choirmaster; and if the books 7z
Plainsong notation (¥) give a vertical episema, that settles the question (2).

B. In syllabic passages where no episemas are given we may feel some
hesitation. Two principles now come into play :

(a) First, that of counting back in two’s. The last note of the phrase, by
reason of its very length, indicates an ictus; and since duaple rhythm is
simpler and therefore more natural, we count back from this last note
and mark the alternate notes with the ictus. The same procedure is
used if the position of an ictus is fixed in the middle of a phrase (because
of a neum, for example):

o ' N Nt e ' +

A"4 5\ N s % n I} IM A ~ 4
H.LL_ — W g [ P NN ™ poy -
& —— it i e g et e = e
N a— — = g

Lauda Si- on Salva-té-rem, Lduda di-cem et pasto- rem

_(") The modern-notation edition should not be taken as a criterion in the cases under
discussion. . )
" (®) It is obvious, of course, that an isolated punctum in front of a long note (such, for
mstance, as a pressus or a distropha) surrenders the ictus to the long note.

http://ccwd
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(The sign + denotes the certain ictus; the others are determined by

counting back in two ’s).

(b) The second principle is to follow the natural verbal rhythm, which
means that in each word the ictus falls on the last syllable. In cases

- like landa ducem (above), this principle runs counter to the previous one.

Fat L
Similarly a case like : @:’:t;h:ﬁ:ﬂ:
. S50 S R~
méntes tu- é-rum

Val L] L

could quite easily be - P~
rhythmed thus :* éj—ol—tg‘z"__;_-;

méntes tu- é-rum

In the absence of any episema, therefore, different solutions are
possible. In recitation, where the purely musical element tends to disap-
pear (we are not speaking merely of psalmody), we always fall back on
the second principle : o

Yol -1 1
———o—0—

7 c—
B —p—
«/

O- cu-li mé- i

But, as we shall see, the accompanist must take care not to mark by
any harmonic movement those ictus which are merely logical and of
minor importance (3).

3. Rules for Accompaniment.

In principle, there ought to be no harmonic change except at an ictus.
Furthermore, the accompaniment does not have to mark every ictus; far
‘from it.

Nevertheless we are sometimes obliged to introduce a movement in
one of the parts on a non-ictic note, occasionally even a complete change
of chord. In such cases we must conform to the following rules :

(a) After the last note of a duple or triple group, the part that has
made such a subsidiary movement must not be tied to the next note
(which coincides with the ictus), for that would be syncopation ;

A ot
S S——— | —
@—1:H— Syncopation in the tenor.
|

SR ) S )
Z:—#—————l— Correction : Yiz—0—_——

i ) =z
|

(*) This question of rhythmic analysis belongs to the sphere of plainsong study in
general and not specifically to that of accompaniment. We have therefore had to
content ourselves with a brief summary, ’
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If there has been a complete chan it is ) -
: ge of chord, it is even more neces-
sary that.the subsequent ictus should be marked by another change

of chord :

] S . —
\—/__5 - citdte —y——
| h N

P~

in the Tract
Jubildte.

Correction :
. v o i
5— ¢—2—9o—n

(Syncopated harmony)

.

Notice that chords oz the up-beat must always be very light,

cor(,??néeﬁg; t?gescz;(?nc;i note ofda triple group the movement must ﬁrst
ird note and then again on the subsequent i i

2 : ctus, in

accordance with the previous rule. But this procedure dqoes not allow

- changes of chord (which would overload the accompaniment and serve

no useful purpose), but only subsidiary movements in the parts :

- i Faulty tenor.

Correction :

J )

8' still better : ié_;—:_g

In short, an mdveme : i
po D Short, y nt on the second note of a triple group should

. Among the mistakes that we have often had to correct, we mention the
introduction of a fresh chord, without any precautions on up-beat begin

nings after a full or a half cadence, or after a mere phra.’se ending, or gver;
after a mora-dot. Such up-beat beginnings ought as far as po;sib]e to
be allowed for in the previous chord. Another common mistake is th

tendency to place a new chord on the beginning of a new syllable withouet:
noticing that the ictus sometimes falls on the second note (this ‘happens
especially in the case of a pressus). If our rhythmic analysis haspgeen
made correctly,.such _mistakes should not occur: but sometimes ou

fingers have habits which the pen copies. That is why we should be: ir
by making an analysis, before thinking about accompaninment, s

3

' sentences, clauses, phrases, etc.
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. III. The Greater Rhythm.

[f it is a gross error for singers to study only the elementary rhythm,
it is equally regrettable if the accompanist does not study the greater
rhythm. ‘

For, just as in the sphere of elementary rhythm the chords are placed
on the ictus or #esis and not on the arsis, so in the same way they should
mark the zhetic ictus and especially the more thetic among them, viz.,
those of the cadences. Even in modern music harmony performs this
function, except in the case of syncopation (which plainsong does
not admit). ’

The study of the greater rhythm teaches us to distinguish a regular
hierarchy of importance among the component members of a melody :
Although each of these elements does
not enjoy complete autonomy, yet they each constitute a homogeneous
entity. What matters most is the conclusion or cadence. We use this
word in a very broad sense, inasmuch as we do not reserve it merely for
complete cadences or musical full-stops; for greater simplicity, we also
use the word to denote the end of the smallest sub-section or phrase,
without bothering about the inaccuracy of the term. Moreover we shall
see that our rhythmic rules for accompaniment can be reduced practi-
cally to rules for cadences; we shall study first their various types,
then their relative importance, and finally we shall deduce our rules for
accompaniment.

1. The Different Kinds of Cadence.

A. Simple cadences are those in which "the thesis coincides with
the final ictus. Of course, every little phrase ends on its last note;
but certain cadences (which we call compound cadences) clearly begin
their thesis on a previous ictus; the term “compound cadence” enables
us to have a clearer understanding of the reason for this important
distinction. We do not go so far as to say that simple cadences are
more frequent, for that might perhaps be incorrect; but they are easier

to determine :

n -+ -+s . +
A »—s—H—052-s—0—| ——#-F—03—5 [1
B———H1—= : o e — e 1
T A -
‘ .
Pa-  er.. no- bis impé- ri- um
P + kal
.’ & 5 18| 0
v HEE A B ) 11 1 3 InY H
— H 1 ) 2 S | N N7 1]
e s S S} RSP i[OV S i
6- mnes. e- 1é- i-son.

(The sign + indicates the simple cadences. Do not forget the broad
sense we give the term “cadence ).

No 792, — 2
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B.  Compound cadences begin their thesis b
a way that the cadence-formula consists
beat (hence the expression).

(a) First of all there are the cadences in
adorned by a few notes only:

which the final sylladie is

(cérporis) mysté- ri- um. - né- bis
S : - ’
_T:J,::ﬁ: :"“’“‘%;&_F
g_,_,_d.,_:_i\i—t;:;':
Re-sur-  ré-xi

(this happens very frequently)
or by a veritable “ vocalise ” :

7 [ § [ 4 F ) -

2

tér-  ra.

(this again happens very frequently); but as th
movement is taken up again, and the end js b
cadence-formula.

(b) Then there is the case where we hav
Jinal note. Here it is the power of the m
cadence (that is why it is not the sa
not on the final : the cadence of confiteur in the Te Deum and others
of the same type are not to be regarded as compound cadences) :

e y
alle- discf--‘.pu-lis sl- is

€ vocalise develops, the
rought about by a new

14- ia sé.dem tG- am

(These are redundant spondaic cadences;
Antiphon melodies, and are compound cadences).

Similar in type are those cadences in which a dactylic word has its
last three syliables (including the accent) on the final note :

=== s eI

A —" e S

they occur frequehtly in

justus Démi-nus. ‘red-émpti- o

(*) The Monastic Antiphonar has a

dopted a much better read;
We naturally quote from the Vatican

ng for these cadences
text.

efore the final ictus, in such
of more than one compound
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(c) A further instance is when the cadence is con.lpose(% ofisz:3 rgo;')cufgé
and @ punctum (very often the torculus has a horizonta ezp scma), the
“first note of the torculus being on the final. This is, so to speak,

elaborated version of the preceding formula :

O — o i
5 = * ——|4 i) o) =' — (1}
ANZVA > b A

' Y An- ge- lus  vén- ter né: - ster

‘But he;'e the verbal accent does not necessarily ‘fulfil’ the same function-
(cf. Angelus).

' 1
Do not forget that the first note of the torculus must l?e on tglzirﬁnn:?é
otherwise it is not a compound cadence. The following is p

cadence :

(d) If, instead of a torculus, there is a podatus with its first ntolf: (IJ::t rt;]ii
final, we generally interpret it as a simple cadence. But mt oot
salr’nody of modes II, IV and VIII, and also in the so]emq Oéu? of the
I?l{amz'ﬁmt for the same modes, the formula of the mediant is be

reg;rded as a compound cadence :

+
0

=——Nr—H
@_ﬁ_’_p—j—;—-—i—}l
v

et Spi-ri- tu- i Sancte,

{Mode 11)
L
7 IL\+A'—‘. H oll-'f:.'ﬁ__fl_,.
——— L —— L f—‘——g--z .
a {Mode VIII)
{Mode 1V) .
- . —— to keep the principal
. ““'—'lﬂ'—_—'!:ﬂ we prefer
In formulas like —é"—i-':i—

us on t} ‘ the first D.
i t note, except when the final syllable comes on
llgf;isi?ntflze;gZa&s is perc}?aptibly lengthened, thin Ié czr]]:) be {I?Eizrgsi z(i)sf
@ d cadence with the principal ictus on the first D. ‘ .
?hcigrgnﬁzlpl);en(; in the intonations of some VIU-mode Antiphons :

Hec

est Jo- an-na.

Iste San-ctus
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36 PART I — PRINCIPLES.

(e) Certain formulas, with or without a quilisma, which seem to be
embellishments of the final tonic, are similar in character and must also
be regarded as compound cadences : ;

Fal Y. '3 -
y e e e e e e e 1 i H
y /- o . — " HE— , - 7 d

Wy T H— " # " 7@ o X 8 g 1] —— 1 RS S DS SN S ]
e ey -0 (s T st g1l

(f) Finally, there is the case of the cfivis or podatus, where both notes
are doubled; the relationship between the two notes is the same as in a
simple neum, and therefore the first note has the principal ictus. The
case of the clivis is extremely frequent in all the modes :

Fal
y ] ' H 1 0 H 1

N i { 1 I H F. N 2y ) | l H ) H
0y -7 1 H L § ) —d— € ¢ 1| — &7 HERE 1) . H
AN\IV4 P N ) ) o—1L ¥ 1} P, § S B L8 S S A §
v . N Nag

The case of the podatus is found in the Amen formula, in the mediants
of the Introit psalmody for modes I and VII, and in many secondary
cadences. .

Notice in (e) above, that a longer compound cadence may often end
with a doubled clivis, so that the smaller compound cadence is part of a
larger one. :

Sometimes a pressus fulfils a similar function and is analysed in the
same manner : :

-

YN
|

¥

H |
¥ 4 1
1

L
=

C. Post-ictic or feminine cadences properly so-called are not really
cadences : they mark the end of a phrase which does not finish with an
ictus, the last note being the second or third of a compound beat. This
very often happens before a quarter or a half bar-line - '

( Second Sunday after Easter.)
+

A +
—9——“ s g’——\—%—J
G

.,‘1 .
Alle- la-  ja. * .

—=——@ —

. Such cadences are easy to spot (at least, so long as the bar-lines remain
faithful to their purpose). To make such cadences really conclusive it

would be necessary to double both notes of the clivis : which

would then form.a compound cadence : a cadence so.formed is merely
an enlarged post-ictic cadence; hence we could call it a _feminine cadence.
Nevertheless, for the sake of clarity, we prefer to maintain the distinction
between the terms.

http://ccw
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1 . Moreover, feminine phrase-endings are not always .indicated by a
. quarter-bar : thus we naturally adopt the following phrasing :

e

e e et

0 D NS
2 o—of-p » 1 P m—
oSt 6.
AN Al | —— 1 | .0 andg : 4 W

A P C ] (% . .

. et fi- li- wusda- tusest mé-gni con-si- li- i

‘Word-endings often occur in this way, although that does not mean that

“they should be lengthened or that we should take a breath. It-is not
sufficient, therefore, to determine where the ictus falls; we must also
determine how the melody is to be phrased.

2. The Relative Importance of Cadences. -

A, In principle, a full bar-line marks a complete cadence, a cadence in
the full sense of the word. But, in practice, even if we observe ?he silent
beat which the full-bar normally implies, sometimes the sense is merely
interrupted and the melodic formula has none of the characteristics of a

complete cadence.

B. A lalf-bar indicates a half-cadence, the end _of a mere .clause, ang
the sense is merely interrupted, even if the melodic formula is that of &
traditional cadence. )

C. A guarter-bar merely indicates the end of a phrase (with or without
mora wocts) or the end of a melodic group, and it scarcely makes any
interruption in the musical sense. ]

The above definitions will be given a more precise practical meaning
in our rules for accompaniment.

3. Rules for Accompaniment.

A.  Position of the Chords.

(a) Semple cadences. There must be a chordal_ change on the final
punctum of all simple cadences, irrespective of thplr relative importance
(full cadence, half-cadence, or mere phrase-ending). If any previous
ictus is marked and not the last, the accompaniment is syrcopated.

e- 1é- i-son
i G —— H . G — n
We must ([ =geeg—d CErEEs |
. = .
therefore I i and not: ]9 ]9
i !
have : n 03 I — ] u‘ =
== = =——
! I
(Kyrie IV.) -
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The part played in such cases by unessential notes (changing-notes,

anticipations, etc.) is easily seen. It is also necessary to keep an eye on

the endings of words or groups of words, which have no mora voces ; for |

if these cannot be marked in the accompaniment, theri wé must noét mark
any less important ictus. Thus in the Introit Exsurge, if any change of
chord is made, it should be made on the final syllable of repellas (which
is ictic) rather than on the accented syllable of the word : .

0. + 1
.= et O . N et S T ——
ms. ,]z [ ) o [ e - o
et ne re-pél- las in fi- nem

It is in this way that the principal chords reach from one cadence
to another (in the sense in which we use the word « cadence ”),

(b) Compound cadences. The essential rule is that there must be a new
chord on the first ictus of the formula; after that, the following principles
are to be obeyed : '

I, When the cadence is determined by the position of the last
syllable, only one chord is possible when the formula is short; a
spbsidiary movement in one of the parts (change of position, resolution
of a suspension) is sufficient to mark the final ictus :

mysté- ri- um né- bis Re-sur-  ré-xi

I ~—— — i“!h:"" ——N——— —

Gt — = — ;-H T e e R e e

3 s = 2 -y } {3 AR ———
I~ P £ty

) 4 l o I )

5z —————1 R si——3—— ]
r | Vo) () = H I E—
l‘ L il t 11 I | N

In this last case, we move from a fundamental position to a first
inversion by means of passing-notes.

2. When the cadence is formed by two doubled punctums on the
final, or by a torculus and a punctum (occasionally by a podatus and a
punctum), or by a quilisma-formula of similar type, there should be a
suspension on the first ictus with its resolution on the last note :

http://ccwa
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" i ALY N—+~——H
I _:—r*—-r——H——'—d l_—““‘i__ o __q__ﬁ 5 s ||
F— t : i N A
¥ —f J—— | P -l |
4 < 2z J— - 4 -4
5= 4 f—s—¢ H—> H H
e 13 ) H t =2 H—= T H
s = i=—t—= =
! =
fal
i =2 = w——
—rﬂ—rH—vjzgﬁ'—LLr_ .
o ;_= = * = t—= N S— (Introit psalmody,
) i |~ | P-\’l 1 mode IV)
] ] o s % >
) = o—— DY~/ S S —
= r —"_ L4 H Zm Jg ”
! ===

3. Certain rather longer formulas of the same kind can be treated- in

the same way :

n
e et e gt |

To—g-o—2o—g-9—0—

L o . =

]Al 1 -
P — S = il
' B “— 1
=%

1

|

In some cases it is possible to have several chords, provided, of course,
that the first ictus of the formula is duly marked:

T e av +
O a
1 P 4 i oy s 4 n

O — i ey

4 . < [4 -

f T | o
;]
}

- vaJ .= bL < 0
J—t 1 : ) a
prd ! H

L4 .

But in this instance the final chord (F major) could come at 4+ with a
suspension in the tenor, as in the previous example.
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" should be used,
both notes :

heavy.

40 . PART I. — PRINCIPLES.

4. 1n cadences composed of a doubled clivis or a doubled podatus (or =

of a pressus. instéad of the first note of a doubled clivis 1
; e vis), only one chord 3
If the melody moves \by leap, the chord shf};uld incluée

s

If the melody moves b
¢ y step, the first note should be treated
appoggiatura of the second. In the case of a clivis, it is a mizzaig ;
to accompany the resolution of the appoggiatura by the resolution of a
suspension in another part (the tenor, for example) :

We should therefore write :

[=3—. i)
o= —

Fe T

] not : | ;

| —
T ——— j —
e

H - i H '—!_“”

The parallel motion between melody and tenor only makes the rhythm

Similarly in the case of a podatus:

EEr e
4 '
| ~——t

[

Nevertheless, instead of

T M1 1
P o lﬂ — |
. and : . f
] ) | | N
: H- ? =
Vl Z I3 + |9 ’—H

7
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& d. (A} A
e [ I I
it is better to write : T~—1 ] and: © 2
» q- ‘! v] 1) .}’q" '| a
— H A —— -4
L 1) T i 1
1 [

because of the contrary motion (melody and alto in one case, melody and
tenor in the other). In the second case the harsh effect of the seventh
resolving on the octave is extremely bald; the movement in the tenor is
a welcome palliative.

Notice that some of the compound-cadence formulas quoted above end
with a doubled clivis, and thus, within their own framework, establish new

.compound cadences at their conclusion.

(c) Feminine cadences properly so-called. The principle that governs the
accompaniment of post-ictic cadences is analogous to that for compound
cadences : the natural place for the chord is on the ictus, but it must
allow for the final note of the phrase, which is not to be treated as
an unessential note.

When the melody moves by leap, the chord should include both notes;
but if it moves by step, the first note should be treated as an
appoggiatura of the second :

Fi- li- us.. ma-gni (consilii)
1 — :l:,:ﬂﬂ—h:q = :;r:ﬁaﬁ:ﬂ
e —{—= —o—— e +—— QI
T " 1 i T
1 }  ——
s 4 R J.
—F — R — mm——— | H
— H i : - F— H

If it is a triple group, as the last two examples show, the chord should
always fit the last note of the group. For the word magni, an accom-

paniment such as :
: mi-gni con-si- lii

in which the end of the word is treated as an unessential note, ill accords
with the melodic sense. It is therefore necessary to take particular care
of every little phrase that ends on the up-beat of the elementary rhythm
and possesses any degree of autonomy. v .
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of transcription) is no longer a chord of rest.

1ts meaning is obvious, viz., that the final chord is an inve

42 . PART I, — PRINCIPLES.

B.  Cioice of Chords,

VV‘?:] have already spoken of the choice of chords ; but now we have to
cons(; er the question from another point of view.” For the chord at
. a cadence should have the same character as the cadence itself. 4

A fundamental chord, with the melod
note(*), we call a chord of rest :

. ﬁAfﬂchor.d is'no longer perfectly at rest if the melody is a’third or
2 bn 1].501a nau51xth atl?olve the(bass; if in the supporting accompaniment
nessential note (e. g, a suspension or a passi
seventh or a ninth, etc, then it i i bord of s

‘ , etc, is definitely @ chord of moven
Here are some chords of movement with Cin th}; melody : 4 o

| | I |
T - -- |
e e
+ 1) In) (5}

~ (a) At full cadences (final cadences and thos i

: cac e before a full bar-1 4
must therefore adopt, on principle, the cadence-formulas whicgléx}:ig ‘1‘3:
given later for.each of the modes. Except in the case of the deuterus
(modes I1I and IV) there is always a chord of absolute rest at the end.

(b) At a half-bar or a quarter-bar, we id usi | of
_ ar | -bar, we must avoid using a ch
Instead we use either an jnverted (%) or an interrupted cagc'ienceo-r 4 of rest,

- g
Y- ——f o — ) 3] n
@' = :I r ] 3'—51 r J‘_“ I” ) ” '— |
S '_ o  — | — A | A — ) — I ﬁ
J | I -
et ) )
/‘_J—F. l—l'!_‘l“_ 1 H— y i -H—* s——+ o——]
1 ) I T L [rlI £ I. H t H
Cad : ' .
adence “Inverted cad. Interrupted cad, Cadence Inverted cad,

(*) A chord of this kind on a skor¢ note in the rﬁelody (i. e, a quaver in ourvsystem

. SRS A
(") The expression “inverted cadence” is not customary in English text-books; but
’

rsion. [ Translator].
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y doubling the bass, on a long
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" But in actual fact, the half- and quarter-bars often indicate .neither
a cadence nor a half-cadence but 4 mere pause; in such cases there is an
even stronger reason for avoiding a chord of rest. -

Yet this rule is far from absolute: for mzzor chords, and sometimes
even major chords (on the tonics of modes VII and VIII), although in
the position of rest, do not seem to arrest the movement; the important
thing is to study the melodic and harmonic context, and to make sure

- that our accompaniment does not impose an unsuitable cadence.

Nevertheless, the general principle should be maintained.

Tt must be obeyed strictly for tritus cadences (modes V and VI). -
Thus cadences on F should not be accompanied by the fundamental
chord of F except when they are very clear cases of the tritus; in our
opinion it is nearly always better — ecvern before a full-bar — to have
an interrupted or an inverted cadence, except for those tritus
melodies in which the tonic is consistently predominant., As far as
cadences are concerned, the fundamental chord of F should therefore
be kept for the final cadence of tritus melodies. Elsewhere a cadence
on F seldom has ‘a definite character from the melodic point of view.
The same may be said of cadences on the C above in the neighbourhood
of B-natural.

(c) In any case, the last melody note of a phrase should never be treated -
as an unessential note or as a seventh or a ninth, etc. But if at the end
of a phrase we introduce a seventh or an unessential note ¢z ke accompa-
niment, this amounts to a suppression of the quarter-bar and establishes’
a: close union with what follows. Such a procedure should not be
employed save with thorough knowledge :

+ R

1 e -
e

- —9

SESE

e |/ )

I | f ) "

7= i i
(Kyrie of Mass IV).

These principles will be clarified by our study of the plainsong
repertory (Part II).

In compound cadences, the position of the principal chord and the use
of a suspension enable us to mark both the thesis of the melody and the
“rebound ” which intervenes before its final conclusion.

C. In the middle of plrases, when the melody is in full movement,
chords of rest should be systematically avoided : we must therefore
keep an eye on Jlomg mnofes, pressus, oriscus, dotted notes (we have
already examined those at the ends of phrases), notes before qui-
lismas, etc.
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We should not write :

igati er-
We must not imagine that there is an obligation to mark every 7ep

. sston. In any case it is wrt%ng t(r)n rél:;l;;an emphatic change of chord
o > - @ maintains the sa . .
— ' ei = S le nus— - i wh;gut: (tehr:i)()tiﬁation of the Gradual Exsurge (Third Sunday of .Lent) is
EE \TTQ‘%EH;_T«&L*: _-§ : duite well accompanied as follows:
= T T =1 ¢ - -
] j I = ——— §j*:!:tti§:
S=—====——== = = T
{ ) + = : i -

’ {Xmas : Alleluia,) ~

(Epiphany : Offertory.)

{Sunday after Epiphany : Gradual.)

Jm e ]

=]

= —
i i ut the
- Nevertheless we could begin with the chord oth ln;gwx;;;;d tI;] it the
first inversion of F major (A in the bass) on the Eils s%fﬁcie,nt e o
| " chords being so closely akin. In any case, D minor is.
end of the intonation:

—

—
! !
The same applies to the ictic note of a salicus, and in general to any . ]
" note marked by a horizontal episema. . s —
Such long notes, which are often expressive, are best treated, not |
necessarily with a complete change of

SR N —_—

chord, but at least with some '

movement in the accompaniment (a change of position, a passing-note,
etc.). When there are two lon

g notes in succession (before a quilisma,
for instance), in princip

ic rell
e it is the first th The subsequent tristropha requires no further change, but might we
1 i i at should be lllarked H

i ic
i TGt i the general harmoni
have the first inversion of F (it is a question of g 3 y

1 text of the whole intonation). X : N
. =Y i Corlgy way of compensation, here is a do‘gm'l'gh: b'lad c?sk ?ﬁpiie(t:;ﬁ
| B—— " :E : : ith three disfinct chor
,{ - r __L“.‘:d'\’_ from ithe Ifepx‘phany Offertory) w1.th | o
I ~— or - ] ~— . melod y-no . Thar-sis . o ‘
JJ T —— : N —
. - - “» b fal —
I 4 S _ (I E—r—aae _—_ij.:dl_n
i —— ' ::r“g e, i
D G
B - \ : ; Joo4d
Notice that the second note may also be marked, but in a subsidiary : - e —— ]
way. - : = t
. . T
In some cases, however, the second long note seems to have a more : h‘
important ictus than the first, especially when the first note is itself a \ i i be done in the
repitition of a previous note: T - B If we wish to mark the repercussions, it should be e
O o , , following way :
f=—=——
sum, al-- - (leltia)

In this instance (from the Introit Resus
better on the F of alleluia than on the previo

£
7exi) a chord would come : 3 .
us G. ‘

N\l
i L 1)
Tt
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Having thus settled the question of cadences and that of long notes in
the middle of phrases, we can easily see that changes of chord at the
ends of phrases and subsections of the melody are enough to provide
a rhythmic ground-plan for our accompaniment. But the length of some
phrases, the very nature of the melodic intervals, and certain modal
considerations often stand in the way of such simplicity. We have
already said that long notes of movement do not necessarily demand a
chordal change but may quite well have one: there already we have one
land-mark; the initial note of every vocalise (on one syllable) provides
another (especially if the vocalise is long), although here again a ‘chordal
change is not obligatory. Nevertheless, if there has been no chordal
change at the beginning of such a syllable, a new chord introduced later
during the same vocalise must be a chord of transition leading to a
further change at a more important point (such as a cadence, or the
beginning of another ornate syllable); for if our chords straddle the
syllables, the result is a kind of syncopation. - In the same way a chord
on the up-beat of the elementary rhythm is possible, even if the preceding
ictus has not been marked; but then we must mark the subsequent ictus,
The analogy is very striking, -

Finally, it very often happens that a syllable (even the final syllable of
a phrase) has a pressus on its second compound beat :

S
—f = -y .
o —
mé-- -~ ni=bus-
(Third Sunday of Lent : Tract)

We see at once that the first compound beat is a mere preparation,
and we reserve our principal chord for the pressus, which establishes a
compound cadence. But it is possible to have a chordal change on the
final syllable and then again on the pressus. ‘

Before thinking merely about a succession of chords, the accompanist
ought therefore to proceed as follows :

(i) Determine wizh the grealest care the elementary rhythm (duple and
triple groups).

(i) Mark all the endings of phrases or melodic groups,

(iii) Determine their nature (simple or compound cadences).
(1)v) Determine their rhythmic importance (full cadences, half-cadences,
etc.). )

(v) Look in the middlé of Phrases for those ictus which should be
marked for preference, without forgetting that a long (or a lengthened)
niote must have a chord of movemens,

All this the student should record 77 wriling, by adding signs to the
modern-notation transcription he has already made.

He will then proceed with modal analysis,

Finally he will write an accompaniment according to the method which
we shall indicate in due course, - ‘Any beginner who at this stage attempts
to write an accompaniment, imagining that he has already assimilated
our rhythmic and moda] Pprinciples, is certain to_commit gross errors.
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CHAPTER IIL

MODALITY.

I. FUNDAMENTALS.

In theory there are eight modes () in plainsong; but the only theore-

- i th
l'tical difference between the authentic modes (I, ILI, V, VII) and the

corresponding plagal modes (II, IV, VI, VIII) is their compass, which is

“high for the authentic and low for the plagal. For example, the compass

" for mode I is:

e & n .
— - —] he tonic
2—R and for mode II: @:—,—_Q_WH The
R ) rvj ; Ij ! ,
Common 5th.
Common 35th.

- i r say that in plainsong
in thi is the same for both. Hence we may h
(i'ln thl:rceaf‘;j;t?r)nodes, called (in the ancient termmology%fplzlotusd({/ z}l;?)l(gj
E{ezi;:ms (111 and IV), #rtus (V and VI, .ancll éetr'a;;zzﬁ O(ns an
in the numerical desig .

t when necessary we retain t ' .
YCTI?; rotus and the deuterus are both szznor modes, in the sense that
in bothpcases the third above the tonic is minor :

sty
b

.
&

2.

.
&

NG

(24

- But in the protus the semi-tone is between the second ar(lid t'hlrd degree;,
whilg in the deuterus it is between the first and the second : }

Psotus Deuterus
Q (2] o
¢ i i
{f“; - ok, . ¥ 1
e T s
% %

The tritus and the tetrardus are both major modes, in the sense th::‘av.t
the third above the tonic is major in both :

'\"} (n) - H
G—a—=t—a—""

- i 3 sic). The
(*) It is necessary to use the word pzozlz’e and notoﬁ?b(gts :;trr;:))dg:: sr:;e l)cey; he
he protus on A are in the same m ) e key; on
?I::tgtshg? }gna; dtlze pEr)otus on A and the deuterus on A are not in the same
)

have the same tonic.

2} Similarly, in modern music, } Id exter
to(it)ssli;)nplg o}c’:’tave if written for a tenor, but its compass would be fro

i ini i ses.
if written for a baritone — the tonic remaining the same in both ca
difference in character, but the mode is the same.

i extend from G
a melody in G, for example, would nd from &

There is a
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But the tritus has a semi-tone below the tonic, the tetrardus a full tone

Tritus Tetrardus
o o ﬁ
g ———
% Tone

These are the rese
plainsong modes. If
of seven notes, under
tonic, the study of mo
the case, ) :

Here, in brief, are some points for our guidance in this matter :

pare the formula of the final cadence with
the intonation and’ the various secondary cadences that occur during
the course of a melody (and even the melodic turn of the phrases), we
soon perceive that there is no modal unity. Without letting him' see
either the number of the mode indicated in the
ask someone to say what mode a melody is in; often you will witness
some hesitation, often you will recejve a wrong answer. This phenomenon
was recognized long ago: “ J fine Judicabis” says Guy of Arezzo. The
wrode of a melody is preeminently that of its final cadence,

Of course there are exceptions; melodies attribited to a particular
mode may very likely (but not necessarily) have certain habits in common
(which we shall examine in Part II). Nevertheless the point is important,
and it would be a grave error not to recognize the many modwlations
which plainsong employs : merely modal modulations, determined by
a cadence of a different type from that of the mode indicated ; tonic
modulations, established by the transposition onto other degrees of the
scale of the normal formulas; modulations revealing a latent chromaticism,
which are caused by the displacement of the semi-tone (for B is a movable
note and can be written either natural or flat).

Already it is easy to see that the fixity, the rigidity of the modes is
" merely theoretical,

1. In many cases, if we com

”

plainsong repertory was composed many
centuries before the evolution of an.exact notation on lines. Now the
scribes did not always write the same melodies on the same tonic,
sometimes not even in the same mode, although there is often perfect
agreement between them because the intervals of the melody are identical.
One melody (in the protiis) is here written on D, there on A, and even
on G (with B-flat throughout) (x). Another is written here on G
(tetrardus) and .there on F (tritus), for the note below the tonic is not
used (), etc,, etc.. We must therefore conclude that the scribes weré not
necessarily mere copyists, but rather witnesses of an oral tradition, and
that they noted ke 7ntervals with the (often imperfect) means .at their

The major part of the

(") The Hymn O gloriosa Domina,

(*) The Alleluia Benedictus es (ov Tanto tempore, or Crastina die, etc.).
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mblances and the differences between the various
every melody were written in an unalterable scale
the predominant influence of an equally unalterable -
dality would present no difficulty, But this is not .

book or the final cadence, -
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Hence we must realize that the notation is not an infallible

d that we have no right to understand « prio»Z any note which

isposal.
F with B-flat

iterion an 7
}:I;ergelody does not actually employ. A melody written on

L ke 1

throughout does not necessarily 1mpl}ér the I]Ote-illzylif r;tpgi}p;si?(i)tt da(.)c;:sual.io);
it; melody written on G necessar if it not
A aIn bothyof these instances the mode remains indefinite :

“2. What is true of whole melodies is also tr_ue.ofd certain formulas,
eci i in intonations or in cadences.
specially those which are used in into

" A. There is ambiguity between the protus and the deuterus in intonation-

ormulas like :

g = ———r

e ad: e
T P

v Deuterus

Protus

" We quote the deuterus according to the Monastic ‘Antip'hot;la;rs (llt)s
In the antican Edition the B is raised to C, But this again

counterpart in the protus :

i . st
§:$:p~—“’“’:‘9_:- =
=

Li-be- ra me...

(de viis inférni).

. - g . l
In all these cases, the note above the tonic (which would determine the
mode) is not expressed. o
In >the Gloria of Mass XIV (which is deuterus), the passage between

i i ver
Gratias and Filius Patris contains a number of formultasS vtvélrllxl:(lzl (ai;ebein}g’
characteristic of the protus — as though E were a protu

e m one mode to

i is ki i i dulations fro
iguity of this kind gives rise to mo 1 C °
anﬁ?et:'lgas i}rll the Communion Beatus sevvus and in IV-mode antiphon

on A. But when the semi-tone changes, the only possibtility] >1s to write
the rr;elody on A (deuterus with B—ﬁgt, protus with’ B-natural),

;! Theare is ambiguity between the tritus and the tetrardus in such
frequent cadence-formulas as:

- AN
4 ot ] 0
T i ——_— " ; —
§ H— ; P o |
{4 N ona MO A WA S R OO H 'l='=',4=!_’_.=".: f
@:ol"e 20— -0 y-09——1{]
i Tetrardus

Tritus

v kable instance. The
radual Clamaverunt we find a remar inst;
Ilrc;dth{cs S;grl‘:/ in mode VI, yet its final cader;qe (on'G)"is, Ia fo;nllllsléas.
mleich }iIS proper ‘to mode V and in its normal position (on Fg av&lfla)i) e
vlg-lnatui"al' so that, by transposition, the C on the second sylla

(*) Compare the Antiphons Qui vult venire post me and Quando natus es.

ershed.org




50 PART 1. — PRINCIPLES,

salvabit ought to be C-sharp — which the traditi ion
itional
to represent. onal notation 1s unable

C. There is even ambiguity between the protus and the tetrardus, i. e.
between major and minor, in intonations like : , ’

0
ey
) 9 —y—5—1 Ld o o—*o—o—|

pu [ o
= ®

The Tract Qui seminant (mode VIII) is thus able, b
to havq on G an intonation which is degnitely in médg ﬁle:lr]usi (:Afhchl?a}ts’
found in ex.act‘ly the same form, but on D, in the Tract’Tu es vas for
example. Similarly, the Responsory dmo Clhristum (Matins of St Agnes)
begins in G minor (protus) and ends in G major (tetrardus).

hThese, then, are some of the reasons why we must not assume what
. the melody does not express and why we must regard the notation, not
as a criterion, but merely as a means. ’

© 4. Even if we confine ourselves to the text of the Vati iti
) v 3 e Vat
certain other points are to'be noted : o Bdition,

A. If we take a melody which is attributed to the sro
examine the part plaved in it by B-natural, we shall feetlt‘éa(: Izhg)na(;(i
may be used as a mere passing-note (e. g., the beginning of Sanctus II)
but that very often, if it is.in any way emphasized by the melod it
estabhshe's on A (a fifth above the tonic) protus formulas which areyéhe
exact equivalent of those we meet on D. This modulating tendency is
jztl;;t;ir;:aly clear that we must regard B-natural as, in fact, @ mzodu-

.This can also happen in the lower register of
> i the plagal
the end of the intonation of the Antiph%n Exsurge). plagal protus (e g,

1t does not in the least follow that B-flat is the nor j
as B-qatural may modulate to the fifth, B-flat tends trgainr:)(zlt:iatf ?cl; Jtuhs;
fourth. The protus on G is obvious in the Responsory Ao Christum
But when D is well established as tonic, the modulation to the fourth can‘
hardly be admitted as absolute. And so cases of B-flat as a mere passing-
, hote, without any appreciable modulating effect, are plentiful {e :

Kyrle.XI). But when the melody has no E in the immediate cont;eft’
there is a modal vagueness analogous to that we have aiready mentioned
in certain intonation-formulas, If we read the intonation of Kyrie Clemens
Rector a degree higher than it is written, we have no temptation to
itédersgapd F.-sharP;'there.fore we should not understand E-natural when
; VOirgath étna;tétSE ?rlgmal pitch. This is the case in many formulas that

In the plagal mode (mode II) we ¢ : finit
. al o I an see a very definite modulatio
(61‘21/2;’27’1:“;‘& Eeglslfer) to G minor at the word cwneilzum in the Responsor;
7uni,  In short, apart from the restricti i "
to admit that B-flat tends to modulate. ions given above, we have

(") These are schematic formulas.
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* B. In the deuterus, when it is a question of the lower mode. (1V) we
. observe the same phenomena as in the protus: the influence of D or of
’ T, established as tonics in the course of the melody, is often very appre-
_ciable; but as soon as B-natural intervenes, the .modal dominant (A)
figures as a new protus tonic. B-flat, which by the way is often incorrect,
plays the same role as in the protus. ' : :

In mode 111 — which, so to speak, does not utilise B-flat, at least not
in the authentic text — it will be noticed that if the melody begins in
the lower register (which is frequently the case), then B-natural modu-
lates as in all the cases we have mentioned. If the melody begins in the

- upper register, then a descent to the lower D (e. g, Kyrie II) causes a
genuine modulation, the very reverse of the preceding. The same thing
" occurs in mode VIII, as we shall see.

C. The #ritus, when it uses B-flat in its cadence-formula, is very often
indefinite (tritus-tetrardus) as we have already seen, because it avoids the
semi-tone F-E in its cadence. But B-natural causes a very clear modu-
lation to A (as protus tonic) or to C. etc.: the verses of V-mode Graduals

show this plainly.

D. Finally, the zetrardus, in which B-flat hardly ever occurs (except
in obvious modulations, e. g., the Antiphon Urbs fortitudinis, the Respon-
sory Amo Christum, the Tract Qui seminant), can only be established
with the help of B-natural. If there is ne F — and this is not a rare
exception — then the cadence is indefinite. But it must be admitted
that of itself F (in conjunction with the tonic G) has no modulating
tendency. It is quite different when it occurs in conjunction with lower
notes in mode VIII or when it comes in the upper register of mode VIL

In fact, in the plagal mode (V1II) every descent to the lower register
gives the note D the importance of a temporary tonic. Once again
notice the indefinite character (already mentioned) of certain intonations
(of the type Ad #e levavi) which are also common in mode IL With
regard to the authentic mode (VII), even a superficial examination of
the Alleluias Exévi a Patre, Magnus Dontinus,and many others, and also
of Gloria IX, suffices to show the tendency of the upper F to establish a
sort of protus on D ; of course the principal tonality is not forgotten, but
at the same time the modulation is clear. A few very rare cases bring
together in close proximity the two notes of the diminished fifth B-F (the
Antiphon Exvaudz, for Ash Wednesday; the Gradual Clamaverunt, at the
beginning of the verse); here again, the modulating tendency of F is no
less clear; and if the accompaniment were to combine the two notes in a
sort of dominant seventh, the incongroity would be evident to the least
skilled ear.

From all that has been said, it is clear that a definition of the suodes,
even an exact one, does not explain the structure of the melodies. And
when. we speak of “ protus, deuterus, etc.,” instead of “ melodies attributed
to the protus, or to the deuterus, etc., because of the final cadence,” we
do so only for the sake of breyity.

Our conclusion is that the truly homogeneous scale of plainsong is a
Jexachord (six notes) and not a /eptackord (seven notes). The seventh
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52 PART I — PRINCIPLES,

':mote;ei::an-{-occurﬂyithout causing a modulation : this is true of many B-flats
and also of F in a tetrardus cadence; but it is rare with regard to
B-naturals in those modes in which B-natural does not affect the cadence.
I? tlzie ma;grxty gf cla§e}s], apart from the restrictions which we have
already made and which we shall presently define more i

seventh note effects a modulation. P d precisely, t}'le

In practice, there are #iree hexachords in plainsong :

(é) t‘chf: natural hexachord, in which B does not occur, whether natural
or fiat:

k7
v .o 3 H
£ & H
© 2 il etc.

3% tone

e ég)e rtfle hexachord of B-natural, which is an exact transposition a fifth

£
ro it §|
Z 1
g——=—r—"——1
Y T
% tone

(iif) the hexachord of B-flaz, which is a transposition a fourth higher :

O
7} T 0
P2 T |
G———=t" f
°
FI—

1% tone

Notice that each hexachord has only one semi-tone in its scale.
If we begin in the natural hexach
ord, B-natural modulates to the
hexachord of B-natural; B-flat, especially if it is not associated with lower
notes (in particular the semi-tone A—B-flat), does not modulate so easily :

but in many cases it modulates to the hexachord of B-flat.
If we begin in the hexachord of B-natural, there is no modulation in -

S~ ——

but the semi-tone E—F, the third D— v
pat the se s F, etc, modulate to the natural

If in i : ‘
ot S;f)rS?gm in the hexachord of B-flat, E modulates to the natural

When we éass from the hexachord

. fro of B-flat to that of B-natural

vice versa), the shifting of the semi-tone A—B-flat to B-natural—C g:gg
vice versa) determines the quasi-chromatic modulation which we have
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"' already mentioned : thus with B-natural A is a protus tonic, with B-flat it
" is a deuterus; with B-natural G is a tetrardus tonic, with B-flat it is a

rotus ; with B-flat C is a tetrardus tonic, with B-natural it is a tritus (or
if B is absent, an indefinite tonic).
In fact, each hexachord forms a sort of autonomous tonality and
contains the essential elements of each of the four plainsong modes:

O
7 0 (] 8} A n ——
el T === == o
exachord : O g gy z &
Tetrardus Protus Deuterus  Tritus
(indefinite if the
lower note is not
expressed) (*)
0 e
Hexachord & —— e —HR etc
of B-natural : @—9—:(1) . s} 3} 1| i} H—H.
Tetrardus Protus Deuterus Tritus,
{sometimes
indefinite)
. B p
Hexachord #5 s i ii*y- = ﬁ - ﬁ o ﬁ ﬁ etc.
of B-ﬁat s %ﬂa 77 H H {1 18] H a o ’

Tetrardus Protus Deuterus  Tritus
(always indefinite)

To borrow the terminology of modern music, we might say that the
four modes included in each hexachord are “relative” to one another
(just as A minor is the relative minor of C major). .

From the above table it will be seen that C may be the tonic of a
tetrardus, or of a tritus, or of an indefinite mode; F may be the tonic of a
tritus or of an indefinite mode; G, the tonic of a tetrardus or of a protus;
A, of a protus or of a deuterus. D and E may even be the tonies of an
indefinite protus-deuterus when the degree above the tonic is not
expressed.

In reading this table, do not (apart from the cases indicated) introduce
B into the natural hexachord, nor F into the hexachord of B-natural, nor
E into the hexachord of B-flat.

This conception of the three hexachords already existed in the Middle
Ages, as we can see from their practice of changing the names of notes
in solmization : thus they used to call the semi-tone (wherever it occurred)
mi—fa (= E—F), which led to the- transposition of the other two
hexachords into the natural hexachord (2). ,

It-will be a valuable guide to us in the modal analysis of plainsong.

(*) If B-natural occurs, we are~no longer in the natural hexachord, but in the
hexachord of B-natural.

{*) Since the present book is concerned merely with accompaniment, we have given
only a brief summary of the principles of plainsong modality. For fuller treatment

- and references the reader should consult the author’s monograph Le Modalité

Grégorienne, and especially his study of Les Modulations dans la Compaosition-du Clant
Grégorien. )
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’ 2) Natural hexachord,determined by F-D-Eand the ;k)lrot;s cadenceon D.
. 1 iste is i 1 hexachord.

hole of the Christe is in the natura .
3 {7371: ‘gegin in the natural hexachord, but the B-natural introduces

- hord of B-natural (A being a protus Fo.nic).
th:)h'i'};ics:r;i-tone E-F, which is merely transitional, does not modulate.

II. RULES FOR MODAL ANALYSIS.

Since the mode to which a melody is attributed is merely that of its
final cadence, there is no good reason for retaining the numerical
indjcation at the beginning of every piece in the plainsong books. For

we have to note carefully the modal nature of a// the cadences and of the KyrIE OF Mass IX.

phrases that lead up to them, and that is possible only when the e - 1
hexachord is determined. g = —— == P — |
. . . . Sy . H S e —s—1
Now each hexachord is determined mainly by the semi-tone which is R s i = =
proper to it; a semi-tone which is foreign to the established hexachord v Ky fi e " e- 1é- i-son. Ky-ri- e, ele
Y- -

(or sometimes the minor third which implies the semi-tone; or simply

the note B-natural which automatically introduces the hexachord of § 2) ) — S

B-natural; or the note E which in the same way leads out of the - ( e e — N1 J?Té:‘ e

hexachord of B-flat) always tends to modulate. : G e ey v 4 N TeT e
Moreover, when the hexachord of B-natural is established, a cadence or Chri-ste e-1é- i-son. Chri- ste e- l&- i

half-cadence on F (which in this hexachord can only be a note of movement) |

modulates to the natura] hexachord, Similarly, when the natural hexa. ; o . (3?\ _—— A T S, S

chord is established, a cadence on B-flat implies the new hexachord of | 75— g@__;_;ﬂ_a__ﬁ_';ﬁ_;:ji?il e a2

B-flat. The first case is more frequent than the second, but there are a  § - @3\3 — ' - . ot

certain number of cadences on the lower B-flat (e. g, the Responsory - son. ez. Ky-ri- e e-lé- i-son. ez

Subvenite), In transcribing the melodies, therefore, the interplay of the { - °

three hexachords will be indicated by means of the signs /V, pand b; i 1) The first three Kyries are entirely in the natural hexachord, and so

and brackets will be added to show, where necessary, the transitional
(or neutral) passages bewteen two hexachords. This will be done
according to the strict principles, without any thought of accompaniment;
in the subsequent practical study of the melodies, we shall quite naturally
correct any part of this analysis which has been too rigid.

The initial hexachord will be determined as soon as possible and every

Iso is the second Christe. - '
: S20) The first and third Christes are in the hexachord of B-flat (no E)

and the cadence is deuterus on A.
3) The same deuterus type of cadence.
sormulas already used.

The rest is a repetition of

subsequent change established according to the principles we have given. : S
N A . N ; : sser 1nventl.
The following examples will clarify our ideas better than any further COMMUNION : Pa
explanations. ; L () P S S N S S — /o ———
i H—P O—8 — h » 2
KYRIE OF Mass IV, j e e e
(r) (2) ] v . ; i
b ] ~ — } Pas- ser * invé-nit sf- bi dé-mum, et thr- tur ni- dum,
1 e e e N W ) — : (3)
. > e i e ) i
Ky-ri- e * e- 1é- i-son. 777 #,_._Ei&@cgwﬂm%ﬁﬁ?;%w
— o o o
) @ | &= A o
TN —————— ——; “— , 4 . 4 - -
—== e e o e e o e e —r_n;% : u-bi re-pé- nat pillos si-  os: altd-  ri-a th-a
o o " e e ' —_ _ —t
Chri-ste © e- 1é- i-son. 77, Ky- ri- ‘ 0 _g — —1?:! t——f——r"—f-li—f—" ’_f_f."f—l'_’?—ﬁ——'_?—‘_‘_’_r—
5 #— Ty T —— t m— i S
o — S eSS .
e e Do mise vt wm Rex mé o w e Dé
e e-. - ison. 7 ez ' (Qﬁj—hﬁﬂm_‘_’—g#’a—'é EEEE -
2%; H L —& - P &—-— o -
1) Hexachord of B-natural, determined by B-natural and a half- O —— = . i ha- bi- tant in
cadence in the protus on A, , us mé- us:  be- a-ti qu
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irl‘f'.*' £p s y ot ) ©) e — — ﬁ
— ———_ 2. » — — —_— _ll_l“._ T N  — i i
& s Tt e : e
5 . . : N - mé- vi o té- ta di- e.
dé- mo  ta- a, in saé- cu-lum saé- cu-l1i cla
2= e — ﬁﬁ‘—!——l—!:” — 1) From the beginning up to ad me, owing to.the absence of‘P_Z and
s et —— - the conjunction of B-flat and A (without admitting the authenticity of
lau- dabunt te. T “-the flats) we are in the hexachord of B-flat, ) .
2) What follows introduces the natural hexachord with a protus

- cadence on D at exaudi me.
is no change until meus, where the semi-tone A—B-flat

3) There / b
:- introduces the hexachord of B-flat (E being avoided at Deus 1meus).
4) The B-natural at sperantem determines the hexachord of B-natural

: but)this is only a fleeting modulation, for the F at 7 is too definite a
cadence to belong to this hexachord (which only permits F when it is in

1) The natural hexachord is determined f
) g rom the start by the combi.
naéxon of E and F, so that the ending of »idum sounds likez protus lr;;‘ll);
cadence on D; what follows is indefinite because E is avoided )
2) B-flat in conjunction with A determi ;
mines the h
and the cadence of sxos is a deuterus on A. xachord of B-fla,
3) E restores the natural hexachord. and the ;
' cadence of wirtus i
- clearly a protus on D. After that, F is avoided, and we shall see w%ﬂyl *

4) B-natural intervenes at Deus (that is wh i
- 2 y F was avoided) and
determines the hexach‘or.d of B-natural; the cadence of mens is 21 tetraxt'gll:z
on G.  What follows is indefinite until the end of Zabitant.

e

movement). .
This cadence reestablishes the natural hexachord, which is

maintained to the end.

ANTIPHON : Scriptum est enim.

5) At 7z domo there is a clear return to t i : ¥
we began, he natural hexachord, in which E ) (2
. L N
6) At the end of sdcu . 0 3 o — i e Aomtte e .
hexachord of B.natara] illlzxﬁicfilhihBhnatlural marks the triumph of the o= —— A e o =
on A). > e final cadence is established (a protus et e
i i in di : ¥ Scri- ptum est e- nim * qui- a démus mé- a  dé-
s Itis eSPBCl«'ill]y in dxlfﬁcult melodies of this kind that modal analysis is ° P 4
O necessary; but it also clearly demonstrates the j 1 N
e independence of th ' O—r= N TS s
three hexac P ol the o s i B 5 I A o et o et 5 —g—
hords. D (4 e e e o P | Lt s ;“7“!_.__1' ! ""!
¥ ¢ =g =
INTROIT : Zuclina, Dousine. 4 . mus o- ra-ti- &mis est cinctis génti- bus: vos au- tem fe-
n. (r) - L , . E : ©
1?:1 ; — 1!\ ':ILH:‘ N N f— B Ty, $ =~ e
P e e e o e e 7 e e - 1 A NN .7%42_4--551_.' h—
T 1 - — ! 37 4 ol ) (] C i -.I. LiL,. S
n-cli- na, # D6- mi- n fu- ; : i - > .
(2) ' & au-rem th- am ad i B ci- stis {l-lam spe-lin-cam latré- num; et é- rat
%.‘?P:—»——‘—,——, .
M. e ¥ g N1+ T—T%F :ﬁﬁ‘—JEh*fj. N Pa) ~ @ __ s n
et e o A o e e e e e e |
me, - etex- - dudi - . : - = L B e I s S e 2 —y o e —H
’ L me:  sil- vum fac sér- vum tdg- o = — )
(s) quo- ti-di- e ' dé- cens in témplo.
— ] . '
5—1 <r _; T : . . .
* 1 1) The beginning is indefinite; but at ezzm the natural hexachord is

imposed by the semi-tone E—F.

2) The B-natural of meea determines the hexachord of B-natural; the
semi-tone (E—F) of orationis is too fleeting to cause a modulation, so
that until the (tetrardus) cadence of genzzbus we are in the hexachord of

B-natural.

_um,. Dé:  us mé- - us, spe- ran- tem in te :
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wit3h) ﬁti.:]p;ézgf:lc;tz;n(,ttl_;e sirrli-tocx;e ?—F introduces thenatural hexachord
1 ritus-tetrardus) cadence on C at the ( '
There is no further change. up to gwotidie inclusive.. end of fatronsam

mgge ’I“fl]leu}:)en)c:ghord" of B-natural returns at docens and we end in
gu}\é Z';i%es tierla'fhil_ts 'i:n?l'};escizs.lly the semi-tone proper to éagh hexachord that
Splondorii) . there iy o oo tone (¢, g, the Communion
adopt one interpretation or the other. ; : are compelied o
Blainson melodics, Wil prosile o aeacsion ooegraPaniment of nuticrous

III. RULES FOR ACCOMPANIMENT.

There ought to be no difference between the scale used in our accom-

paniment and that used by the melody: 1
requires a hexachordal acco)x]npanimenot.y’ bence a hexachordal melody

1. Melodies whick are limited strictly to a single hexachord are not rare :

(@) In mode I on D (Introit £ i
) . xsurge), in mode 11 lelui !
;t;;:;?ﬁciz:gicagg dm rr;“ode v (g Introit R::urrexz') we thus h(aée mz;zlyeﬁ;
. _As regards accompaniment, the onl ibl
mental chords are: D minor, F maj inor, oy Poperle lunda:
¢ : ajor, A minor, C major; wher
to the practical work in Part’I I : ’ 1 Timited barmontc
i puen Sy » we shall show that such limited harmonic
(Gl\ﬁxfgﬁlfge];s f;;, és clqar)tha‘c z;.dB—ﬂat occurring in a chord of transition
: -flat major) would not upset the main tonality, j
passing B-flat might come in the melody wit} e odutation.
Dot we et romome I | y wi }out a genuine modulation.
chord containing this note wi
longer than a simple note in th i e iy be
imple e melody, and so the chord migh
rather too definite in its effect : hence we maintain in principle 'tlhga.tt t}Z:
zlzgcso;{ipmtz{]me;ﬁ i/zo}z:ld be hexachordal (except where this is too difficult)
ite the fact that in our Graduel Paroissial (especi i iy
C . ecially in r

Fart) we have introduced a number of B-flats in c(asgs of tl};is kirt11'(:le carly

(b) Melodies in mode VII (Anti

v _ ] phon 7w es Petrus) and

%Ail::hlizl Beflz‘eﬁzzcéu.\]" es) Wlhllglh alzoid F, are strictly in %he heil:g}?ovr\glcl)i
-na . e only available chords are therefore : j i

A minor, C major (F major and D minor being :;ilugedr;ajor, # mivor,

This is a strict rule owi i i i
respans, wing to the modal mde_ﬁmtepess which has to be

(c) Melodies written exclusively i

) eS WI y in the hexachord of B-flat

i\lT}c()jtx;:I;z (liw.oxzfr\/er Jn" mode VI the Introit Reguiem, and in both B;E%J:r%
ode very. many cadgnce-formulas, where the mode is indefinite.

1 ay g - . -
(*) The possibility of inversions and sevenths, etc., is not to be forgtoten
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The only available chords are: F major, D minor, G miner, B-flat
major. Here again, this is a strict rule.
In all these cases, notice the frequent modulations to “ relative ” modes,

" which are often an essential element in the structure of the melody.

2. Modulations from the hexachord of B-natural to the natural
hexachord and vice versa are extremely frequent.

Once the boundaries of each hexachord are fixed according to the
rules of modal analysis, it is obvious that the natural hexachord never
allows the use of B-flat in such cases, not even as a passing-note; nor
indeed does it allow B-natural.. Its accompaniment must therefore be
strictly hexachordal. On the other hand, the hexachord of B-natural, on
account of the general influence of its neighbour, allows F (chords of F
major and D minor) provided it is used in chords of movement. A chord

" of this kind ought therefore to be comparatively skort and should never

be used for cadences, half-cadences or phrase-endings. (Remember that
if the melody has a cadence on F,this implies a modulation to the
natural hexachord). Thus in the Hymn VPenz Creator, the end of
visita must be accompanied by G major, not D minor; similarly the
chord of F major would not do for the end of Spiritus or of gratia.
Again, the first phrase of Kyrie IV must not end on the chord of F
major. The chords of D minor and (especially) F major must be nothing
more than zransitional. o
Modulation between these two hexachords is frequent in modes I; II,
IV, V, and VI, which often begin in the natural hexachord and modulate,
by means of B-natural, to A as protus tonic, G as tetrardus tonic, etc,, etc.

Conversely, modes 111, VII and VIII very often begin in the hexa-
chord of B-natural (mode VII nearly always), and modulate either in the
upper register (mode VII) or in the lower (modes III and VIII), by
means of the semi-tone E—F or the. third D—F etc, to the natural
hexachord, in which the melody seems to be drawn to D as a temporary
protus tonic. In such conditions, provided the restrictions already given
are respected, it is permissible to use F in chords of movement in the
hexachord of B-natural (¥).

Often enough, in the tetrardus, F (the sub-tonic) occurs without any
appreciable modulation; in that case it may be used in the accom-
paniment, especially in the cadence-formula, but always with the same
restrictions.

Sometimes melodies in modes I and IV begin in the hexachord of
B-natural, and modes 111 and VIII in the natural hexachord (the latter
case is frequent). But that makes no difference to our principles. ‘

Although of itself, T does not cause a modulation, it :does not follow
that it may be used as an unessential note (auxiliary-note or passing-note)

on the chord of G major.

(*) In studymng mode VII we shall see that a modulation in-the upper register to the
natural hexachord is seldom conclusive, and that in consequence certain cadences on
the dominant D, analysed as in the natural hexachord, will nevertheless have the chord

of G major rather than D minor.

tershed.org



60
+ PART I. — PRINCIPLES, '

Here are two bad examples :

o/

o

Trst——¢a b,
=.
I

— _
’ |

T

TS _. — el

N

=

T

The same applies (for th,

in the natural hexachord | € same reasons) to a B-flat on the chord of C

Anything that gives the elements of a domin

even tho
_ ugh the seventh may be analysed as ah unessential note

An' exampl'el. like t

he f i ’ .
however permitted : ollowing, where the third is suspended, is
.'m
= —r~—x"f
e
_TI__FJ_-_ =
—)
- - ’
P=—=2 i
. H)
11}

The practical work in P

a .
of these rules, rt II will demonstrate numerous applications

F urtherxpore, remember th
not figure in the accompani
We shall often have occasi

at in the hexachord of B '
¢ C -natural F sh
ment until g/% it has occurred in the melggl;fj

long as t - OC on to return to this point: remain i .
g as the melody is indefinite; follow, do notpanticipateam ’!Ir‘llﬂssﬁri]rlxtetgs
- e

[E .D ( tll 152377761 ac the accompalllmellt

(47273 Whele I doeS not occur un
Should be Strlctly hexacholdal Ilght up to the ﬂ]f()nle)llt When the lnelody
deSCendS to the IOWCI Ieglstel. [.J“tll then I Should be aVOldEd.
]

. Modulats .
rztz?z’ s 26:’:{?2!;01_7? efsfpogzzial]/]}e zmtguz;/ hexachord to the hexachord bf B-flaz
y to be found in modes I ’
When the . es I, 11, IV, V, and V1.
B-flat may br:eizgg ’ i‘:{?:l’; é“;”é’ B-flat, returns to the natur;l I;exachord
minor or B-flat majo ccompaniment in chords of meovement (d

r) under e: .
hexachord of B-natur?ﬂ, r exactly the same conditions as for F in the
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When we are in the hexachord of B-flat, E should be avoided; the

"~ parmony should therefore be hexachordal. This rule should be strictly
" observed when the modulation is well: emphasized, i. e, when B-fiat, by

its frequency or its length; dominates the phrase, especially if E does not
occur in it (e. g., Kyrie Clemens Rector). In some cases (intonations of

. the Statuit type) there are serious reasons for doubting the authenticity
“of the flat; but since, in actual fact, we sing B-flat, it is not the
" accompanist’s province to discuss the matter; in view of the frequency
_with which B-flat occurs in the first part of the Introits Statuit and
" Gaudeamus, it is impossible to deny the existence of a modulation.

But in many cases (Antiphon O Doctor, Introit Misericordia Domini,

" Offertory Terra tremuit, etc., and also very often in mode IV) the B-flat

whether correct or not) is only fleeting : while avoiding E in such places,
we should treat the melodic B-flat, not as a harmony-note, but as an
unessential note; so that our harmonic restrictions cover the use both of

B-flat and of E. In fact we should not consider these instances as

_ modulations.

We have already implied that this modulation does not occur very
easily. That iswhya conclusive cadence on G (with B-fiat in the vicinity)
does not necessarily sound in G minor, i. e, it does not always have a
definite character : far from it. A simple point of rest, or a half-cadence,
might well bear the first inversion of G minor (B-flat in the bass), which
remains a chord of movement; but before a full-bar G minor in root

_ position is often much too emphatic. Thus in Ubé caritas, the end of

amor might well have B-flat in the bass (first inversion of G minor); but
the cadence of est would not bear G_minor in root position; so instead,
we have to use C major, although E has not occurred in the melody !
Similarly, in Credo I, the cadences on G before the double-bars should
have the chord of C. Thus the melody seems to pause on the fifth of a
tetrardus tonic (C). In mode VII certain cadences on D (even in the
vicinity of the upper F) clearly imply, in the same way, the tonic G. By
transposition, it is exactly the same principle in both cases.

On the other hand, the solemn Dexs in adjutorium, because of the
importance it gives to G (lengthened before the quilisma) and to B-flat,
seems to demand G minor at the cadence of Allelnia (this may be too
emphatic, but in our opinion C major is impossible).

In modes 111, VII and VIII, apart from certain very clear cases (like
the beginning of the Tract Qui seminant or the Antiphon Urbs
Fortitudinis), B-flat should be systematically treated as an unessential
note.

On the other hand, when it comes in tritus cadences where the modal
formula (through the absence of E) is indefinite and generally lies within
the compass of a fifth above the tonic (F), B-flat plays an essential part
and the hexachord of B-flat is clearly indicated.

4. Sometimes there is a very close connexion between ke hexachord
of B-flat and the hexachord of B-natural. .

In many cases, of course, the modulation is prepared and usually the
natural hexachord intervenes as a connecting link: when these con-’
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ditions obtain, t icati T
difficulty. in, the application of the principles already

1 i heIWl.Se Wh‘e[l E-ﬂat alld ]3- atur : Vi y th

) -
t1s ot C natu al are ver CIOSC tOg €ther or
hnk.

Gﬂi;’:‘rzly alwa;._ys B-flat comes first, and then B-natural
E to ing;z‘c;llset% the. B-flats as far as Domino imﬂUSiVe’.and witho
of Virginss (or e na_ztu;a%l hexachord, we find B-natural in the c:g e
27 or omnzum for the feast of All Sai L ldence
gr?i?étcséam”’ after the B-flats of principem fef‘;lgit:i). W?ml]ar]y’ n the
flats, it {as ::52?131: Ingmm'f' Without admitting the.,authenticit f
poss’ible treati ial to banish B-flat from our accompaniment asy o the
bos and’ ne:.emg 'the B:ﬂat of _the melody as an unessential notSO(?n a
dl'St,ance fro rtﬁsmg this note in the accompaniment except at o we
A mine EIvI:r'll e B-r.latural. Then, by using the chords of C m:' good
melodic ’B-natlu plrovxgie the necessary link; finally, as far as possibfOr o
first be treated ral (whenever emphasized by the melody) should le’ the
weh €d as an unessential note. All this is easy in th i
ave mentioned, as we shall see in Part II Y © two cases

AI?e?;tiimOi;?;rz’ caseIs are more difficult, e. g., the cddence of tuam in th
ia Oste e].'k n view of the whole context, this cadence o e
y like a tetrardus, and yet two B-flats (both certarilan

Y

given presents no

In the Introit

incorrect) precede it. The chords of C major and G minor are both’ :
oth - {

im . . :
ungsc;sesrlllt)il:l, ast experience will show. But if we treat the B-fl

nessent _notes our accompaniment can lead up to G maj Without
gving the impression of a false relation : major without

Iﬁ L 1Y - 1
= e =
.-* ~ |
! N o
3 f_l.»x_l < )
I ==
1.
Similarly in certain cadences of VIII-mode Tracts -
b e —
3 = - > F 'Hl- ¥ Il
|
] < ! J
e r & e e
: — 1 —

The main thin ore, is
g, therefore, is to s h
come o pain ore, ee that B-flat and B-n
e Ziiﬁ;gr Seg tharmony—notes. Except in certain vztetruvrilmdoh;t?é
reated as.an unessential note; generaliy wé) shall

also have'to wait for
: ait for the melody to j
-in the accompaniment as a harm}(’)ny-lriottri-?duce Proatural before using it
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not clearly intervene as a Connecting 3

find B-natura] i

- analysis.
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I
we should begin by making a modal /analysis on the
xachordal principle, as strictly as possible, without any thought of
companiment. The letter N should be used to indicate the natural
irexachord ; 4 and p the hexachords of B-natural and B-flat respectively.
i Then, with regard to our accompaniment, we have to remember that the
tural hexachord excludes B-natural, and only allows B-flat in chords of
ansition when the melody has already used it in the immediate context;
ot the hexachord of B-natural only allows F in chords of movement when
¢ melody has already used it; and that the hexachord of B-flat excludes
Nevertheless, certain B-flats, which are very fleeting or close-to a
natural, are to be regarded as non-modulating, and full cadences on G
the vicinity of B-flat have to be carefully examined (three solutions:
minor, C major, and at times even G major).

o sum up:

Transposition is a practical difficulty and cannot be taught by a

c5>k. It is comparatively easy to substitute one clef for another and to
slter the key-signature; but we have to train ourselves to read rapidly
4 to find harmonic progressions in any key; and that is a question of
time and practice (*). But we can simplify our task and at the same time
satisfy all practical requirements, if we choose only one or two transposi-
tions for each mode (in addition to the original pitch).

For example : Mode I : original pitch and a tone higher. Mode I1: 2
third and a fourth higher. Mode /7 : original pitch and a tone lower.
- Mode IV : original pitch and a tone higher. Mode V : original pitch, a

“tone and a third lower. Mode VI: original pitch and a tone higher.

| Mode VII: a third and a fourth lower. Mode VIII : original pitch
.~ and a tone lower.
“wed: D, E, F, G. Unusual finals should first of all be brought into
*fine with the usual finals by transposition).
{: uniform dominant for all the psalms at
= must be transposed down a thir
" low); otherwise, for an average ¢
‘J-- slightly higher pitch (?).

(We are presuming that the normal finals are

If we adopt A as a
Vespers, modes LIT and VIII
d (which makes the antiphons rather
hoir it is generally better to adopt a

But at the same time we have to transpose the elements of modal
And so in the early stages we recommend the student to keep
“to the original pitch. Later he will proced as follows : first transpose the
_characteristic features of each hexachord, i e. if we are transposing a tone
higher, the semi-tone E—F (characteristic of the natural hexachord)
‘becomes F-sharp—G; B-natural (characteristic of the hexachord of

. B-natural) becomes C-sharp; B-flat (characteristic of the hexachord of

B-flat) becomes C-natural. And now it is C-sharp (very often C-natural

" too) that is excluded from the natural hexachord; G (except with the
precautions indicated for F) that is excluded from the hexachord of
B-natural; and F-sharp from the hexachord of B-flat.

(*) See the author's Z7realise on the Accompaniment of Gregorian Chant, which

indicates the clefs to substitute and the key-signatures.
_ () Notice that two readings are possible on the same degree with two different key-
signatures : E and E-flat, for example, as finals of mode 1; F-natural and F-sharp for

mode 11, etc.
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.

For the rest, the principles will automatically be applied if the

accompanist is careful to follow this broad general rule: the accompani- - |

ment should employ only those elements which are immediately present
in the melody, as far as possible without anticipating them.

Furthermore, it is always possible to write or prepare an accompaniment
at the original pitch and then transpose it : indeed this is the best way to
avoid being influenced by the heptachordal system,

6. The deuterus cadence on E poses a problem : on the one hand we
have placed it in the natural hexachord, and on the other hand we do
not allow B-natural in this hexachord ; hence the chord of E minor is not
permissible for the final note (E) of a deuterus; otherwise, if we adopt
this chord, we at once destroy the distinction between the hexachords,
because the deuterus requires a semi-tone (F) above the final and yet we
use B'in the final chord.

Now the distinction between the hexachords is not a mere hypothesis
without proof; we have given serious arguments for it. A supporter of
the contrary thesis might maintain that the modulation caused by F no
longer applies to the deuterus, and that therefore the cadence does not
belong to the hexachord of B-natural. It is all a question of whether the
final E naturally evokes its fifth, in the same way as the protus evokes A,
the tritus C, and the tetrardus D.

Certainly we do not deny the autonomy of the deuterus; its character
is well defined, it has its reciting-notes, its cadence-formulas, etc. : in this
sense its final note is indeed a tonic.  Nevertheless the listener soon
realizes that its cadence is much more vague than those of the other
modes, and such imprecision is not without its charm.

Moreover, with regard to the plagal deuterus (mode IV) no doubt is
possible. It often moves in the general environment of mode I or mode
VI, where there is no shadew of any synthesis between E and B-natural.
Very often too it recites on its dominant A (as in psalmody) and
B-natural is used as an auxiliary-note. In such cases there is the syn-
thesis E—A (not E—B), and the accompaniment (always the humble
servant of the melody) has to conclude with the chord of A minor, even
though the mielody has been mainly in the hexachord of B-natural and
merely ends with a modulation to the natural hexachord — a modulation
which is, so to speak, begun without being fully completed.

It is quite different with the authentic deuterus (mode III). To
understand its character it is necessary to alter the dominant from C to B,
in accordance with the primitive texts. But even then, the synthesis
E—B is by no means realized. For the recitation on B is connected
melodically with G and D, and fluctuates between C and A (on which
there are frequent protus cadences); it is never connected with E.” This
mode (like mode VIIT) often descends to the lower D where it éstablishes
half-cadences in the protus: its final E is in the same environment.

The only cases of the synthesis E—B are those of the typical intona-
tion Quando natus es (Circumcision) or of the Gloria of Mass XIV. But
it is precisely in such cases that F does not occur and zhe mode 75
indefinite.
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This antiphon-intonation is common also in mos:le I;and the ISnel?lc]l;
" formulas of the Gloria are very decidedly protus in cha}racter.1 o :
: when F ultimately does occur, it sounds like a note foreign to the scale.
Formulas like 7w Rex glovie, Christe in the Te Dewm are in exactly
the same category and imply F-sharp as much as F-natural. |
We therefore maintain that the deuterus cadence belongs to the n.atur;
hexachord, no matter how unimportant thxsé heTaChErd rft)lay be én )t i?:
v : i ies; that (unlike the other modes
eneral structure of certain melques, tha
goes not evoke its fifth, and that in consequence the only chords that arée
- possible for the final note are (according to the context) A minor gr &
major, mostly the former (except in the cases we have mentioned,
? k3 - .
indefinite mode, where E minor is possible).
In conclusion, we must add that deuterus cadence-forrpulas also. occq;
on B, exactly transposed to the fifth above. Now, since Iimn(liox;] cle
impo;sible here on the final B (because of F-sharp) and smce'{ eé:a leE .
is the same, it follows that E minor is equally impossible on the final L :
it is si i ition. BN
it is simply a question of transposi o '
In studying each of the modes and the varieties of each mgde (11]11
Part 11), we shall propose harmonic formulas flcl>rfth_ei.catc1e1t1k<1:es :;;)Hg;tgos
i It which will facilitate the a
same time present a method of wor ] !
i i far as the deuterus is concerned,
of our rhythmic and modal principles. As
we haveymere]y tried to solve a special difficulty, and we shall rfeturn to

this mode as well as to the others.

Ne 792. — 38

ershed.org



PART II.

PRACTICAL STUDY
‘OF THE REPERTORY.

CHAPTER 1.
THE PROTUS.

e

The protus is written mostly on D.
The harmonic formula for simple cadences is essentially :

5 5 6 -
S— 1 | & 57715

D

)

B-flat is never of sufficient importance to allow the plagal cadence in
-1 e
3':-—*'__'—:HE

its fundamental form :
@

When the melody employs a formula like :

n

e , "

Lu_ll lo— o —H— " ——2—1j ] II ST ” etc.
- 7 > ¥ ¥ Sy —— 11

the bass is: i—E:H » S0 as to avoid octaves between the outside parts.

For compound cadences we have :

e e
(1] .
S _r:d oyt i = —i=;7~ﬁ_—_!~*:';:.1::
T [ = > = % =
1oy I"ll ] | ll\—”I =
e e s e R
t (5} 1 (1} f — H z : H=

" ."-\.’ ) ¥ o, |
2 »- LI D
s = Z |
R R B M- | , (———— H_
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: VIf the context warrants a transitional B-flat:

H_
I o] b T H

S e T e =

r l bf ]9 At a pinch: P 'fa

| | | | oy ’I g‘l
S ——" = et
e} — id i H

t = !

When we use the bass A—D and a 4—3 suspension has to be prepared
for the final chord of D minor, we have to take care to introduce the

seventh of A (i. e,, G) in the tenor.

I. — The Authentic Protus: Mode L

I. INTROIT: EXSURGE (Sexagesima Sunday).

This is a perfect example of mode I written in a hexachordal scale.

The accompaniment must also be hexachordal, the only possible fun-
damental chords being : D minor, F major, A minor, and C major.

i Here is the transcription of the melody : ()

. @ . X
o~ —— — TN o et o s S e
= s i J—'H—j‘r‘i—d-F—a‘—‘d—:‘“—-‘—
(VAN S ekt AN oy - o L —
-~
Exsir- ge, *qua- re obddr-mis Dé- mi-ne? exsar-
o 4) . ‘ ) '
F— e U W . WA oot M Y > ——— e S s i N
O ad———da—d e et 5 —
(v d LA 4 ¥ [ 4 L4
ge, et nere-pél- lasin fi- nem:qua- re fi- ci- em ti-
N (6) J— Y _
T St i e 5 e v i e
H o s

e s A e e e et
e

am  avér- tis, obli-vi- sce- ris tri-bu- la- ti- 6- nem

(*) Hitherto in our transcriptions we have put B-flat in the signature for modes I, II,
V, VI and usually for mode IV, because, posizis ponendis, while B-flat is allowed in the
accompaniment, B-natural clearly marks a modulation. Anyhow, the key-signature is
a purely material detail ; the essential thing is that the chords should be appropriate to
the melody. We now prefer the simpler key-signature. So, except when B-flat figures
as a signature in the original notation, we do not use it when the accompaniment is at
the original pitch.  But when transposing we prefer to reduce the signature to a
minimum : in other words, if a first-mode melody on D is transposed a tone up, we are
content with a single sharp instead of the two which the transposition logically
demands. At the original pitch the absence of signature does not in fact decide the
nature of B; but in wansposing a tone higher, C-sharp in the signature seems to favour
one interpretation rather than the other. It is an elementary rule that with no indi-
cation to the contrary, B should be sung natural ; but this does not mean that B-natural
constitutes a part of the mode. Briefly, in practice we adopt the simpler key-signature.
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?JEWN*;;—?;” o — _.\“i) ometimes we do not begin our harmony until the end of the intonation,
" ' H__,_t___m:a—-f,:;;:;—f;ﬁﬁzig‘:m: nd this with the precise object of marking its cadence when all other
stram? Adhag- ’ T Jeans are lacking. Here we might have E in the bass (a chord of the

sit in tér- ra vén- ¢ ¢
en- ter nd- ixth) moving to F; but this chord would have a merely transitional
haracter which is unsuitable. By suppressing the initial chord and

eginning with the first inversion of C on the last syllable of the word

ster : ex.

(J —o-—a-
U str- ge Dém; = g —4-:1::135H o
- N s g . .
g omi-ne, adju-va nos, et li- be. ; v e—e 1] la; —
e 1o, » v _‘:'1 — — —
1) Already in the i . i e have : e which is acceptable but not perfect.
to the ch’ord)of D ri;:g(:”a%?n the difficulties begin. Everything poj ' B I 1 S :‘ f
and is determined by - e cadence of this little phrase is co;z;ouzzf e e
A ;

: the positior
1 : ; 1 of the
n spite of a certain autonomy, it is in n

¢ we prefer the first inv
* 18 normally used in a

final syllable. In other respects
0 way conclusive, and therefore’

rersion to the ro iti

ot position. T} i O

) . he sus :
nalogous cases gives us - suspension which

=

Perhaps the least bad accompaniment is to have a bass appoggiatura
or a chord of the second). In any case, two distinct chords on the last
_syllable of the word Exsurge are much too heavy.

" This analysis shows what difficulties plainsong accompaniment
involves in matters of simple detail.

2) Continuing our study we come to the next phrase, which ends with

.a simple cadence at the word Dormine; our first concern is to see that the
“ end of this word is marked with a real change of chord. - We have the
‘. choice between F major, D minor, or A minor — this last in its first
inversion because the cadence is not conclusive: a definite cadence on
-~ A minor would suggest a protus and imply B-natural. We shall make
" our choice in due time. On the other hand, the end of the word obdormis,
- without having the importance of a phrase-ending, is too marked for us
to treat the melodic E as an unessential note (rule for post-ictic cadences);

But this suspension
Q minor, which is forbidd
giatura in the bass :

can only be prepared by

C using th
en.  There remains the possibilit € ohord of

ibility of an appog-

Exstr- ge, U ) . ~ . . !
— = .. hence the preceding F must be an appoggiatura of E. This granted, we
[ — ”‘__—:_J_:E;—gt]:__“-——: = ~~_ begin on guare with the existing chord (D minor) but in root position;
u‘—-d——i—‘~¢—~—a—_;v~,_ — ’ ~+ any change before the end of obdormis would be quite pointless; the last
-~ . } - syllable of this word will have the chord of C major (which is obviously
—,—_L_,L./‘-\ | . 1. indicated) and we shall maintain it up to the end of Domine: at this
HT’S_L%QEE =  point we put F major, because D minor would give consecutive fifths
— = |- Dbetween the outside parts, and the first inversion of A minor would not
Presented in this { ' change the bass note:
) nted in thi it i .
is dangerons, s form, it is acceptable, though in itself the procedure i _ qua- re obddr-mis D4- mine?
N ’ . E =, T
Needless to say, a simple auxiliary-note in the tenor would b e

moreover it would b .

) e unrhythmic, b e ot

- e i ’ |
kind can only mark a secondary icéus ‘cause o tmessential note of this | | |

" ()
& —fl—
o
' 4

Notice that we keep the alto a good distance from the melody’ (in
accordance with our previous recommendation) and that the tenor doubles
the melodic reciting-note an octave below. Furthermore, the ictus on
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70 PART IL — PRACTICAL STUDY OF THE REPERTORY. CHAPTER I — THE PROTUS. 7
which there are no chordal changes enable us to modify the disposition
of the parts in order to keep the harmony complete: thus the teno
moves from G to E, exchanging notes with the melody.

5) In the next phrase notice the epd of aw.rlz's which we have to rr;ag(i
 either with the root position of D minor or with the first inversion (1) N
-: we shall choose in a moment; but notice that our first concern is a ways
3) The beginning of exsurge is on the preceding chord (F). But we |~ for the cadence. . .
have to consider a’ change ‘on the end oIE the word. The pressuson G |- We begin the word guare on the previous chl(l>rd (g} n::::gl‘)c-)f q;tralzz
hardly allows this note to be treated as a passing-note; as the only chord | * jmportance which the melody gives to G hardly a ow_sf Ce o cheads
which suits it is C major, we have the choice between the root position |} to be treated as an une_ssentlal note, and furt-hergore 1] 3 m'thill be verv
and the first inversion. But if we envisage D minor for the end of the | D minor at the beginning of faciems, with G in the melody, 1 e weiting
word, on the melodic G we shall write E in the bass rather than C, - difficult to avoid consecutive fifths. Hence we mlg]}lt CIO?SI'etus s o§%
because then the bass moves by step : " C major on the second ictus of guare; unfortunately this ic

¥ . i i which
) { minimal importance : consequently we use the first inversion of E (En e
exsur- - g% is lighter than the root position), and the root position corrfleD b
(== —=  accent of faciem. At gquare we begin on the first inversion o ) m i
77— —— After faciem the very nature of the melodic intervals at zuam demar :
hd /]"‘ T" ~ ]' 1% D minor (in root position because the melody is on the ’thl!’d). ThehacCﬁerlt
1 “* of avertis, because of the melodic fourth C—F, is well suited to the i I'Sf
N1 1+ inversion of F major, but D minor is subsequently needed fox"( the ent dO”

e — 1 the word, and the bass leap of a fourth would then have to be “ correcte
o ‘ . - as we said in Part I; moreover the bass D—A—D is lacking n e]f;ganie
v * because A is not a fundamental. F major in root position returning 0
. . : " D minor would be a feeble progression (too many notes 11 common).

The bass leap of an octave is for the convenience of the left hand.

There remains the possibility of E in the bass (first inversion of C)DWIF{;
an anticipation of F in the melody; the monotony of the return to D wi
© subsequently be remedied by a descent to C.

4) Now all our attention is directed to the compound cadence (torculus-

and-punctum) of finemz, and we immediately write the cadence-formula
with the usual suspension :

qua- re f4- ci- em ti-am  a-vér- tis,
(87 = 1) ' O S—— — —f=
e T —H— : ﬂ —, e E__
S e e e o e
) ) r We therefore write : { ~—1| : ]’L..._/f r ]
e : I ==
7 = T f H : ;.. [ a0 l’ ¢ ; a H
not forgetting that the vértical episema affects the F :
. i iti he alto;.
For what precedes we could maintain the existing chord of D minor .~ (Notice the position of the tenor and t ) e end .
without change; but in order to avoid the monotony of the bass (b—C—D) - Th L. . little phrase on its own; the end mus
i : e word oblivisceris forms a little phr > ; ! 1
and for the purpose of marking the last syllable of rgpelias (in preference . be6x?narke d by a change of chord (F major, D minor, or the.ﬁrst inversion
to the accent) we put A in the bass, with the first inversion of F major : ", of A minor). We naturally begin with D minor: the high % orll ttthe
‘ | ! 1 i : er
' et ne re-pél-las in fi- accent of the word suggests F major or A minor; we adopt the la
0 .
1=

— (first inversion) which allows us to put C in the bass and finish the word

© nem:
oy 1) D
&iﬁdﬁpw—'%,_— e HE : .. on F major:
<t . . ;'.- .

T > obli-vi- sce- ris

! |~ S p— —
: Lo rEETE e
Yz o — o & H 3 ’
)6’ ;X3 o & H f l \/3 ‘
; r ) ; T T 1)) 1
' . =) <]
Notice that once again we adopt our usual disposition, with the tenor = = —{i=
doubling the reciting-note of the melody. ’ e E—
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(We resume as soon a i ,
esum s possible the uswnal di iti
- tenor, which is necessary for what follows) } disposition of the aito and

Th X i
]]OQ ‘ih?elxt_ phr:fse does httl.e. more than decorate, so to speak
G, ch is taken as a reciting-note and then et’nphasize}(?le(”li;)\, ihe
Y the

SalICU . p P
S In our opinion 1t 1s Olnt]eSS a”d even dEtI”ne“tal to 100k fo
T

varied harmonies i
nies in such cases; the only chord which suits G in th
e

melody is C major. But we
nelody Is € . must not forget the compoun
((wen 1'ns ?tr;dﬁ}r):tuqtum) at nostram. It is impossible to en(li:’ \vitkcll I*Sa:ger']ce
fyen. in it necessal:}:/-erﬁgn,'for the 4—3 suspension would give Baéor,
. thinor i -€ssary; and since we require a single chord for t?le for NN
pension in the alto or tenor, we shall introduce a 9 8 :llmma’
— spen-

sion i : thi
sion in the alto: this means that the alto and the melody must ¢
ome

l . . .

ciose togcthel on the(]f:tlc note Of the Sahcus. 1 hel efOre we begll Wlth
1011 N [ e

”Ie f rst inversio 01 So as to put the root position on tlle 1ctus Of t

tri-bu- la- ti- 4- nem né- stram?
—h- _ﬁ:i"‘“l‘f’—ﬁ——r"‘ﬁﬂ“—;_ .H—
” o 8 — J—fi=
—& ~g—ws—H—
I \__,/I * [’
p—— |

(Prepared in this way, th i
: , the - '
< ahite welly 3 semi-tone between the alto and the melody

8) The dou i -
phre)lse. Stragﬁfw[;unctum at zerra est:%bllshes this word-group as a litt]
intervals of the mefoge think of marking its cadence. bBut the im'ti?
demands F maior Dy indicate C major; the first syllable of # -a

jor or ) minor. To avoid monotony and at the same t?n:’z

reflect the expressive fall of the melody, we can have A minor for th
or the.

end of the word, which gives :

Adhaé-  sitin tér- ra

9) Now we marl
< the compound cadence of nosler, with a tenor suspen-

son. Ihe IOW A Wthh we 3lleadv hOld can qulte “e” leac t
Cadence ChOId. \\ e therefore int d - Y Y
7 . . .
roduce a six fOlIl, m C()Hi()lnllt Wlth

the princi s gl
principles already given, and then prepare the usual suspension by °

adding the seventh :

CHAPTER I. — THE PROTUS. 73

the ictus on the end of evsurge or on the accent cf
lainsong-notation edition says nothing; the modern-
the final syllable of exsurge. 1f we begin with
d for any change before the end of Domine : but
bility is the first inversion of F major, whichf

- 10) Shall we put
Domine?  The p
notation edition chooses
D minor, there is no nee
at that point the only possi
ve adopt : exsar-ge Ddmine,

- S o A S Y —
[ N T N J—

(Again notice
the sustained F
in the tenor).

- S
et
— -

he word nos, being the end of a phrase, requires a change of
ritten, this chord must be D minor :

11) T
chord. After what we have just w

licus the only chord that fits G
the greater compound cadence
n; notice that it ends with

12) Then, putting on the ictus of the sal
in the melody, viz. C major, we lead up to
of the conclusion with the usual suspensio

a doubled clivis, marking the final t
(made possible by the renewal of movernent within the larger compound

cadence): thus the resolution of the suspension comes on the first note

of the clivis : '
et li- be- ra nos.

=

: i >
|

efshed.org

hesis with a lesser compound cadence -
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74 PART II. — PRACTICAL STUDY OF THE REPERTORY.

Notice henceforth tha
1 t new phrases often begi
. ! egin on :
Iffi?;fedcl:?gic-ader:jce’ which from the rhythmic poingt of vievtvhies Cg?t? of the
by e bl 10?lee s to be led by the organ, it is obvious that \3&: shz?l?ixmal'
et g]zrov:ils:: Bq{.}lonce the accompaniment is reduced to &Ye

X 1s possible, either with the choir i s

‘ . or with the o
ser];{‘;a gut&:;gl togethfe;] the different phrases which we hax)eri?g
\ have, without any al i i o

hole of the pave, Fxsurge (I)} alteration, an accompaniment for the

I1. COMMUNION : BEATI MUNDO CORDE (Al Saints).

Thi . . .
. ﬁxesxr;xce}ig(ric}lr iffwﬁl;t:? mlton hexachords, the natural hexachord and
he: ! -natural, t also

o possesses the unu

onggslmgcgz]st;eu éiltﬂl:er 1gpﬂrotus on A) and ending in the S;:)a;lmfeiazglx:gt:) :
D). y b-flat must be systemati i .

he}\acho.rd of B-natural allows F in chord}s, of I:z]zige(’::/lzle}z:‘ avoided; but the
Here is the text with its modal analysis : '

L) o f () | —x

¥:F;E:>‘_f‘3 T ’
T a0 "% & —g-0—y4 " I ~ ;Z':—t_-'_—g i —ﬁ;

* Be- 4 ti ma 5 N T
a-ti min-do cér-de*qué-ni- am  i- psi  Dé
: - um
o — (3) v
it 1 e =
i ) 17 T T F— ==
LS —— f A S . — . —
[ o o-o— ) = =
vi- dé- BTN B e S R S R B R e o
bunt:  be- &- ti pa- ci- fi- «ci,
(4) :
—r—= N ]
g -7 'P '[‘ 2 — (SL—
%jz ’ — p g s | L) l’i o —F—f— i‘t
u,_ .- ’ - - ’ - " ; =
quo- ni- am fi- li- i Dé- i vo-ca- bdn- tur be
N g
o= r- —y s A 1 ¢
—— 4 r » " > > .H ~ A Tl A [a] ] = '( )l '
& f —! - ;J ¥ £ [l 7 i > Thi 2 ‘. 7 »- j. Py h ‘fn 1 b
e — T s —v—
4 . . . . - ’ 3
ti  qui perse-cu-ti- é-nem pa-ti- antur propter
N
Y {7)
~ o — T J—H—N I
iﬁ B e e e e e
] i T )
u- sti- ti- 5- ni A S
Ju- sti- ti am, qué-ni- am  ipsd-  rum est

(*) Once and for v < i

Gl .on [’ai‘az's‘sz'(t)zll z‘i‘lllé v;]:vislg the reader to notice that since the publication of o

Bty withoor pear ve have ecome stricter in certain details (notably the use u?

the present work vt yoond encllnmg the liberties we then allowed ourselves. Thus i

Piresent work will ourunb' considerable differences from our previous' accom “3

of our mrincioles o po;sible '0.]eCt here is to demonstrate that the strict applicat})oa

various reasons of a bracti ]y]’]n a practical bqok, that was not our intention df n.
practical kind, we were obliged to allow ourselves certain ii%grtiel)s]
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CHAPTER L
B _~ _ !
- - ——_Z (9} S
52i§55§5§55:5:;:; 9 i"_‘;sﬁ—* i} T — “ —
pAa% '\_ Ll e e yi—e— 1
ré- gnum cae- 16- rum.

The intonation indicates the chord of A minor; @ priori we see that
only this chord (first inversion for preference) suits the end of corde; but
in order to give it its rhythmic importance, we must insert a secondary
chord beforehand. Now, since the hexachord of B-natural is clearly
established and the natural hexachord has not yet appeared, we prefer
not to use F in this secondary chord, and therefore we avoid D minor,

which the sequel would justify (*); and so there remain G major and
E minor. As we shall end with the first inversion, we begin with the
root position, and we place it only at the end of deats (which should
“*pe marked in prefence to the beginning) ; thus the bass does not enter

until after the tenor and alto, and the secondary chord of E minor comes

" on the second syllable of wzndo :

Be- 4-ti mun-do cér-de,
el
N

e —
'—_1——i'-"‘— —f'—c”—lf !__.

v

— |
»
;

N

. ] y7 -
-2 r 3

o v g

.~ We hold on the tenor G, establishing a six-five chord, in order to
‘ maintain the movement; but it could very well rise to A.

tone E—F) the natural hexachord supersedes the
hexachord of B-natural and gives, at the full bar, a quite normal
compound cadence whose harmonic formula we already know. Before
that, notice the end of zpsi (doubled punctum) which requires a change of
chord : this chord can only be C major (E and G being forbidden as
fundamentals), so we introduce a secondary chord on the first syllable of
The chord of C now leads quite naturally to D minor (with

2) At zpsi (semi

psi.
the usual tenor suspension) for the compound-cadence fomula. Hence
we have :
quéni-am  {- psi Dé-  um vi- dé- bunt :
B q
— | y [ P i — e = =
= - » ‘_.' P ':.. = & 2y —y- P ) > P -
e o 4 . . —
! l i “—-’4 — T;;~_______,aT;
~ | P AN P [p— ' '
—" e —7 7 =z Z —
F——o~ . P — e —
y ——— ] [ — 1]
— f ! y

() In practice we are far from condemning this chord ; but we wish to show that the
strictest application of our principles is possible, and we must note that in some other
cases {e. g. the beginning of the Te Dewm) this sort of licence 1s not allowed.
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vo- ca- bun-

i i sound too

i i is suspension will not so’gn

e e h?s 'sufi:i:\cget?ﬁ liﬁfz, ggssibiligy of a solutlfnth\;ltslécz\:g
o Howeverbtl')e;.fc:ory) at the beginning of the fogn‘ll:W),

ords, ﬂle ﬁrstt (gf tlﬁe doubled clivis. (Cf. justitiam, be C I

e foat past f the phrase fits perfectly on the ‘basstl . AN
The first part oh t’fwg F's of guoniam might bel r’a h

5 lssig}i/arijar‘r’l%verr’fene'c in the tenor will solve this difficulty :

s

li- i Dé- i vo-ca- [buntur] :

In the first version, the 4 — 3 suspension (in the tenor) helps to
bind 2557 to the rest of the phrase.

Notice that the horizontal' episema on videsuns in no way requires
a new chord.

3) The melody now indicates the chord of D minor, which is that
of the preceding cadence; our first thought is for the cadence of pacifici
(compound cadence). Are we to put the chord on the end of the word,
or shall we reserve it for the pressus which in this context acts ag
the first note of a doubled clivis? . .

In cases of this kind, we know that the essential ictus of the cadence
is on the pressus, the preceding compound beat being a sort of
preparation. (Naturally if there is more than one compound beat of
preparation, the end of the word resumes its rhythmic rights.) Never-
theless we always try to mark the end of the word with a secondary
chord or 2 movement in the bass. In the present case only the chord of
C major suits the pressus : we therefore take the A of the melody as an
appoggiatura of G. The F at the end of the word can have the first
inversion of F major. The rest of the phrase can continue on D minor,
which must be inverted so that the D before the quilisma (being a long
note) may not come on a chord of rest. We therefore have :

lody to
re always allow the melody 10
i < at the cadences we a o ool
NOthe glitini?gefgord, and that our chol:dal cnPclail;%E):St o(tthe Eext.
s toi]east} reach from one cadence (or phrase-e g e
T i ister and es shes
| lody now rises again into the upper reglsrtlelbefore o

5 odniation cachord of B-natural eve B-naturel
‘a modulation to the hexac e the end 0

’ .. C, . € C 5 N . as earl . :
ﬁb:—_a- _?tl " & B 4 i -s: this modulation is clearly pelcept}blef'o inroducing B-natural
g —*—‘-— = ’_3_‘% A_zil ‘,’_ = ¥ ?’\Clcu:ja:intain a discreet reticence and refrd.m tlhem elody; on the other
i ""d : —= 1 we . U in m .
:0'1 ;\'2"5 ,: . 9;' S T H 1 into the accompaniment Uﬂtllﬂlt ccc;ll(T)‘regs of D minor and (espe_ctx.all);)l
— — l‘-—\" B " ’ . welling on the cf i in a transition
? f' | |~ . band we avoid d y éfwe ‘regard them as possible el
i " “F major, even though O ansable changes o :
== : l — i*“p“—l —u— | ssagJe " Then we observe the two lrf1 1sptz'mztur The clivis of beatz
+ L4 P-4 2. & ¥ a. . I " it : ‘ s
g ‘ = 2 2 5 tphe end of deati, and at the endfc(): pajor e inor: we adopt
= F 4 - v —-—1,—.__——.—-— N .
! i A

demands either the first mversfloll; (\)\re :
' the latter on account of what follows :
4) The next phrase again ends with a compound cadence, but this time
it is a tritus on F. [n spite ‘of the full-bar, this cadence has not a
conclusive character, Besides, except when they come at the ends of
melodies, tritus cadences seem to have a merely interruptive character :
usually we. make them interrupted cadences (sometimes inverted
cadences); in other words, here we write the chord of D minor. Notice
that the customary 4 — 3 suspension on F requires B-flat, which is
obviously impossible here. =~ With D minor, if we wish to have only one
chord for the cadence-formula, the only possible suspension is a g — §
in the alto

http://ccvfatershed.org
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78 PART II. — PRACTICAL STUDY OF THE REPERTORY.

After suggesting A minor, the melody seems to poise on G, but we
wait until the end of persecutionern before writing the chord of C, and
then there will be no further change until the last syllable of patiuntur:
at this point we could retuin to A minor so as to finish on G major or
'E minor at the end of the phrase. But for greater variety (*) we can
also have:

qui persecu- ti- dnem pa-ti- intur

an

AN Il N PO ——_

J J N N—IL N N—— = p B
[ AN M S S A b IS SO N A S~ — | |
[ o2 g ¥ " M = (1)
— — ~ g o—L

2 /T B

. ; ! =1 i
o - Ly S —
y B3 T 7 o 3 1T
7 i N Y H 1)
T — I ¥

6) As the melody returns to the natural hexachord, we must renounce
the use of B-natural as soon as possible; we abandon it on the pressus of
propter without changing the bass, so that the fundamental chord of
E minor becomes the first inversion of C. After that there is no real
change of chord until the compound-cadence formula at gustitiam. The
solution proposed above for vocaduntur is difficult to adopt here, E in the
alto being very harsh against the two F ’s in the melody. Hence we
write :

propter = ju- sti- ti- am,

ol 2 - o
I@V N—h T i — ] — H—.
W P S I ¥ 4 4 “—H
‘714 4 b .a fd - [ S — —y-0—o—5—|

from e E o e 2 - pa
| vl —_— ~—f ,Ig.
:! | - | N | -f
N A0 H — -
e B 20 (4 = H
lé’l =1 i. - ; Ir_]_

Without disguising the fact that our harmonic formula is somewhat
heavy, we make the tenor F descend to E, so as to have a fundamental
chord : it is only on this condition that the bass A may rise to D for the
cadence (see Part I, on the subject of chords of the sixth).

7) From here to the end, the melody remains in the natural hexachord.
- ‘First notice the cadence of esz, which is analogous to that of pacsfici, We
can ‘begin guoniam on the previous chord (D minor); but if we use
C major on the second syllable of zpsorum (a change is necessary for the
cadence of ¢s#) we shall have some difficulty in avoiding fifths (for the
melody contains A, the fifth of D, and then G, the fifth of C);and so
we put C in the bass at the end of guonzam, and this note will be held
until we come to esz:

(*) Such reasons are valid only when variety in no way impedes an exact harmonic
interpretation.

http://cc
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quéni- am  ipsé- rum est
e =
|E=—— ’l‘l ) e — = : __H
M l’ I .l';——’l 'r' =
e e
ll—.;*ra‘: : < :v: . T I {3 — '
) T T 1

the first of the two notes thatl pre;rn:e g:e g:slllsglvag o
' i d — although in this

ing i n appoggiatura of the secon h ) 0

Ef::ézgwlctmafi i)e p%lf)ssi%]'e so long as they are sulfﬁmfent(liy [;;11 tx:}oz;r;%ntof
; hing on the tunda
7 above). We put everyt ) ‘ of

%f. j)?illmv‘:famcome to )the final chord of D minor, correctly Placed for t
corl:lri]pouhd cadence, with the usual suspension in the tenor:

8) We next mark

gnum cae- 18- rum:

ré-
e =
7—9 v -'-" ©

= -
F—T— S
| | ! .
A =
;—Q‘ .s = Z e e tl
t T

m
e deal with the other modes, we shall have occas.on to returl

When w achords (the natural and the B-natural)

to the interplay of these two hex
within the same melody.

IIT. ALLELUIA: CHRISTUS RESURGENS

(Fourth Sunday after Easter )

ome to the modulatiol from the natural

e A B fat, he hexachord of B-natural being excluded :

hexachord to that of B-flat, t

7 A7 @ - —
oI N () — T S ;*:750—:'5:
TR ST s
: - - T N \4— , . .
Al le- 14- ia.

IR @
g e e
S TeEEEe e e =

- T Y. Chri-

atershed.org
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N G [1P_ (64
f——  ———— - N —e—— T ———
.~ — H InY g 1. I. I obhg 3—. 1
'\"JD .] e e, =N g — =7 oy o 5o ¥ g " foo— 79—
A
stus re- sir- gens ex
- - 7 1 N
T~y ot i O i PN el | Ia} T n f—
b e W g T g W S—
e e R —— P }ﬁ —
b
tu- s, jam
® 1P
T - Ih) ) - ——
e R
Ty - (4 L4 -
mé-  ri-  tur mors
(9 - , (10)
— - e
L T e '_'ra Y -
il-
5 1IN -l [P
m]=: ,k rj,:‘\x"f = R s o ;1*"\—'@—;‘—
o et v ey e —
li ul- tra ¥ non do- mi- néa- bi-
- N -
e =k
ﬁu —;:;"—¢ oy _H‘ —
tur, etc.

1) The beginning, which is in the natural hexachord, leads at the end
of the word alleluza to a lesser cadence, which, in the neighbourhood of
B-flat, belongs to the hexachord of B-flat, If the melody were to return
immediately to the natural hexachord, we might choose either to ignore
the B-flat by treating it as an unessential note and accompany the G by
the chord of C major, or else to use the chord of G minor in movement
(i. e. its first inversion). But on the contrary, in the sequel the melody
insists on B-flat: therefore the modulation is clear: E does not come in
the melody for a long time yet; we shall therefore exclude this note from
our accompaniment, S

The melody begins by suggesting D minor, which we put in its first
inversion on the long note (the root position would lack life), thus neglect-
ing the first two notes. There is no need for any change before the
pressus; any harmonic movement would mar the suppleness of the melody.

If we adopt the root position of D minor for the note before the
quilisma, which is natural enough, the intervening E between the F and
the D in the bass will suit the pressus, and the melodic D will be treafed
as an appoggiatura of C.

- pacifici and esf), a

R
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But with regard to the end of the word, in our opinion it is quite a

- : ds
i the one we had in the preceding melody (at the wor
e s frorrzud here we make our principal chordal change on the

end of the word; we are than able to dispense with any harmonic
movement orr the long melodic G :

Al- le-
§ H + T i T
S i
e \il — :
e

The chord of G minor thus begins on the A of the melody.

jubi long G which again demands
2) In the jubilus we observe the whi g
G l'I)liUIOl" in orJder to give this chord its rhythmic importance we have

once again to begin with D minor:

e g —
g?ﬂ:—;‘?v-—r‘—'— |
e

——b—
o

rd 0

The return to B-flat in the bass is not free from monotony. We

could have :

But a fundamental chord of F major on the subsequent [ér.essus bsr,?::al,{]?
the monotony much more satisfactorx!y. The I‘Jhx:f.se—erixc énagr d(lz;s mal
compound cadence) on the low C certainly sounds li <eca etrar lus, even
without any E, ahd we adopt the first inversion of C major; _
descends from F to E without any other movement :

0 —

— - n—
= -”';"U"-”‘!:’_—‘_E_A_‘—d—“
- >

bl i
-

b i

|
|
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82 PART II. — PRACTICAL STUDY OF THE REPERTORY.

We thus reduce our chordal changes to the minimum required by the

rhythm.

3) For tbe last phrase, which ends with a compound cadence (here the
. Ppressus acts as the first note of a doubled clivis), we put qur final chord -

of D minor on the pressus, without any change on the melodic
D — which is all quite simple. The fourth C — F suggests F major;
after that, C major leads to the final chord with the usual cadence :

; | [—
g%y_j_gﬂ_ﬁw
v DI sy

T —r s
I PR, N R
Y = =
[4 [ T ! B

4) The verse begins with a repetition of the intonation: there is
no reason for altering the natural harmony : a simple transitional chord
leads to the first inversion of D minor for the end of Christus :

¥. Chri- stus

(==&

o/ L4 9 L4
| ]/
h -

5) The melody now invites the chords of D minoror F major; after E
in the bass, D seems preferable; but as a chordal change is demanded, if
possible, on the subsequent pressus (which is also the beginning of a
vocalise on the second syllable of the word), we give it the chord of
F major, which could suffice as far as the cadence of the word;
nevertheless the horizontal episema on the A before the B-flat might
just as well be marked by a chord, i. e. by a return to D minor, the only
possibility. The monotony of the bass will be remedied by a descent to
B-flat (G minor being the only possibility for the melodic G) :

re= slr- gens
0 - . S
i 7 —
—— 7—?3—5—'1112{{' ¥y
. S : :
[t a
_____'l 9' L | |
): — & -~ ,‘Q!"- - P —_
= Ll ey R ——— o — H—
! - U I {4 A 8]

Notice the six-five chord (which, however, is not obligatory).

6) Looking ahead we see that a chordal change will be necessary on
the pressus-G (G minor) and then again at the end of morsuss (F major
or D minor). Since the pressus-G has to have the same chord as the

http://ccy

| '-f’jubilus, which automatically applies to jam

- oriscus, and the A ‘which ends the phrase. cede
':(c)gll?sufor G minor, and the A (preceded by C) for F major: for the

" beginning we are compelled to have

“ After that, melody and bass exchange notes,

»a‘tershed.org
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nd of resurgens,an intermediate chord is required and must be placed,i I1]f
ossible, on the beginning of the vocalise : here we use D mln_o’x' faga n
ith no change of bass until the pressus, simply introducing a six- oux;he
the normal way on the horizontal episema. The bass B-flat (on

' oressus) leads to the cadence of mortuis where we have F major in order
"o break the monotony of D minor; we do

not mark the horizontal
_episema that precedes it :

ex mor- tu- is,

§ T o B e e
e e e R e T |
e 2 —

_/Uv[ % | | |

S N N7 ) L. -
E—— et
_— ' [ !

Here again, chordal changes are reduced to the minimum.

7) There is no point in altering the harmony chosg:n for the end of the
7201 MOTIIUY *

mo- ri-

&*ﬂﬂﬂﬁﬁ*—:;azfﬂz
S A A
’ l

[ |
1 [§) &

ot __!__—“p____“_‘::

tur :

—$l

etc.

r~20
p——|

8) The vocalise of mors, which is difficult to harmonize, contains

: i - i ints : flat which is doubled by the
two important rhythmic points: the B-fla T;:e s (receded by O

major, but we take the first.
inversion in order to have contrary motion between the outside parts; the

i i indi ticipation of the subsequent chord.
melodic G is treated as an indirect anticip o e e At e

icipation (A and C)
. have, before the final note of the phrase, a double anticipa :
‘ ;thle seventh and the ninth respectively of the chord of B-flat:

mors -
~—Er:j:—\—'"— i ——rg-:lﬁ = = —
ﬁ.ﬁ!ﬂ;’: ‘—E_":"mi:g:ﬁ_ " ';d-‘— 5o —{—
. Y e - —r“-"—r‘l i -'l". 17:/1 \-—/r

| [ e | | L
B R ="
ot ==t PP I (a0 — ;_n_Fcr:__.?__u___

I i r"’r co

No change is needed for the repetition of the melodic formula.
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PART 1I. — PRACTICAL STUDY OF THE. REPERTORY.

9) We can now
using a six-four on
for the end ‘of the phrase
horizontal episema being an

hold F in the bass up to the end of the word. B

appoggiatura of the subsequent A :
e e
pe !_'_1_,._3_,_';_..91_[{.‘:
.r \————.——-—’i \—‘:-:i T
|
r ",l, — b‘I.' ."' . I

o

10) In the cadence of witra
the pressus (see the Communion
also mark the end of the word :

» notice that the principal ictus is on
Beati mundo corde). Nevertheless we

ul-tra * non do- [mindbitur.]
e et T : =
ik oy ~——H
- et E Y —
| i ' etc.
p. ] I e
o3 & —F%—yg —
P i 2y 2P 2 C ﬁ
1 =
\

We now connect up, as we have alread
harmony of the end of the jubilus.

In thi i
harrr;o;}:’s. melody, we have strictly observed the laws of hexachordal

v done, repeating the entire

IV. INTROIT v STATUIT.

(First Mass for a Confessor Bishop).

The Introit Stazuzt employs both B-flat and B-natural and thus makes
use of all three hexachords; without admitting the authenticity of the
flats, we cannot disregard them in our accompaniment ; '

lwp, , 2)

T e
3 - S T o e i i - o=
65— .\t._ﬁ.a_,___i.:EEE:IE_,-_.r:;_,.._

Sta- tu- it ¥ é- | DG~ mi- nus te-  stamén-

PR AL — ) R ]
y’ e e e Y T — R T
Qe =T ——— '—g"'c“—.u'—;‘l*—yﬁ""—‘p;@:d—?‘;l:l:
o A R . " R i i g 8 T
tum pPa-  cis, et prin- ci-pem f4-  ¢it é-. um:

this pedal, we still have the fundamental chord of F
{post-ictic cadence), the G marked by thc:

http://cf

1 This settled, we naturally begin with
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[N(4) g, | [N ()
A:'=AF,!= P e

e pﬁf’&ﬁt‘a—"—"—‘fz‘@—w—,

ot oy

ut sit  {I- i  sa- cerdd-ti- i digni- tas in

i

num.

‘Of course, all the B-flats could be treated as un.essential notes, and in
hat way B-flat could be avoided in the accompaniment; but it occurs s0
“often in the melody that we prefer to make the usual modal analysis and

% follow the harmonic principles we have enunciated,

‘1) First of all note the position of the vertical episema, and observe the
1 cadence of Dominus (doubled clivis) which will come on the first
‘inversion of G minor. The second syllable of Dominus will then have

1t bave a chord other than G minor (e. g. D minor) so as to give the

cadence its proper rhythm. ‘
D minor; if we use the first

- iversion, a slight movement will transform this chord into that of F
‘major on the end of the word Szazuit, for the sequel requires F major :

- Sta-  tu-it ¥ é- i DS~ mi- nus
1 ‘—‘?"" NN NTN _(fl i ol T |
&:iﬁzﬁ‘ _ﬂ_ﬂ___!__l___l_;_.l_gr_’ ’a__"‘;‘:ii‘;‘_[:j:
v w(e - ‘
! o ] .
| ——— i, o
e
. el e et
T ‘ T T i ia )

The pressus is marked by the movement of the alto, which is sufficient.
B-flat does not come in the accompaniment until the end of Dominus,

“for we have to be careful not to exaggerate its importance in our
harmonic interpretation. :
2) Furthermore, we ought not to remain on G minor for the beginning of

testamentum, nor on the other hand may we use E until it comes in thg
Hence we begin with D minor (or F major). and the compoun

melody. . '
cédenge(torculus—and—punctum at pacis) has the usual bass for such cadences:
te- stamén-tum pa-  cis.
_9—— N i j-—l_'— —:HE
.rff'-d_—w-—'*:—,—a _,_,—k—l, P
| S| [ - -
| —_—
) | e~ 1
d L & r J T

B

==

R e g ] t

(B-flat is avoided as soon as the natural hexachord returns).
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3) We cannot treat the two G’ 7207

g s at principem i
e ] as une
’ ”:&ghtfno)t.to_mark t.he weak syllable of a dactylic Ssengal o
-VJ):llab/f (}757?&]’5}0: in fact we maintain the Tnciple that g oecon
sylladle of a dactylic word (i, e, i
zetic, ought never to be marke(a’ n e eiompan ey Hable), <
single note in the melody. .

We therefore prefer to mark the G on the second compound b 3
. sy eat
possibility, is ngi

the accented syllable (alth i
ented ougt i
pe’rlfect), giving it the c(hord o%]Cthls soltion, the only
his links up ver ith j
[ y well with F ma
ilit;xachord of B-ﬂat, thfe ictus of the salijcus requires G mi
n), and we finish with D minor at the end R
would be monotonous), We therefore have :

(first inve
of enm (F major agairrl

et prin-

ci-pem fé-

cit é-

U i i ) :

nquestionably the modulating tendency of the B-flats is very feeb] 3
€eebhle,

ess to use E (e. o, in |

we have analysed as b A
! elongin 3

produce a strong Impression of a * ]Zad%néo. 1

save perhaps at the end of Dominus (*). Neverthel

the chord of C major) i

jor) in the passa
the h,?xachord of B-flat wouldp S
note”, which is altogether o

A osed -
grasp this, it is sufficient to pp to the atmosphere of plainsong. To

write :

€- um :

T~
| ==

==k

Even though the modulation is barely marked in the melody, t
7, the

aCCOInpanullent must IesPeCt the ulOdal IUIes — eXCept In cases Whel] we

completely disregard the modulation by systematically avoiding B-flat
329 - .

At ut sit ill7 .
Ei)ccurs i].:zz;lzlle/zrg:]glg-vc? ;ndlcaged the natural hexachord, although no
o oS, in the mel Pf/ or this passage without any.se;ni-tonebleads
b e bexacord of -natural and the accompaniment is practicall
e transition; otherwise the B-natural of xac‘egc;jz';'ciril};

( ) '
esides, we hav ready expressed our douhts about the authenticity of th
B aes e al y y e flats

http://g
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1d not be if the melody were unaccom-
the chord of F (first inversion). The

A minor, and the end of the word the
ord of D minor, suggested by the descending fourth of the melody.
nere is nothing else to worry about except the compound-cadence
¥ rinula (torculus-and-punctum) of dignitas. Although in a protus cadence
D, B-flat is seldom important enough to justify the plagal cadence :

‘extremely harsh, which it wou
nied. Sz can therefore retain
-ent of 7//f can have the chord of

yet this secondary protus cadence on A will quite well

because of the previous context, and in that way

e melodic B-natural will be less harsh.,

We therefore write:
ut sit - 1i  sa- cerdd-ti- i tas

digni-

]
| P IO WO WO o WO s s S —
:d.—_’_——*:——z___v:g:tu_T_-_'j?:d——“*_ = :—EH:

Iy #—
AN )

N
':\'\\J 4
¢ T===

-7+ :

I i I

e |
4.

|
2 <

!
e
T 1]

a

b

rd

-.—-/U
The cadence of dignitas (£) is sufficiently emphatic to have the root
ion of A minor, in spite of the mere half-bar that marks it. Besides,
which are so easily “brutalised” by the

to avoid the root position except at final

- posit
1 'it is only for tritus cadences,
[ accompaniment, that we have

{  cadences.

the natural hexachord, in which we
Notice especially the final compound
(on the ictus immediately before

" §) The conclusion reintroduces

avoid B altogether, even B-flat.
cadence of @ternum, where the bass D

~the quilisma) must be preceded by C or A.

The preparation of the tenor suspension leads to the doubling of the

melodic G:

tér- num.

ae- .
P T

T~ e~ )
l:\‘: - — g____.u__
< o ==

(*) Compare the previous cadence of lestamentum pacis, of which this is a transpo-

sition a fifth higher.
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88 PART II. — PRACTICAL STUDY OF THE REPERTORY.

In fact, if the melodic G is not doubled by the tenor, the suspension ]

being unprepared, becomes an appoggiatura.
The following solution is defective from the rhythmic point of view :

N _ av
- 0
lé:.;%——l—.‘-ir—t‘m =3
. ~
1 —~—

T . r
N |

=

= 1)
b »— o --fp._H_~
{ e —H

- If we admit a discreet B-flat, the following cadence is possible :

M

0 -

| S .~ - !

[ —e- o s s e = e

§T-l" 39 e el —
| ~—i| I' M =

But it certainly weakens the character of the melody.

| =

Ty — =

&?ﬁu—ﬂz
-

! I etc

| —
N v

):—% —
7 ¥ 0 ﬂ_ ~
] — U=

Again we could have:

On the other hand, if the bz f i
tenor G could be taken as a se\i:sritf?: the cadence-formula is A—D, the

. o .
e
o 0T
I
| I ete
=
= ———|

g h % y
Ihls dOU 31111 Of the SeVellth 1S 0111 momentar a]ld the Wllt“]g 15
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Finally there is the pdssibility of :

_ with a complication in the alto which is hardly noticeable at the

key-board.
Looking back, we see that only D minor is suitable for iz, We can
make a chordal change on the ictus of the salicus and write the first
inversion of F. And that links up with one of the proposed solutions for

the cadence:

in ae- tér- [num.]

:2,:;-;:”:2;-:-—'*“,§__;___H:

AT T I e e

el el ™ e o B L
T *

[

| | N l‘/___etc.

3:._;h= 0 JA:I 10 @y ) |

Pt - 9= 5 —

___.t___r';______r /—’_—_-E_L—_ —f=

When we come to the other modes we shall have occasion to study at
greater length the combination of the hexachord of B-natural with

" the natural hexachord.

V. COMMUNION : PASSER.

( Third Sunday of Lent).

The Communion Passer has its final on A. This is the only way
to write it because of the modulation by which both the protus and the
deuterus are established on a single tonic:

ol
4 A} " (1]
=8 ) ——A H
Z;v‘ t “—H
Protus Deuterus '

If the melody were written on D, it would be necessary to introduce
E-flat for the deuterus. But neither the protus on A (hexachord of
B-natural) nor the deuterus on A (hexachord of B-flat) prevents
modulations to the natural hexachord: thus this Communion is a

atershed.org
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magnificent example to stud \
I | y, and we shall see that i
important cadences is characterized by a clearly marked xnodel?l;}éioif" e

PR

. oy A e

%"“M—“—E'—%— oty
e

Pé . * - ;— - ’ . . ’ M
§- ser ¥ invé-nit si- bi dé-mum, et tdar- tur ni- dum,

o (f) _ oy = 117 ] [N
y SR o '5 T B T T o ] —] P i st
@2_ P — P s e s A Bk e L
V—-U. —F f—t— 1 b~ — A —— S T
u-bi re-pd- nat pul-los  sd- 0s altd-  ri- a ti- a
n o ® o "\ Fara (4)_ ]
o o e e LI——
o » T - > i
g S
6- mi-ne vir- ti- tum, Rex mé- us, et Dé
% 1 IN(5)
E > n I - >
. D s i e s A B 3 — £ et B
y_u___-_.:__g#_u_t"“—i‘ E:-éﬂ:[‘:—
us  mé- us : be- a-ti qui ha- bi- tant in
p T et . o (©) 1§
{u = T ,i;? e r} := 2y q r P t
o v / » o—F—p » o —
St ' 1 T t7 S—i— !'J L(’ 1 |- I'J (‘ZL I.
dé- mo td- a, in saé- cu-lum saé- cu-li l
A (7) ) |
- ; P InY ) 1 )|
o —R S oo :li
1l
lau- déd-bunt te.

There is a half-cadence i
n the protus on D at nidum;
ad

;aieé?:fdzxs) CAdat Su0s. é& haJ]Df-cadence in the protus on D at vz'rjzﬁzi:fl: ;

adence on G at Deus meus. A half-cad i s
on E at domo tua, the final cadence in t e Mo terns

: K e in the protus on i

melody is planned out by its modulations. P A Thatis bow the

In practice we trans i
: pose this Communion a fif ; i
at the same time we transpose the modal elements -th fowers notice how

-;trﬁrj%~-1\—“h*ﬁ—————“~—'——a- =
22— o—o—o— oL 0 5» — } o -
\3% O Tt d s —y
TP N
Pis- ser * invé-nit si- bi dé- mum, et tar- tur ni- dum
’

1) This phrase being | written in th igi '
) e ori 1 i
}ﬁaxachord, excludes })oth B-natural and B-ﬁatgfleloam ttg}e{taélc]ortr:1 § n_atural
ence, a fifth lower, it excludes both E-natural and E-flat paniment

http://d
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The intonation obviously implies the chord of B-flat (), but the sequel

““up to nidum calls for G minor, with a transitional F major at si6z. That

follows from the nature of the melodic intervals. From the rhythmic

. point of view, notice the end of Passer (which is also the end of the
" intonation), the end of domum (a post-ictic cadence), and the end of
" idum - all three can come on the chord of G minor, with intermediate
" chords at sibz and before the end of nidum. That presents no difficulty.

-, 7 7
Pas- ser ¥ invé-nit si- bi dé- mum, et tar- tur ni- dum,
G— S e 5 s B ot e co o s = i
foND— e —o——¢ o——y- % E—J—O—-iw‘__—-l—;::ﬂ:—j'——; —
72— 4 o o—O———
hNava v o . L ﬁ:.__—
8 P o
—___f —1 [ s
i | f— P
o " 4 _* J‘ A 4 J_,_ -
" = —F Z —t—H—
9_‘ sttt R =l t (m i —

2) From the beginning of this next phrase, E (in the original) is

" avoided; but as B-flat does not come until later on, the modulation to the

hexachord of B-flat is not determined until pullos. The transposition
gives us: R —_— .

' — o~ —
W“ﬁ:ﬁ,j:ﬂ:iﬁ —

u-bi re-po- * pat pal-los  su- os.

As soon as possible we avoid A (the equivalent of E in the original),
which is strictly forbidden for the modulation of pullos swos. This
deuterus cadence must have the chord of G minor. Harmonic_ally
speaking, the plagal cadence is required : therefore we need C minor
Lefore G minor. _ This chord will be very well placed on the second
syllable of pullos; but we shall have to keep it at szos, and treat the F as
an unessential note : in order to give this note (beginning of suos) the chara-
cter of an appoggiatura, we put E-flatin the bass (first inversion of C minor):

u-bi re-pé- nat pil-los si-  os.
. —

Scoerremreeee B
M -
=

o
vie . ‘—__:_
!

20 » . A
"f'“"' f\-/t\-—/l

|t
i

A——

. o |
) 7 f £ 04- /{0 '__”H:
7 ‘}7‘ P a8’ . n H__.
T

T

Notice the alto suspension, which occurs naturally and provides

an excellent link between the chords ().

(*) If we read G for the first note, we recognize the characteristics of mode 111
and this impression is confirmed by the cadence at szos. From the paleographic
point of view, the initial fourth should be a third (compare the Responsory Omnes
amici of Holy Week).

(*) At the end of reponat the F must not be treated as an unessential note (the
principle for post-ictic cadences); besides, this F is repeated.
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3) Immediately we return to the natural hexachord (no B), which in
the transposed version becomes : .

5 o s Wt S s s s
e e e e e s *'—'—.i:;’:H (no E).
YA -y g

altd-  ri- a ti- a D6- mi-ne  vir- ta- tum,

i

The first inversion of G minor is required for the cadence of virtuzune -

(a doubled clivis): therefore do not introduce this chord on the previous
syllable; on the other hand the end of Domzine is a post-ictic cadence, and
for that reason we treat the pressus as an -appoggiatura- of the
subsequent note.

For the beginning, G minor would suit well enough; but F major,
which the word #xa requires, would then have to be put either on the end
of altaria — in which case there would be a double anticipation — or on
the previous ictus (last note of the torculus), where it would break
the unity of the neum. The best plan is to treat the first two notes of
the torculus as appoggiaturas (upper and lower) of the third note;
the bass is thén much simpler and the rhythm better; a six-four chord
{on a short pedal) — or a passing-note in the tenor — enables us to give
the end of Domzne its rhythmic importance :

alta- ri- a ti-a Dé- mi-ne  vir- t- tum,
o — o N e =N o mmeum
jmra PO i T o W S ) A . VR aoatl S | 3 H P (1)
[@’r‘ﬁw‘s.‘."'a"':;im‘sj i
U—‘_‘f s # 20 : /] P'\/ﬁ' -1 ]
s S (S 4
{ A {— i 1
—— D |, N | | 1 1
! g = P PR TR o
[,n, —F F—r— —— e — H
v fv! ]‘/ o

-We are not obliged to mark the “repercussions” (whether at reponal
above or at wirtusum here); nevertheless we have modified the disposition
of the chord, doubling the bass in order to give the D the importance
of a fundamental and to makethe B-flat sound like a sort of ‘appoggiatura
of A, The chords seem to be better linked up that way.

4) The semi-tone of the natural hexachord is now avoided in order to
lead quite naturally to the hexachord of B-natural, and. the cadence
of meus is obviously a tetrardus on G. In the transitional passage and
even in the hexachord of B-natural, transitional chords containing F are
possible because of the connexion with the natural hexachord (see Part |
on this point). By transposition, this F becomes B-flat:

%Z—!‘i“'-_; s s B : N 5";_:'* B O B S o _H:
L y—3 ¥ T Vo ¥ oy i3
Rex mé- us, et Dé- us mé- us :

http
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D minor is required at Rex meus : nevertheless we must see that we
give it its rhythmic importance at the end of meus (by means of an
T termediate chord of G minor). Then we must wait for E (the equi-
valent of B-natural) to come in the melody before we introduce it in our

accompaniment. The rest presents no difficulty :
Rex mé- us, et Dé- us . mé- us : mé- us :

_9__" — ___..._}__.;_.

s B s e T e e h = —— Ex
TR ety S ™ o v e e e RO Syt s B
e e =V e T

B ol l P 7 ’
!

-

(

l
LN }
]

Q“%

—T9lq
~

TRY
B
"r'or
I

jod
i

: 3) The return to the natural hexachord is carried out very Fautiously

" in the sense that the whole of the first phrase lacks any semi-tone and
by this very fact belongs as much to the hexachord of B-natural as to the
natural hexachord. Nevertheless we take good care to avoid B-natural’
because the melodic insistence on D and the descending fourth rather
favour the natural hexachord. Consequently the post-ictic compound
cadence of Aabitant has the first inversion of D minor on the horizontal
episema (G minor by transposition). .

Thus we have: -

be-  4-ti qui hi- bi- tant

ol J P — —
| NN -—1-‘—:—.“"'%—ﬁ“\—>— —
e e T e R |

- ° — ¥ 4 )
[ R |

!

I b4

] o

LI 1IN

&

P
= b
vV _ 2

T
T

i

3
1§ —
§l—
1

i

“Tel®

The natural hexachord is clearly determined at 77z domo tna: D minor
is required, with a cadence by means of C major or A minor, 1. & M
our tranposition, G minor or B-flat major followed by D minor, thus:

L § g

in dé- mo td- a,
lﬂl; ™ ll’ - . —— 0
- : @ T i
o

[T

q;._a
7”n Py .  {
Y | ‘7 bd L4 ——H

y, on account of the horizontal episema; but

) Wi % the final clivis especiall
O o o 5 beginning of the final syllable.

a passing-note (C in the hass) marks the
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6
) The melody now leads to the hexachord of B-natural

therefore take care not to use B-natural too soon
Here is the transposed version : .

:&x _:l_!-. = —
O

in saé-  cu- lum

. 1f the chord of C is written immediately on the end of the word (E i
is

hele the equlvalent Of B‘“atulal), 1t comes as a Surprlse and even see
ms

to introduce an undesirable « leading-note ”

K ’ Communion Beat: mundo corde ) -

{ in saé- cu-lum saé- cu-H

I — ——

&_ e ST e e
L~~~ < o =
‘ S S—
—N_ I m——— N ]

3 P
—L/‘}V, » 3 <= Rt —

< B ———

= & » —

i 7 —

7) Iiﬂa”\l we haVe to Considel the fole) (o] - ormula rotus
) t
: : mp und Cadence f p
on A he);achord Of B-natural); 1ts acco “pani“len 1‘5 facﬂita_te]d (b ”1
1% €

possibility of F (by transposition, B-flat), which has been heard so often .

all through the melody.
T .
wo chords suffice (C major and D minor in our transposition):

lau- - dé-bunt  te,

— g g & N———

v, =‘—_p_"—J-_¢LH_:.
|
|

R SUE WA

| '
g:@:%t‘j—;:f

This melody, which i
) y, which is so eas 51
y to sing a i

:QZ};giibfr Ey the organ accompanirnent,g i gap‘g'lla; lsfaglf:eﬂ o
‘accompanimeﬁta complete absence of analysis. We believe i/'haltnotdlal .
accompanime er‘:ﬁ) ;—;zggsilioes‘ not misrepresent its character and th;i
mclody stcn by oo singers, precisely because it follows the

Toc i t
o rc{):;)iugfe E:ht1s practical study of the authentic protus, we now giv
2h xample of 2 C}cl)g;g pe?al. 1r11c order to show that B-ﬂat’(which wgﬁg

] s of six-four and of aki ,

al ) f si: of the second

much easier) is not indispensable. Indeed ?f ’\:éal\{\iggtaapi(:gl tC])U

, strictly

creetl at ﬁrst at :reculum, then decisi vel at secul, W € m ;
. ust

“ _syllable has a rather long vocalise:

treat the . It is therefo >
E as an unessential note (a changing-note implyriigbelg‘jertﬁo i
’ y the

rest f the phrase pre ent y ut he cno ust come on th
(o] Si S no d]ﬂicu]t b ;
3 h rd m e 1

elld Oi .m?c‘u/z (t]]ls 1sa dlﬁelent case fIO”l the pI €ssus we I)Otlced m ”l
€ B

1 enfeebled.
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xachordal accompaniment, we can have on a pedal D, first the chord
hord of the seventh), that

‘D minor itself, then that of F (generating a ¢

A minor (generating a chord of the ninth), and finally the chord of
(forming a chord of the eleventh); moreover, these sevenths, ninths
d elevenths enjoy the freedom they usually have on pedal-points, for
e text-books tend to regard a pedal as a sort of unessential note, the

ords above it maintaining their autonomy.

The tonic pedal is especially useful in final cadences when the last
in such cases the tonic D, placed in

ed to the end of the melody. Here

the bass on this syllable, is maintain
| Timete Dominum (All Saints) :

J4is the end of the verse of the Gradua

.bé- no.
{: P N o~ !
@:’_'i::"-"'—s_ PR e L = N
ri—f T2 7 “prs=
) Ly 4 v|/| L
';l : » j’g‘ & & 23— *
Tt
P a1
jri

| (1) Here the melodic F implies E (an unresolved appoggiatura).

" Generally speaking, there can be no doubt that hexachordal harmony
“lacks variety and that the introduction of the seventh note of the
" heptachordal scale provides very great facilities. Nevertheless experience

- proves that the accompaniment proposed for the Introit Exsurge, for
~example, contains nothing unexpected, and that, without possessing any
| intrinsic interest, it interprets the melodic line as faithfully as possible :

-"if immediately afterwards we try the other method, using B-flat, we are
forced to recognize that the modal character is thereby singularly

. 9. — The Plagal Protus: Mode IIL
1L ON D. RESPONSORY: COLLEGERUNT ( Blessing of Palms).

n written entirely in the natural

Melodies in mode II are very ofte
the harmonic material is exactly

hexachord. Apart from transposition,
the same as for the Introit Exsurge, already examined, and for

numerous passages of other melodies in the same hexachord for which we
have used a purely hexachordal accompaniment. There is no need to go
over the ground again. Nevertheless we must notice certain passing B-na-
turals and B-flats which do not perceptibly influence the modal character.

http://ccwatershed.org
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Here is the intonatio ; : : ’
n of the Antiphon Exsur i . :
0 phon Exsurge (Rogation-days) : Nevertheless we must be careful not to allow it to come on the chord o
e ——— by 1 -of C major. But in the sequel, as we see, E may very well intervene ‘in A 1
o “_3_1?7 et " the alto. In such cases, therefore, the same restrictions obtain as if we ;
E , oy “were in the hexachord of B-flat, but only while B-flat comes in the melody.
xsur- - mi- g . .
ge D6- mi- ne, - The Responsory Collegerunt contains both B-flat and B-natural in the
T ion i " ) “lower region of the scale : it is therefore a very typical example:
v tffl:aingdul}gtlon is very clearly marked, but it goes no further: hence | : 7R ’
he B-natural as an unessential note: ‘ : (1) _ o~ A v _ P
: § e —
rYs.n e @'{_ﬁ '__;,#',,‘__;__% i PO e G G g i
|t s . = A e o Ly ——
] CET Sadie MR Lot
v - c .:#'J -3- n . Col- le- . gé-
AT e SR _— @ R
(o A Ty et fm— e e— —= T
ELiiEas —= G ST e e
——a NS 5 2T’ - B
In this tr iti . i * {- - _ri-saé-i  con-
(  this transposition, D-sharp represents B-natural in the 6ricinal) runt * pont fi-ces et pha-ri-sac-] !
Of?hf ﬁnag cadence (identical with that of the first main divisi(';]) of .th = @ . = . () =
Jiertor y ; . s e |- " — %
a B-l’lat}ll.l ralg f;ﬁ{cul:m’:g (r'l{‘l‘;‘;eliit}rfr;thnrdﬁbupday after Pentecost) contains |- @:m*——_—:g—’b;@—d—i e = =
ized i . more fleeting and which sh iy dg T A ‘
emphasized in the accompaniment : g - ould not be . o H-—'t -;?n et di cé " bant: Ouid f&
0 - ’ - - . = -
§_" - — 1l ©)
< e T i s e | B e e =
oA L e e e sEEE
. - A . - +
, te Démi- - ne. hic h - 1 < Nag
1 -Epti—x= P e— ci- mus ui- a hic hé- mo mul- ta si- gna
é?&g}"j ___,:sv— N ] i e ’ 4 ( . °
Accompa T rER e e e P S . ) _ —
e I T | e e
: . 0 B e e T N e
. .——-J——-J::-\ ! dl . J[ .' ' t ~ . . g . ,
95&?#’ g% o= - fa- cit? Si di-mit-ti- mus e- um
. Dt 0 —— —
. = T p——— —J=
Ol’l . . . i i gpe— X I—’_L - = ‘.__FA’ ——— s
(Whoset'gfltggx}li{cist’;j?’ e Arlltlphé) n O doctor contains a solitary B-flat .W;“'—_—‘;‘J—:ﬂ_—.‘.- fd oyt t:
1s more than i : i : : ‘ : c .
the accompaniment : oubtful) \KA’hICh must be disregarded in : ?1;:, 6- mnes cré- dent in é- um :
. . - 9
O - n —
[ eoererrea=a=s B == e e ==
I e | e e TR
] ) s N , : ~ B
I~ et - Ne for-te ve- ni- ant Ro
5‘,—:’—;’. .I. 'J' ) . : £&H— —
==, " B
' ; : i= , . d-v—';&—-—i—i*‘—‘-%——i-"—'—d——r’-ﬁa———i-%—-_i—i—'d e
(*) Of course; the D-shar X ma- ni, et tél- lant né-strum 16-
= L LOutse, p can be considered as a harmony- .
lhéﬁ;f;vl;:)‘;?se';:& P}:C(eg on the previous note, robs it of t(l)lri’gl 2l$;iact§l}‘t tf};iem‘i:ll':tgfd of t —— )
diminished fifth. FI)n reai?tjzt"l‘ﬁ)hwt%:Olgldarlzjcri)dte}:smgdha first inversion of a chord og";‘l‘; -| ; g T }__q' =
being implied after the G-sharp) on the single CEOrd—s()faE?s}?::pP;si?g?-nmes (F-sharp ’ " ) -—-—d\—w——ll
» : cum, et gen- tem.
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98 PART II. — PRACTICAL STUDY OF THE REPERTORY.

Strictly speaking, none of the lower B-naturals modulates. On the
other hand the B-flat of conmcilzum clearly modulates to the hexachord of
B-flat. The upper B-flats, at omues and at gentem, are very fleeting and
can be disregarded. Hence the modal analysis is very simple and we do
not indicate it.

We transpose the melody a third up (onto the final F-sharp). In

.consequence our accompaniment will contain no D-sharp (the equivalent

of B-natural). At the cadence of concilium, D-natural (equivalent of

B-flat) is obligatory and G-sharp (equivalent of E) is forbidden.
Although the two upper B-flats do not modulate, they justify the use in
the immediate context of B-flat in chords of movement (D-natural, in our
transposition). For all the rest the accompaniment is hexachordal : our
fundamentals are therefore : F-sharp minor, A major, C-sharp minor,
and E major.

1) The beginning is not easy to harmonize :

S Sy
= ;¢ T etc.
sERETEE—— s

) -d—-'L/—‘j‘

The descending fourth of the melody indicates F-sharp minor; the
B can have nothing but E major. In our accompaniment we must avoid
fifths, for we already have C-sharp in the melody, then B — both of them
being fifths of the two fundamentals which are indicated as the only
possibilities. On the other hand; of the two notes immediately before a
quilisma, the first is the more important, so that if in this case we do not
wish to change the bass on the second, we must choose E. The initial
chord of F-sharp minor must therefore be inverted in order to avoid
fifths between the outer parts. We take the subsequent F-sharp as an
appoggiatura of E (to take it as a harmony-note would mean the chord
of F-sharp minor again). = This gives us:

Fal ]ﬁ = —_AN - - AN
) [~ ete.,
n_I | ’!“\’,{T-\ ] 1
e
4 = H -] H

The low position of the melody prevents us from bringing in the alto
at once. "

" — AL
- § . 7 g’ e
At a pinch however we could have : o e i —
T
Pt

The two subsequent quilisma-formulas, which are very much alike,
strongly emphasize the initial tonic and repudiate any other chord. In
order to avoid the feeling of rest, this chord is inverted, but the only

P
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possible movement in the bass is an alternation between the first

inversion and the root position :

$ - -
ﬁg“ e e e e ot | g
@—’_:i-o—'——’—o—,}-a—'—c—‘—ﬂ—.
.- R .
-—--—f’l\-r -_—/|\_1

Y V—

n B !A!,a—-«.!,—~l'

[
FE00%) M.
=1

T

Then in order to mark the change of syllable, we change the chord;
the melodic F-sharp (D in the original) must be taken as an appog-
giatura of the subsequent note, and this leads quite naturally to the
initial formula which the melody then repeats :

- -

i ion i i the
But if we make no alteration in what follows, we shall arrive at ti

cadence of the word (compound cadence formed by a doubled clivis)
without the possibility of a chordal change, which would be a grave error.

We - therefore reserve F-sharp minor for the cadence and continue
with C-sharp minor, thus :

o
[nrﬁ

| T ,

A 7
|

.
.

7

X

-y

T
T

&
..l::

-

|
z
rz)

e

It is of minor importance that the last chord isin root position instead
odic cadence is not conclusive : we

ing i ted, although the mel
givtc)telanl%e;é‘;? lrpoir;ted out that harmonic cadences in the protus are ncl)t
very decisive and that the fundamental chord can be used for simple
half-cadences of the melody. , .

It will be seen that this long intonation presents a number of serious

practical difficulties.

5 ct little ts hardly any.

2) By way of contrast, the next little phrase presen 1
Of )couxyse we avoid marking the D-sharp (B-natural) and breaking t.hlc
unity of the torculus on the accent of pontifices, so that beginning with

/ccwatershed.org
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~ the root position of F-sharp mi i i
] p minor we could end w i
after an intermediate G sharp: with the first fnversion

fi-ces et pha- ri-saé-i

onti-

But the melodic D-sharp clashes with A in the tenor, and to avoid

“this it would go bett i j
e e g er on a chord of C-sharp minor or E major. Hence

4
==———=rvrea
I =5 d"ﬁ ;_,__l_:_,'hv__,'_r_ﬂz:
: N e
Yy l?; i
- _\ol\ . S
S
b v [ ® 19§

To avoid the added sixth, which is excellent however, the tenor might
go thus : ’ :

(a} in unison with the alto

3) '.I‘he two following groups, which have occurred before, will have
Pracucally the same harmony, but the tenor pedal can be maintained as
a (sif;venth: The melodic fourth C—G (E—B by transposition) at once
indicates its natural chord. But this chord (E major in our transposition)
canr;]ot afterwards be maintained because it is excluded by the modulation
to the hexachord of B-flat (). We therefore adopt A major or F-sharp

minor, and then establish the subsequen -
oinor, and then est quent half-cadence on the first

&' con- si- li- um
%ﬁﬁi S T —' " — {8 —
g i e e

e
q'u n [ g ey | } | }
sant—— ¥ ¥ o { — J—
) T HT—
)4 . » M— [5 o
P LT ‘

(") The melodic B-flat excludes 1
panted by e o oAt oxcl ésmi}:zr(fhord of C, and the cadence must be accom-
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The bass leap G-sharp—C-sharp (with a chord of the sixth on
- G-sharp) is not elegant and must be “ corrected ” at the beginning of

j‘_-h the next phrase ; but we could have :

—
jon L
o =]

v e T v
-

—$

)

Ty
2% I
1.

(~_“

z
i

4) At the beginning of the next phrase we can kéep the chord of
B minor, which will naturally change to F-sharp minor on the beginning

" of dicebant because we now return to the main hexachord. The ictus of

- the salicus must be treated as an unessential note, because the chord of
F-sharp minor (the only possibility) has to be reserved for the cadence
(a compound cadenee formed by a doubled clivis). We therefore have :

et di- cé-  bant:
o ut o =
gﬁ:n___..___—_ﬂ——"'h\ ] :—-N——-f\. 7 S = |
ety ey el —
[4 P ~|
[
i !
Y YRy ;)
oY 2808 o &2 =z H
) o a0l 2 ) = H—
ey —— } ' b

{

5) At guid facimus the tonic chord is very clearly indicated by the
melodic contour; but the lengthening of the torculus on the end of the
word indicates a thesis on the first note of the group at the expense of
the subsequent pressus; hence, for the B of the last syllable (G in the
original), we choose the chord of E major; this chord is maintained till
the end of the syllable, but a subsidiary movement in the tenor preserves
_ the appoggiatura-character of the pressus. What follows offers no great

difficulty, but in accordance with our general principles, the chordal
change comes on the last syllable of /omo and not on the last note:

Quid fa- ci- mus, qui- a hic hé- mo
; = —" [ ) T ) T
# — g i S e s i e |
e ==
LA S (U R S PR ol
—— | ) 4 e = i
N LA [ 400 = fu f 2 40} od 2}
9 & 4 y 0 7] f 3 ! L4 T H
2f D i ; - ; : H—

6) In order to have the maximum number of harmony-notes, we
maintain the chord of F-sharp minor until the last syllable of signa,
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which has C-sharp minor; i i
b ! inor; we now link up with the form
written for the intonation, which provides the cadence of faﬁz';‘l }a already

mil- ta si- gna fa- cit?

r— —a = = MV
ESrEee— e e
T

f—T=T M e P

P

&,
. gy
ﬂ“?el/_\;' - ~|

] }

- s -] H P y

% g -
- = i

T~

T

e,

:thi7s) C'gge next phl.'ase offers no .difﬁcu]ty except the cadence at sic, since
aveid g g}lcehreqmres the first inversion of F-sharp minor, we Cai‘efull
is chord at the end of eum, otherwise it loses its rhythmi)c,

importance at sic,; that is wh r
; v the first two note
of eus have to be treated as unessential notes : s on the last syllable

Si dimitti- mus é- um sic
u r
oy
7 ;.. ¥ 0—y—a-T-6—5— a’_i v —H—
ybi—z S s
) “.H- i " " ll I. A”
— il
(8]

8) The B-flat at omnes i
must obviously be treated as a i
n
gggcza buft afterwards (on the pressus) it is possible to use %?gzsteli]r?a;
che theootlmov;:ment .(D-natural here represents B-flat in the original)
her hand, since the modulation counts for nothing, E (G sharp;
: N

n our transpOSItlon) can V’ a.f Wald w Vv
nter ene ter
' S. Hence € ha € the

But above all we must not let D-natural occﬁr on the chord of E

And if we use D i :
n the ac ; .
melody. companiment, it must occur first in the

The sequel has to lead .
is easy : up to the greater compound cadence, which
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cré- dentin é- um.

Vo — . (— '
:i H .t 1. ! 1 | =) o
- ¥ g2 0—g-0—0—g—{—

| —— : =

TR
-

At a pinch, the previous context might justify a passing D in the alto:
:ﬁig i
Gt—*sys—e——1|
o & ]

A r T

without altering the other parts.

9) There in nothing special as far as et gemiermn. Nevertheless we

* do not consider the cadence at Romani nor that at locum.as compound
. cadences, in spite of their likeness to that of ewm above : this melodic

turn occurs frequently in this ®section (the end of veniant and Romani,

‘then at ez, on both syllables of zfollant, and finally at Jocum) without

giving the tonic the importance we have observed in certain compound-
cadence formulas. Nevertheless the whole section indicates D minor:

" hence there must be a secondary chord before each important ictus that

requires a special chord, viz. the beginning of wveniant, and the endings
of weniant, Romani (doubled clivis), zollant and locumnz.

So if we begin with the chord of F (1), D minor comes at the beginning
of weniant and continues until the pressus, which (treated as an. appog-
giatura) has the chord of A minor; we return to D minor for. the end of

" the word; the end of Romani (which also requires D minor) demands

that the first two notes of the second syllable be treated as unessential
notes on the chord of C major or A minor, otherwise there would be no
subsequent cadence in the accompaniment, The same applies to the end
of zollant and the end of locum, where we simply have to repeat the same
harmonies. -
Remember that by transposition D becomes F-sharp, A becomes

C-sharp etc,, etc.:
Ne for-te vé- ~ ni- ant Ro-

(1) This refers to the original text given above, not to the transcription which
follows.
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- mé- ni, et tél-  lant néstrum 16- cum,

N R # - » 1 & [ T —t. : — 1- (4]
7 s B et e i e e e 7 H
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I~ N — T~ /"

: _d. ¢ J"“]. - < B il S
e —— ————7¢ z g——p
=t = : 22 g m— f

i

This accompaniment is not free from monotony; but the melody
itself lacks variety ; besides we have reduced our chordal changes to the
minimum.

10) The last section of the melody contains a B-flat (D-natural by
" transposition) which we treat as an unessential note on F major or
D minor (i. e. A major or F-sharp minor), but which subsequently
justifies ad Jibitum: the use of the same note in transitional chords.
Points to mark are: the beginning of genzem ,; the pressus which follows
the B-flat (both with chords of movement); the pressus before the
quarter-bar which (together with the subsgquent note) acts as a doubled
clivis; and finally the concluding cadence (doubled clivis).

Up to the quarter-bar, the appropriate chords are D minor and F
major (i. e. F-sharp minor and A major); but the pressus after the
B-flat (D-natural) must have the first inversion of G minor (B minor) or
C major (E major); after the quarter-bar, the usual cadence is required,
with the bass moving by step:

et gén- N tem.
NN S T S S L —_—
l' “"—-1".‘ T'.l,,:f.'.:;ﬂ N T = ]
T v e g {0y g —H—
-t ——= 'E Bi—at oW ¥ g , 4, 91
= ! < <
N ) L —
4 d - [ 4 a
[g i ) e e p— l. = L:
| ] i ==t
In##' A
=y
- -
|~
(a) or: e etc,

I
[
,l

The verse (Unus autent) presents the same elements as the first part
of the Responsory. Notice the modulation at #//7us, similar to that at
concilinm above; the accompaniment should be very restrained through-
out, especially in the reciting passages (cuimn esset pontifer). The B-flat
of wobis can be treated either as a harmony-note or as an unessential
note, and the end of the word can have either G minor (first inversion)
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or C major. The latter would facilitate the beginning of w# wnus

1-* (B minor, representing G minor; E major, representing C major):

Expé- dit vo- bis

\‘JII I’ . L. a

——f<———i

' [ dl 1

— 2 4By .
T &, = H Em r & H
—r i - 4 t i t— t H

(greater compound cadence) (the cadence-formula is broken up (*)

- II. ON A. GRADUAL : JUSTUS (Common of a Confessor not a Bishop)

A very large number of melodies in modq 11 are written on A, ‘noé
only in cases when the alteration of the semi-tone would have reqllm('ie
an E-flat in the usual position (on D), but also in cases where the me 01 Y,
if written in the usual position, would have descended to the low
Bflat: to this note they preferred F,and so they adopted A as tonic.
. This is the case in the Offertory Meditabor (Second Sunday of Lent),
which concludes thus:

(dilé)- xi
- A
4 ﬁui——ﬂﬁ\ — e Nt — N ——
@_ﬁ_—_q; S et " i o
o - ‘;(h)r T,, L4 -(_;;) _r_v‘ ! r. _r_
i | :
(] |

b ;l,/ — \5' g i Jo o o ;‘
e : : : ————

il

And so, in our transposition, D-natural may come in the alto over the

tonic pedal. o
& Simpilarly the Offertory Dextera Domini _(Maundy Thursday, Fm(fiilfnrﬁ
~of the Cross) has at the end of the intonation a modulation to the t

below the tonic, exactly like that of concilium in the Responsonéf
. Collegerunt. But the Responsory uses both B-naturgl and B-flat Sn.
. - therefore has to be written on D if the Offertory were written on D, it
would have the low B-flat at Dosminz, which becomes F when the melody
is written on A. We must also mention the Communion Cantabo
(Second Sunday after Pentecost) in which the B-flats of the intonation
and of Dowmino clearly determine the hexachord of B-flat.

The most complete type of mode II on A is the Gradual Justus ut

{: palma florebit. The modulation is not to the fifth below the tonic, but to

the fourth above. Furthermore, the B-flat of cedrus (of doubtful authen-
ticity, by the way) requires that the melody be written on A : this B-flat

(*) Short as the modulation is, it is nevertheless very clear and quite flcco.l‘(ll.ll% t‘o];?e
habits of the mode (Cf. the Gradual Jus/us). Hence the first solution is far preferable.
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106 PART II. — PRACTICAL STUDY OF THE REPERTORY.

should be completely disregarded both in our modal analysis and in our
accompaniment. We have the hexachord of B-natural pivoting on A as
tonic, then, a fourth higher, the natural hexachord pivoting on D as
tonic. In the hexachord of B-natural, transitional chords containing ¥
(D minor and F major) are possible in view of the general context, but
not until the melody has introduced this note:

NEERD) RN ~r NN

Y = T In 1 In] o ST M R D DR I .} SN B O . R 2} o .
¢ H P N Ha -2 4 o e HE | ! M [
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.J -
ne mi- se-ri-cérdi- am tG-
A . F (xr)
R r Jr ) —y ooy fto4» ]
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% lower it would belong to the tetrardus.
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per no- ctem.

We transpose this down a minor third, onto the final F-sharp. Hence

" in the hexachord of B-natural (the main hexachord here) our guide is the
i~ semi-tone G-sharp —A; D-natural is allowed in chords of transition

(B minor and D major) because of the context, but only after this note
1." has occurred in the melody.
1 hatural hexachord are determined by the semi-tone C-sharp—D, and in
1 this hexachord G-sharp is forbidden.
“on D (F in the original) belong to the natural hexachord, because the
" note is then established as a note of rest.

Modulations in the upper register to the

In the lower register, cadences

1) The mode of the intonation is indefinite. For if it were a degree
Since we must of necessity

choose either major or minor, we lead up to the first inversion of the
minor chord on the end of the word :

L u Jo-
G

I

SRR

Up to the end of forebit the melody calls for the tonic chords. We
must therefore introduce a secondary chord before the end of the word
(E major or C-sharp minor) so that the chord of F-sharp minor may
retain its rhythmic importance : .

stus

o

3]

P ut palma flo-ré- bit
-Sun—— P m——
V.Sl Y P ] I T Y N S 1 ) r: 1]
a0 ¢ L1
i EEE
k | I 8 | 8 ] 8
iy 2 -g4—
i i = me— 1

11 i I M a

We have marked the octaves between the outside parts. N evertheless
we regard them as tolerable because the E here is merely ornamental and
does not coincide with a change of chord. C-sharp minor would be
possible instead of E major; but then the bass, with its fall of a fourth
and return to the tonic, would be very clumsy.

 2) No change is needed before the ictus of the salicus. Here we
‘must take care not to use D minor (B minor in our transcription) which
up to this point is foreign to the melody: G major (E major) is the

ccwatershed.org



108 PART. 1. — PRACTICAL STUDY OF THE REi’ERTORY.

The B-flat must be treated as an appoggi ‘
nu ggiatura of

th_e subsequent note. In our opinion this B-flat does r?ot jugstify the

previous use of F major (D major) for the reason already given,

T?;lls c}:lhord va111 only a(;;{)ear on the B-flat itself, and the final G (E)

wi ave major major), so that the B-flat i

a1 S jor) e at is completelv

appropriate chord.

sic-ut cé- drus
|‘9—#u# i~ i S r— 8] 0
S e e e e |
gg—;—! e e e = s——H—e="3 i
A N S 7 T—T-T
—r e I L L))
i T — = — i U 3 L —
)igpn—2 ' 3 T > 5| a—H 1 —— H
21 —a—1] ! H— H
‘ f o  —
G-natural C-sharp is
over emphasized. forbidden.

3) The rise of the melody at Libani indicates the chords of D minor
or F major; then A minor is demanded because of the B-natural. Hence
by transposition, we have B minor, D major, F-sharp minor; the ictus to
mark are: the second syllable and the last syllable of Libani, then the
pressus, and the cadence (which we treat as a compound cadt’ance)' the
ictus before the quilisma and the ictus before the oriscus have less
important movements in the accompaniment; the oriscus (which is weak)
allows us to establish a plagal cadence-formula, as may be seen:

Li-ba- nt
nb# - -
[ =Errrs
e =
et 4 S —j—2 d_)
j’_#?fﬂ Lo —p £ T ; it : 3
— [ b

The gexaeral context justifies D-natural in chords of movement (i. e in
the original, a transitional F in the hexachord of B-natural).

4) The beginning of multiplicabitur naturally comes on the chord of -

F-sharp minor as it stands. But we must mark the vocalise on the
accented syllable. This A (by transposition) therefore has the first
inversion of A major (the only possibility after F-sharp minor).. The
quarter-bar invites us to treat the pressus as an appoggiatura (wi'th the
chord of E major in our transposition) and the same chord leads easily

(") Nevertheless C major is im i i i
Nevert| . : possible while B-flat occurs (i. e. by tran iti
A major is impossible while G-natural occurs) because of the Snodal gules vorning
the bexachord of B-flat. governing
(*) Is this formula a compound cadence? i i i
| ) 3 e? It is a question of interpretati
s!nght rallentando the first F-sharp does seen to ha\ge the principal pictu;mm.
we adopt the other interpretation. P )

With a
Otherwise

httg

' to the last syllable on which we

. the subsequent pressus without changing the b
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must write the tonic chord. We mark

ass. For the final pressus

(which together with the subsequent note acts as a doubled clivis) we do

not consider
osition which would determine a much too
his type of cadence is frequent (especially
interior of Tracts in mode VIII). Before 2

F major (original key) suitable, especially in

its root
emphatic tritus cadence.
in the- tetrardus: see the

fuli-bar, as here, it is better

to have an interrupted cadence : hence we write B minor, representing D

minor in the original key. (Before half-bars,
or the first inversion of F major; an inversio

full-bar.) :

‘ mul-ti-pli-ca-

we can use either D minor

n is too unstable before a

bi-tur

| “ﬁ—;:—'. e TN ;“'“—. NS ——ifjf*i:\——a—" P S—
gﬁ——!ﬂil‘dzgﬁ_ﬁgﬁr“_v’_‘; e i;_%%_ S
. A
Z

With the help of a passing D in the alto

bass, all the important ictus are marked.
to touch E, we might have had a
sometimes both possible and practical, thus:

7—6 suspension in

and an octave leap in the

If the melody had not happened

the alto, which is

We shall find the applicatic;n of this later.
Nevertheless we always reduce our chordal

5) Apart

hexachord of B-natural.
is permissible,
We have to mark:

At each of the two quarter-

note (post-ictic cadences) so as not to treat it

Finally we
the subsequent

typical compound cadence which concludes th

The tonic chord predominates throughout.
vocalise on the last syllable of Domini natura

ecwatershed.org

from an extremely fleeting modulation to the

(the natural hexachord), the whole of the next
In the key we have chosen, a passing D-natural

according to our general principles,
the ictus of the salicus, and the end of Dowmini.
bars we choose a chord suitable to the final

changes to the minimum.

upper hexachord
section belongs to the

because of the context.

as an unessential note.

must not overlook the ictus before the first quilisma and
doubled note; and in particular we must notice the very.

efirst part of this Gradual.

But the beginning of the
1ly demands G major in the
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original (E major in our transposition) rather than D minor (B minor)
which would be too emphatic here and which in any case is needed as a
secondary chord. :

Of course, during the short excursion into the upper hexachord,
G-sharp (representing B-natural) is forbidden.

Having settled these details, we once again reduce our chordal
changes to the minimum :

in dé- mo D&- mi- ni.

. =
7 e —— s s e T
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Twice we use D-natural in a chord of movement : the first time in the
bass where it follows a passing-note marking the ictus before the
quilisma; the second time in the alto of a six-four on a short tonic
pedal, the fourth of the chord (in the tenor) being the preparation of the
usual suspension. It will be seen that this note (D-natural), used
with discretion, does not alter the general character of the melody (%).

8) We come now to the verse. The first period is almost. entirely
devoted to the vocalise of mane (first syllable ). Apart from a very
fleeting modulation (like that of Domini 3bove) it is in the hexachord
of B-natural, except in the last phrase where a modulation to the natural
hexachord is established by a very clear cadence (protus, on D in the
original, on B in our transcription). Hence at the beginning, D is only
possible in a very discreet chord of movement; but in the last phrase.
G-sharp is excluded as a harmony-note.

At the outset notice the reciting-note D (B in our transposition).
Rather than change the initial chord of F-sharp minor on the third
(weak) syllable of annuntiandum and thus have a triple anticipation, we
put the chord that suits this reciting-note on the second syllable of the
word, treating the first note as an appoggiatura of the second. Now this
chord must be E major, not B minor (which here could only be a

(*) In order to avoid the D-natural before the second quarter-bar, we could write
E major, followed by A major. But then the sequel would be more heavily laden.

CHAPTER I. — THE PROTUS. IXL

" chord of transition). Then we mark the beginning of the long vocalise

of mane :

Ad annun- ti- andum ma- : (ne)

e A demands a chord rather than

In our opinion, the distropha on th
g b . k with a simple movement of the

" the subsequent C-sharp, which we mar

tenor.
is si r -sharp minor.
It is simplest to put all the rest on the chord of F-sharp
Then G-shagp in the bass, with a chord of the sixth, leads to the first
inversion of F-sharp minor before the modulation of the last phrase:

A - —
£ ek T ——— e
e g il
o i < e 5
! ~— 1 {
—) g ]
A it —
! !

=

@ . - .

9) This phrase permits only one essential chord: B minor (mdour
transposition); but since we need it for the cadence, we must ntro L;]c_e
another intermediate chord (F-sharp minor). On the other hand, this
cadence is far from conclusive; but would a first inversion be suitable

before a full-bar which also indicates a simple beat of silence? Both

solutions are faulty. We stand by our principle and write the fonda-

mental chord :

(ma-) ne
TR
obh e ,,
e . L s—H
A\374 ) t
A ST f
0 b | -
Ept—y & & i}
Fg—e——— = 0
S { — r 5}

10) But now there is no doubt : on the ictus before the quilismas the
chord must be inverted and must be maintained on the recitation as far
as the first syllable of zzam. On this word we use only a single chord 1
F-sharp minor; but we must mark the pressus-groups and the fina

syllable.
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"Here first of all is mizsericordiam :

_se-ri-cérdi- am

b V. G
o0 09— 0 _o_6-
Z2 H—

‘ ] | m——_ ]
Y % & 7 g o
g P = H_

5

The tenor and bass fifths (after what precedes) are not of great
‘importance. They are on the same fundamental (B). We could write
B in the tenor immediately, but the rise from A to B marks the ictus
before the second quilisma — an unusual resolution, but a very musical
one. On the first syllable of #xzam we put F-sharp in the bass. The
whole passage belongs equally to both hexachords, since there is no
semi-tone : nevertheless the principal ictus of the melody clearly fore-
shadow a return to the main tonic, and the cadence establishes it
decisively. All the same, a passing D-natural would be quite normal.

We are thus’ able to mark the long notes merely by the movement of
the alto, thus: N

ta- ,

3 T 1. N “ N -y + ) ) i - < T
__‘_*i“_“‘:i;‘?ﬁ e e et i e e B
< *
[

am,

P S —

The alto E is attacked as an appoggiatura, descends to D, then to
C-sharp; the subsequent repercussions are disregarded (there is no need
to mark them : in such cases it is generally the first long note that is the
most important),

The cadence is marked merely by the movement of the tenor, which
is obviously the minimum. Nevertheless this auxiliary-note gives
sufficient character to the general harmonic effect for the final chord to
retain its rhythmic importance. Besides, it would be very clumsy to
change the bass note, by introducing (for example) the chord of E on
the melodic B. But if we use D-natural we can have:

htij
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11) Apart from the cadence of zuam, the next phra.se1 belong,trzxtto c;cfh:
hexachord of B-natural (with the possibility, beca}lseiof the ir()maniéent)
passing D-natural — F.natural in the original — in the accomp .

. . . o
" We naturally begin on the existing chord; but mlord:er Otr(]) ?,I:Ié)lgn 5“(,) >
", unessential notes repeated on the same degree, we tc lélcl‘ll;z) o e oD,
. peritatem, taking the second note as a harmony—go e T O e very
" Then we have to mark the beginning of the wor tuaén,f h has & e
" important vocalise. F-sharp minor being reserved 1or e, Qoubter
L 1ltioga‘tus before the quarter-bar, we have no choice but to pgt P

the bass, which almost compels us to have:

(am)

et ve-ri-td-tem td-

1 —_

e e e
#‘ﬁﬁf'_,:_i_,_i—j—i—c—kﬁj;tjj;{i:ﬂ_
A\37A < - & r V>
= A~ !
S I e s X S
9::%& — :‘:——'T—ﬂ———_';_r—u—
H - ' =

far as possible,any ch_orc!al change during
o salient point (beginning of wmam).

the end of the word, we

Notice that we always avoid,as

a vocalise as long as it presents n

i for

have to return to F-sharp minor ¢ ~word,

Iszt) iﬁtsrgguce E major after the quarter-bar, with two ant—{cfgitltzl;i

g:al;ore the change of chord, one indirect, the other mdlfre-Cti After that
we have only tobrepeat textually what we have written for the €

" word multiplicabitur in the first part of the Gradual:
(tw)
D —— e

(EeCrereas

I~

am

ete. (see above.)

|~ i

what we have already written. ;\t
noctent, however, it is a good plan to mark the horizontal eplsematoafvg ig
first sy’llable. The end of the word requires E major. V\{et_mus. :
two chords for the doubled podatus. Here is a possible solution:

13) What follows again copies

né- ctem.

* per e
Sy, .
I-’E = _Er—-—l——%\ ‘“d:H:
Ly :—5:_ P "*__'__: —e—H—
guzeez;ﬂ—?‘ = i
=]

1

e s P\ s i,
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. If the end appears somewhat harsh, we could have:

[

ﬁgﬁ;%ﬂ:z%ﬁz

~ The F-sharp in the tenor, although theoretically a mere auxiliary-note,
has sufficient character to leave the principal ictus on the A of the
melody. .

14) For the concluding formula our only concern is to lead up to
the usual formula for the compound cadence, with a tenor suspension.

We must therefore introduce the chord of E major before the final
chord of F-sharp minor, which presents no particular difficulty :

-

U S
S «DAE AR N Mt Mt H—
‘éﬁ:ﬁ?{! e e
I

I""""l - »-
[~

|
B ¢ g O _d.
it e ,: i
LI T [ ' H

{ ‘on E must be A minor or (more rarely) C major.
] “sometimes written on A and on B; the cadence-formulas are then
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CHAPTER 1II.
THE DEUTERUS.

We have already explained briefly why the final chord of a deuterus
As the deuterus is

automatically transposed to the fourth and to the fifth.
The only suitable harmonic formula is the plagal cadence, thus:

. [ " 5
e— eI~ - ——
e e e e e
& a 1 . 1) ] 1]

" All the melodic formulas fit one or other of these basses, as we shall see.
For compound cadences we have, for example:
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On principle we prefer A minor to C major, the relationship between the
undamental (A)and the upper part (E)being simpler (physically speaking)
han the relationship of the third; moreover the melodic context usually
uggests this choice. On the other hand the melody sometimes indicates
major rather than A minor. We shall give examples of this later.

{. — The Authentic Deuterus: Mode IIL

What characterizes mode III is the constant interplay of the natural
exachord and the hexachord of B-natural, i. e. of the lower and the

pper registers of its scale. B-flat is very rare in mode III and should

e viewed with suspicion; hence it should be treated, as often as possible,
s an unessential note.
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I. HvyMN: CRUDELIS HERODES

Even short melodies like the H: :
; e Hymn Crudelis Herodes empl
lations from one hexachord to the other, and in a very noticeakﬁeoéfla:l]](i)gx;] .
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The second line presents no difficulty; in modulates to the hexachord ..

\?th ilzhnigiraloixlid ;)bvm'usly- demands A minor (certainly not F major
which m yf o y tunction.in this hexachord as a chord of 'transition), '
I of Zimes can have either G major or E minor; we prefer th .
atter because of the importance of E in the melod;/ Wpi)tf? e;otr:n:

3
exchanges of note” between melody and bass, we arrive at the -

following :

Ré-gem veni- re quid times?

http:/

1% continue on D minor and conclude wi
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an come on the chord of A minor, returning at the end

© What follows ¢
chords are sufficient:

of mortalia to D minor : these two

Non é  ri-pit mor- té-li- &
ﬂ.:l__h_lsg__ P - -

A 5o -4——’13_:5‘_:_;——_;‘7&2: —

e e eSS AT ReSS
o ~———1 - U :

; b=l | (I i (lo-) 1 ~1
e N [ —— | . 5( .
—— > —2 o—I—
= 2 - .20 r 1 £ ﬁ_
;‘7"4 I i <"1

e melodic curve of the first line, we

For the last line, which echoes th :
th A minor :

Qui régna dat cae- 1é-sti- a.

ordal changes. For all analogous
(i) for the natural hexachord, the
ii) for the hexachord

- We thus have the minimum of ch
. cases the following should be noted :
« relative ” (1) chords of D minor and F major; (
of B-natural, the relative chords of E minor and G major; (iii) the
chords common to both hexachords, A minor and C major. Chords
- proper to the natural hexachord may be borrowed in the hexachord of
- B-patural as chords of transition, if the context allows, but not conversely

II. KvriE oF Mass IL

f Mass 11, on the other hand, begins in the hexachord

L The Kyrie o
=" of B-natural :
7 ‘ 1
b e N l l 4 N 1.
O ™ * 1 T 14| + ——“:%"'cl—’_' ~ =
e e e Mt e S g
X2 [ 2 | e 7 9 (1)
'\' L4 - N L4
Ky-ri- e * e-1é- i- son.

The beginning indicates G major or E minor. But we must mark
first the end of the word and then the end of the melodic group before
the pressus. Hence the full harmony will not intervene until the end
of the word; and if we adopt E minor, the first inversion of G will be

(*) In modern terminology, the keys of F major and D minor are said to be “relative ”

to one another.
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SUItab]e fOl t]le G Wthh eIldS tl)e ﬁlSt IIlelOdlC Ol()l]p Wlth or wi 1
5 y thou

:K}"—ri- e
O —— e
P e e e e
G e e
| . 4 l T > 5}
l ' 8 or: !
— .‘, - ——— ] [
C)' o '0: *—H Z —, ]
= el
T = E—d—

+
+

By usi i ) .
y using a neutral chord (C major or A minor)and avoiding a chord of

reston the PreSSuS we PIOC to th ] (0] w O
, eed ) A .
g . ) €C ld Of D minor hlch the'eﬂd €

A a)
@:‘ o
— s~ AN J i
v P Y A
| ‘l" !
!f-\l/\l
"\.- I=—a Y o !
: - P n
e
! t

But with a tenor i
. suspension resolving on the s
- - . ) ub
avE)E;:l too ?egmte an impression of a cadence and mainsfafli‘rlaetll]fe Ir)rfiiil;:l wt(a
) too ' ement,
e estag]?sh}(;sn;‘;drgig:so; éleet’}rig r<letu1;;1 t;) the initial hexachord and
ther 3 . he chord of A minor wi
impoi(z;tllgee E@xachord of B-natural; but with regard to 'thl<131 Saodgerfe(:tl]y
importanc ﬂb‘lven to the G invites us to conclude with C major; b l'lce,‘ tf]e
put this chord on the accent of e/eison, for this is a signpl’e cea(cizle o
nce ;
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Hymn Crudelis Herodes and Kyrie 1I)

These two examples (the
We now examine

epitomize the essential characteristics of mode I1L
"-some longer melodies.

11I. INTROIT : DUM CLAMAREM

( Tenth Sunday after Pentecost).

is the Introit Dum cdamaremn. On the whole it
hexachord of B-natural; but its intonation and its
belong to the natural hexachord, as well as a few
mber of peculiar difficulties
r modal principles:

- Here, first of all,
» belongs rather to the
*"three main cadences
‘»short passages. Otherwise it presents a nu
% which we shall attempt to solve with the aid of ou

e

WM i G .
e - i -

T
Dum cla- ma- rem * ad Do6- mi-num, exau-di-  vit vo-

(3) !

A e e . ¢

ab his qui appro- pinquant

cem mé- am,

N

so the two G’
s before the final E are to be treated as unessential notes : mi- hi li- 4- vit é- os, qui
e- 1é- i-son. ®) — ]
— — =
g —g—= =l 2 ;“ —H A y_ ¢ =
&- 1 y .
~T g s et mé- net in ae-
—H 2. —fn J__‘-T__B:m:___ﬁ—P Iy X N
f - t L f Ei F— iy —5- "’ g
: With A mi . ; Y , e v
The rest of this Kyrie i ith & minor at the end : N co- gi- ta-tum tu- um 1n Do-mi-
. is comparativel : .
notice th -endi : y easy to accomi [ ——
he word endé]gs which have to be markeg; pany. But ® = N [N
hri- ste " Ky- 1 ull——b:i_‘j:t“’ - ':_*“g_jﬁsi
L V- ri- e ¢ e
e = ; = N
él ~ ————a—e—[]— {- no, et ipse te e- natri- et.
VA o e~ t iA- —H—
Tl ! . e
I;A I } 1) The intonation 1s difficult to accompany : the formula also occurs
¥ - ,' | i J ete. elsewhere .(cf. the Comu_mnion B.t{atus servies, below). The rising 'fourth
 ——— 1 £—p (D—G) will support neither G minor (this is absolutely clear) nor indeed
" o= H G major: B-natural has not yet appeared in the melody and the melodic
+ * third (F—D) excludes it from the accompaniment where it would at
: mp ; . C @
once figure as a modern © leading-note . That is recisely why it 1s
g g P y y
http}/ccwatershed.org
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forbidden by our modal laws. If the D of clamarem is treated as a
harmony-note (on D minor), the G and the subsequent E will be unes.
sential notes (anticipations of the chord of C which will follow): this
solution is acceptable (in this case we require the first inversion of D
minor on the beginning of the word). But we could also treat the D as
an unessential note (an auxiliary-note of E) : :

ﬁl -..(-.v§ ‘mFEH%

And if we adopt the chord of C for the beginning, both the G and the
E will be harmony-notes. We prefer this solution to the preceding
because it allows a simpler accompaniment : ’

Dum cla- méa- rem
£ .
i —# — -
——o—]| I§§_15:;:|:3_—.'_:."_ —
0 -_-5-—' —'\—'—‘-. —
or cven ;- | ~——"]

n | N N N—

H )2 P i

i & . H

In the last example, the auxiliary-note in the tenor, by changing the
nature of the chord, has the advantage of giving the low D the character
it normally has in this mode.

In what follows it is as well to maintain the chord of -C major, giving
the end of Dominun: (which must be marked by a new chord) the chord
of A minor:

ad Dé6- minum
[‘G“F—ﬂ*ilzi“-?’“!"—nm
: 3—23':1:(17_':__’—’—= =
i l'\_/l \__/l
S J
—s . P —
Ea— 77 H—
{ } -3 H

2) Notice the tristropha of eraudivit; if, as is right, we begin the phrase
with the existing chord (A minor), C major will do for the tristropha
(the first inversion, so as to avoid giving the impression of rest on a long
note). In addition the subsequent G is quite naturally included in the
same chord. The episema of vocern is marked by the first inversion of A
minor; on the last'syllable of the word the chord of D minoer allows both
the F and the A of the'melody to be treated as harmony-notes, and then
the chord of A minor (first inversion) will suit the vocalise on the first
syllable of mzeanz, with no further change until the doubled clivis at the

- of G major:
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nd of fhe word : here we can have either E minor or the first inversion

exau- di- vit vé- cem mé- am,
o
[~ — pe————— T T 7

P ety =
S ——s——i—< ——» . =  —
~ - I N A S l
Nl = @
S : r o £ '} ;- #= 7] = ﬂ_
— i | ' i i : F H
— —

inversion of C major is required for the
distropha of apgpropinguant, because of the melodic fourth C—G. But
as the end of this word is in full movement, the pressus must be content
with a subsidiary movement in the bass, supporting the same chord‘;n
root position. At the cadence of mihki, in oyder ‘not to break the cl]ll’ll g
of the neum, we prefer to put D minor on the'beginning of the word an
thus treat the E and the G as appoggiaturas of F : the chord of A minor
follows naturally. Here is the phrase : :

3) Once again the first

. - , , ..
ab his qui appro- pinquant mi- hi:
0 N i ~ = T
/5 e S e e =y }l}
E—et ¢ o ¢ e i o i . I . |
</ » -3 > =. é <
- = .' | ! ; o -
ey o= 77 e A
' 0 T P 3
= .: r 30 : ra 0 ! > H_
J— ' I i
) \
O n I — —A; I
A e ]
. —e et o oy4—9 1 g i d e J—
,An alternative [|[* ™~ T % P S l
i ' | or ! etc.
accompani- i . .J. l I
ment : . ;l/'\s - < o 0
) = == rx = H
-2 = i H — T (1]
i

of the previous

The chord of C would suit this cadence perfectly because the previous

context. For the end of our first solution, for example, we

http:/
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The first E of this last formula is an appoggiatura and so there is no

need to worry about the fifths between melody and bass:
| ———— —
é@EEﬁ%:EH:

5 5

B
|
]
]

=
]
rd

7o =

‘ |

4) The two consecutive G’s of humiliaviz su ¥ j
! 5 3 ggest the chord of C major
wh(;ch‘ fits the entire word without appreciable alteration, and since Jthé
end of eos (doubled clivis) must have the first inversion of A minor, if at
;c)he gnd of /zumz/zaw.z‘ we have E in the bass, these two chord; can
; :stlili?k;d(‘upﬂ?y klx) in lthed bafss — the F in this chord being amply
ed (in the hexachord of B-natural) by the i i ’
justified (in the ) by the immediate context,

et humi- li- &- vit é- os,
6 = N —Eﬁ‘:ﬁm.
- , _ ——
b#\ V}__’:P:ﬁ-‘ ?:_5 ;, '3 } :F ':;;_L;j‘—':jo_'—;—i o d‘_ H_:‘
- - i I i
)] .-\6’» L]
o5 = ==
'} e = ! t — 1 I‘!_
R T ' i

; 5? The same chord (A minor) follows, in spite’ of the melodic
ourth G—C; for if we adopt C major there will have to be an immediate
change at anze; on the other hand the first inversion of C major does
very well for the distropha of saecwla. The melodic fourth A—D
mvites the chord _of D minor, although we are in the hexachord of
B-natural: But this chord, leading to G major for the end of the word
and of the phrase (compound cadence with doubled clivis), remains a
chord of movement and is justified here by the general context :

qui est an- te saé- cu- la,
P - e s e N Y
o A et ! ey
. ;é/;—gﬁ—d i“.:—i—gh—tdq;‘:i;‘j:t_‘;:ﬁ:
i —o £ 1
| — - [ ”
_./U ] l | | Ra— \—rlp
~N =) | =) 1
==ty
E — | + rj:
__,_// i I .

6) The end of manet requires attention, for it forms a sort of lesser
post-ictic cadence on account of the degree of autonomy the word seems
to possess. We therefore treat the B as an appoggiatura of A, in
accordance with our rules. The sequel is ana]ogousbtzco aﬁpm/)z'ngu’mn‘
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miki, and there is no reason for altering the accompaniment already
proposed. We therefore write:

et ma- net in ae- (térnum : )
oGy
o—s e o it s | |
%V T bl & hy " a

‘ ! (a); f

- etc.

=y £ UJ "l ! B
F—t Z 2 r%—ﬂ—
— o

7) At the end of jacta we find the same procedure as in the intonation
We solve the difficulty in the same way and stay on the bass C. But
when we come to the B-natural of Donuzno we must remember that if
B-natural were to occur in the accompaniment before the melody
introduced it (e. g. on the first G of the melody) it would be rather
«brutal” — for we have just come from the lower register (from the
natural hexachord)and it is not our business to anticipate the modulation.

On the other hand, the end of Domino demands the first inversion of

"A minor (C in the bass). The bass E is therefore almost the only

possibility before that point; but on this bass we first write a
chord of the sixth, so as to avoid using B-natural before it comes

in the melody :

ja- cta co- gi-ta-tum td-um in Démi- no,
15 ——— p T » W N - . V) I = 1 |
@\_ j—d o W i 1% Al 3 13 . H 1t 9. a1 |
W) 4. 1 . & o—% Py r A ) —e [ & — ¥ & 11
.JV . .' [ 4 - -' '( bt = - hod P4 :-. " : = .
S S o =
IA [P ] 1
g P B | T )
Y e - 40 -, -5 I
i ) D o - T 2. 1
¥ 1 H

"
|

The bass lacks elegance; but this consideration is subordinate to the
requirements of the melody.

8) Notice the monosyllable z; the ictus before a quilisma ought .

_wherever possible to be marked by a chordal change. If we adopt the

first inversion of A minor, as we have already done for the end of
Domino, we must have a transitional chord on the first syllable of z#se,
which is heavy. The fact that F occurs in the melody justifies the

e )
| {mra 1 oY Y . ! i —
- =5 X F) 1 1.
o= oo a7 == H
1 - ,’f"
(a) or even : . etc.
} 1 ! J
Y 7= ()
| O f -2 A i1
[~ [} 3]
) L T i)
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124 PART II. — PRACTICAL STUDY OF THE REPERTORY.

chord'of D‘minor for z¢, and this will be followed on the pressus by the
first inversion of C (%), indicated by the melodic fourth C—G.  We
therefore have :

et ipse te
_M'/ - A
fa) N - |
3 PSR WSl VU ot S~ U o £ ?‘c{‘ (1]
y,.- NN e N A~ ||
] o8 —# > H { 3]
Si—pe—3 = l 4 H b (o]
¥ =] ; — f
or:
e
L | J
(= o 2. [ i) 1
)- & p—
v 2_# i ;" ” f ﬁ_
" o] u H

'

9) In the concluding phrase, the first quilisma-formula indicates
A minor, and the second E minor or G major. But as we approach the
cadence we must take care not to preserve the memory of B-natural near
the chord of D minor which precedes the final chord of A minor. And
so, having chosen the chord of E minor, we transform it, without
altering the bass note, into the first inversion of C major. In this way
the chords are linked up without difficulty. We must remember that
the melodic elements are much more fleeting than the harmonic elements
because every chord lasts at least as long as a compound beat; for this
reason we often have to use neutral chords (common to both hexachords)
instead of butally setting side-by-side the characteristic chords of each
hexachord. Hence we write :

a—

e- nutri- et.
. n S —— T
I = » —
e ¥ = _—'_—*_—?—‘?—: gt S —rm
i o oL s s v s Bt s |
v T e M <
b i ]
e o |~~~ | ——— .
‘—.'i‘—i"-——d—a‘l 5 = ;’l o
F—g a7 2= & =
Hl . T r”) 1 —
1

IV. GRraDUAL: EXSURGE (Third Sunday of Lent).

In contrast to the Introit Dums clamarem, the Gradual Exsurge gives
great importance to the natural hexachord. It also contains some B-flats
which we treat as unessential notes : '

IN (1) A2) . - ey

AN =

—

T — e —— e
—d-i—J'—J-f—v-;!-j~i—,‘—'i-i-i-;k—d+i—.‘—d-¢—ﬁ—'—v—'—'—:‘—i-;—&}
- L s

q@::

Ex- sUr- ge * D6- mi- ne,.

() Not the root position, which would arrest the movement.

http/
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a BREY _ _ Wl Iy
e e e e e A R B B e et
mgz ¥V .J_" — _'_ 1 o b ',13/1
non prae- Vva- le- at ho-
- g [ ™ 5 |
L g o e S
D o e o i Bt o P o e e e S
L A ‘\, L i A i ——!:i—-l——————
mo: ju-
1_9* n‘__' — nY ——N | r— ! ]N _|~AV ] ©) |
?ana‘f-—,‘=x'i'.'=¢-‘--"'".’..Hiﬁ—:‘—z—_-l—ﬂ—x—t—."“
NGV | O P M Y O b & bl AR A P
o/ -,.__—-———l T =y
di- cén- tur gén-  tes in
|y A === A 0
B e e e e T e
Nz g ) (] d 4
' con- spé- ctu t- o.
@8 1 | [N 1
[al 1 o SR e S e S =
A o N——Ndo7 —‘Wﬁ S H
T o wa eh 7 e S e |
%7 A =~ ":’ e o '\; 1l

In our modal analysis we have disregarded the B-flats inasmuch as we
have not indicated any change of hexachord when they occur. But if,
on the one hand, we systematically treat this note as an unessential
note, on the other hand we must never allow it to come on a chord of
C major or even A minor.

1) The intonation demands first F major (on the first syllable),
then D minor. But how are we going to respect the rhythm with only
‘these two chords? It is pratically impossible to mark the initial
repercussions. Anyhow, this somewhat delicate detail of interpretation
gains hothing by being over-emphasized by the organ; in any case-a
‘chordal change is undesirable, and the only possibility is a subsidiary
movement in one of the parts. In this instance we can find no
movement, compatible with the nature of the melody, which is not
signally clumsy. We therefore simply maintain F major, using its first
inversion to avoid heaviness. N

The ictus before the quilisma can only have the first inversion of
‘D minor. But the end of the word also demands D minor. A simple

change from the first inversion to the root position is rhythmically
insufficient to mark this lesser cadence. We must therefore introduce a

cwatershed.org
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secondary chord on the episemati'c F, treating this note as an appoggia
) 1at
of E on the chord of C. So that we write > pposgiatura

. Ex- str- ge

[ al — — W - -
I, g | pe— — _E—_T———-?:'-T_.—H—‘
e e S e S

[

-}vl \.__,| l-r) l <
] O
9:—'—%'——7—\_« B AUSARRS- S Ry B SU—— SO

e —d » pt
. T

~ We cannot have a chordal change on the tristropha which ends the
intonation : the first inversion of F, which is theoretically possible, would
have the disadvantage of modifying, without reason, the “ colour ? of the
melodic F. Besides, the chord of D minor is well placed. In view of
what follows, we content ourselves with a modification of this chord.

2) Of the two notes before a quilisia, it is the first that has the
greater emphasis. Hence we require a single bass for both notes. A
would do here; and since, after what has gone before, we can have a
4—3 suspension in the alto, the second note can be marked by the
resolution of this suspension.

Our next consideration is the end of Domine; if we want to repeat the
formula we have just had for the two notes before the quilisma, we must
prepare the suspension with a D in the alto, placed on the episematic G,
icreatmg this note as an appoggiatura of the subsequent A. We therefore
have :

Dé- " mi- ne,

—_ M o

- -

2 : - L —R=

G vt

| ¢—r ~f-i9——~r,-——a,; =
\!”l/—-\ | |

N
)t — ()
— - =

Then we proceed without difficulty to D minor, required for the end
of the phrase, by way of F major in root position. D minor intervenes
on the distropha; a passing E in the bass enables us to finish on the
first inversion, which is less heavy before a mere half-bar:

fa e
e e |
E{:‘Li:i:;:,__ —
1 [ =
f
— )1 1
9:~'.;_._‘___a__,_ o
—FR———— i —
-
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3) The next phrase leads into the hexachord of B-natural. We have
to take care not to treat the first.B-natural as a harmony-note, and when

- it comes we must also take care not to preserve the previous harmonic
. atmosphere by using the fundamental chord of F major. The neutral
. chord of A minor (or C major) can serve as a transition. The two B’s

on the accented syllable of prevaleat should be treated as harmony-notes.
 We must also mark ‘the episematic C and then proceed by step to
" the first inversion of A minor for the end of the word. Nevertheless,

B-natural no longer appears in the accompaniment, for the contrast

" would be too violent with the subsequent return to the lower part of the

“‘scale. All this is easy; but the initial G will hardly sound well on

. the previous chord (D minor): therefore we put a chord on the up-beat,

|. taking care to mark the subsequent ictus (in accordance with our
" thythmic rules):

non prae-

4) Apart from a rapid excursion into the hexachord of B-natural,

which we must not exaggerate by a hasty use of B-natural in the
I accompaniment, the next word (/omo) is entirely in the natural

1’ hexachord.

The initial fourth does not receive the chord of G major, natural as it

; " might seem at first sight: on the contrary, this region of the scale tends
© to give the importance of a temporary tonic to the note D, as the cadence

of the phrase shows.
The best solution is to treat the G as an appoggiatura of F. Yet it is

| true that the mora vocis on the second F onght to be marked if possible;
{: 2 double auxiliary-note ‘in fourths (alto and tenor), introducing 2

chord of C on the bass D (a chord of the eleventh), gives sufficient
‘rhythmic importance to the return to our principal chord. There
is nothing else to do except to introduce A minor while B-natural

* “comes in the melody :

hé- C (mo)
i— (4 W'P e Pv' .

' A

[N S N
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The sequel again calls for D minor. We therefore need a secondary
chord in order to be able to return to.D minor at the cadence. The
place which the ictus before the quilisma holds in the phrase prevents
this from being a larger compound cadence ; hence the principal ictus of
the cadence falls on the end of the word. For the note before the
quilisma we use the first inversion of D minor (avoiding a chord of rest),
then follows the chord of C, and we reach the cadence without difficulty :

(hé-) mo :
- b — —A
P ————— i
:“*_L‘E:ap'"'_‘i_—,‘:d:;‘:‘lﬂ:’d__. g —H—
S R l-r-l P i;
— = |
ra— & 6=
)—s—— |-
). »/! —— | i r |  —

§) Judicentur begins like non praevaleat: we use the same harmony.
On the accented syllable the melody clearly indicates G major; but we
must notice the repeated A’s and avoid a double anticipation. This
means that the end of the word will have to be marked by a chord other
than A minor — the melodic context justifies a chord with D inthe bass:
gén- tes

ju-di-  cén- tur

h—
e S ey
e e s
=t T
4 D— | T £ - _I._

N -

Ia= L 4

| D 2
P

sl P .

5 ——

|
- 7 :
A K] =t I
Y ! i L

Nevertheless a double anticipation would be correct :

“
: : el

S ———
et gt —

o F‘—']:*- =— i

.--i]AJ‘T\A._\ _el‘
o —

=4

i
ray
i 1 i
> g

e —

Of the three notes of preparation for a quilisma, the first always has
the principal ictus. The pressus of genzes must necessarily have the first
inversion of C major (because of the melodic fourth). But there must be
a change on the end of the word. As the episematic G is so closely
linked with what follows, we put F in the bass; this can easily be done
by conjunct degrees, and the melodic G becomes an appoggiatura of A.

I because it cannot be prepared :

9. unessential note so as to be able t
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?.";'The sequel has occurred already, put this time we suppress the suspension

[gén-] tes

(Y4 z
I~~~ { Ay r—
e ) 1

i—r— i

Z— - T I 1 H:

 6) At in conspectu we have a repetition of the previous formula. But
 this time there is no difficulty in maintaining the chord of G major, as
* now the anticipation is a simple one. Then we can mark the repercussions
- without changing our chord, ending with D minor before the quarter-bar

- (the G necessarily being an appoggiatura of F):

(con-) spé- _ cta

o g g o = e A=
‘é_—_’g:i_,!_l_f_l..!_d!_i_ql.ﬂ_!_!_!_!_!_!___i__p_ﬁ_
—— oo

= r ) P R U
R A £
I I
— 1 i I
. s —
2. Jo—d
. .' 7. = H
Z ] B — T 'll
' [ ~e—t

7) We must now avoid the brutal proximity pf G qxajor anfi F major
- on the final vocalise. And therefore, after maintaining D minor on the

* beginning of #uo, we naturally treat the melodic B-natural as an
' o treat the subsequent F as a harmony-

" note without any incongruity :
tad- o.
- e
(OIS TaT e

gj—a-é—-— P
r)

B A S S

— ). 4, )
g':‘_"—"—-'__i—:'T—_"F::P:“'—

—— " i I -

In fact, B does not occur again except at the end, and then it is flat.

The following solution would be frankly bad :

Ne 792, — 5

http';‘ ccwatershed.org
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although the melodic intervals lend themselves to it. The solution we
propose clings to the natural hexachord, and while B-natural occurs
in the melody we employ a neutral chord.

8) The subsequent repercussions may be marked or not, like the
previous ones :

-,
:ﬁi_i:!:i:ij:d_—*:s

—

Ky —— 72—

T —

S ?

j f\—/! vr-vr 1

h ] —
9&04—4—7—1—;—%—
(- r ] . ! H'_

i \_/(vf v]

But the main thing is to treat the B-flat as an unessential note; the
cadence must come on the chord of C major because of the importance
of G in the final formula. The plagal cadence compels us to take A,
not G, as a harmony-note; there is only one chord for the last two
notes (a compound cadence):

PR al —Z‘h - p
@_‘, :n_,j;_,_r_,_r_,__i_ﬂ_
> -
[ I \_—«I
) i
—— i —= »—2—H—
—— " H

Like the Communion Passer, this Gradual, which is not difficult to
sing a cappella, is often made difficult by a clumsy accompaniment,
especiallv by the violent opposition of the two tonalities, We have
found by experience that a rational accompaniment not only does
not hinder the singers, it even helps them.,

We pass over the verse,.in which the same elements are to be found.

V. COMMUNION : BEATUS SERVUS

(First Mass for a Confessor not a Bishop ).

The Communion Beatus servus is written on the final A because ot
the alteration of the semi-tone : if it were written on E, F-sharp would
be required. Nevertheless we transcribe it on E, and make the modal
analysis by transposition : A

A == B (")
X PRSONE  N e NS F NO~ot ~ Jy_JY
@:ﬁj—%—d—v—l-o—l-,—,——,—-v—— . ,T——a__r—,—_.__c-p-
— ————— ]
Be- a- tus sér- vus, ¥ quem, cum vé-  ne- rit
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Dé- mi-nus, in- vé-ne- rit  vi-gi- 'lan- tem a- men
L () B . - e e
e e e e sl et e 2 Vo
S s — 7 Tt ? i .
. ¥ ” v
di- co v6-  bis, su-per 6mni- a bé-na si- a con-sti-  tu-
A
Fal
Y Jo—— —— H
Do — g1 ] O Y . W Y H —_
g}——v‘—'--hi—v—‘—-'—g-_dbi v—a——1
i 1 \"
et é- um.
A. 1In the original, the hexachord of B-flat: E forbidden. Here,
therefore, B forbidden.
B. In the original, the natural hexachord: B forbidden (¥). Here

therefore, F forbidden.
C. In the original, the hexachord of B-natural :
Here, therefore, C allowed only in transition.

) The intonation is similar in type to that of Dum clamarem, with
~  the same difficulty as regards the melodic fourth which may not have
' the chord of G. We apply the same solution :

F only in transition.

Be- 4- tus sér- (vus)
N .
P l"l | ] J1 H X __h'——h_’ =
@9—‘—1—-’-'—':‘—'—#—‘ —a——d—e—-o—{—
L) 2z p-40 L/ ]
or:
! i : el s
-y [ P H a1 { —— 1
. 1 b [ 4 H . (1)
) it i1
; L. 0

After that, we could have F in the bass, moving up to G, in spite of the i

melodic B-natural :

(sér-) vus,
n —m N
l & i—'—‘—'—’j—’—H—
_/l | \)

1 =y I

lﬁ——o—p-—ﬂ—ﬂ—

==
5

(This must be joined onto the second version of the beginning.)

It seems to us, however, that this gives too much importance to F, a note
which only occurs once in the melody and then only for a moment.

() Except B-flat in chords of movement; but in the melody we are studying we
maintain the prohibition.
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We prefer a neutral chord :

Aas

0. : .y
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This is clearly the same chord as we began with; but the ictus before
the quilisma is sufficiently marked by the chord of the added sixth.

2) Once this next phrase begins, F is strictly forbidden, for a little
further on it will be sharp. We therefore confine ourselves to a
hexachordal harmony. The melody clearly indicates G major. We
must therefore find a new chord for the first syllable of Dominus so that
the return to G major at the end of the word may have sufficient rhythmic
importance. If we treat the episematic B as an appoggiatura of C, we
can have a six-four chord, or better still, a chord of the second
on a pedal G:. ’

ne-rit

_A I
E«:ﬁ:?;@r’l—\h
' T i

quem, cum vé- D6- mi-nus, D&- mi-nus,

———o ————
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pra—
o fe

To change the bass in the course of this phrase would be heavy and
cumbersome. o

3) It is best to begin by treating the F-sharp as an unessential note,
and not to introduce it as a harmony-note until the end of vigilanten.
In spite of the full-bar, this cadence is in no way conclusive, and we
therefore use the first inversion.

On the other hand, we must not make the mistake of using the chord
of C major while F-sharp occurs in the melody (just as we should not
use F major under a B-natural); in fact we shall avoid C major
altogether ; the first F-sharp will come on the chord of E minor :

in- vé-ne-

rit vi-gi- lan-tem :

http:
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4) Instead of D major (which we have already used) the end of vobis
-might as well have the chord of B minor (which has no cadential
" character); the first part of the phrase goes quite naturally on E minor:

a- men di- co v6-  bis,

[ A
f——— | B
;0 -

7 e N
! —

5) On the other hand, from the beginning of super no F is possible,

" because F-natural comes further on, and even F-natural may not be

" anticipated in the accompaniment.
The existing bass (B) will quite well support a chord of the sixth;

. after that the general chord of A minor is indicated; but we must
" introduce some harmonic movement in order to lead up to the end of sua;,

the bass A can move up to C through the intervering B :

su-per,6mni- a béna si- a

f’ U W s S S W it 8
a4 H—
4 [4 < 4 ¢
) f7 T
! ! —
» : ?  j (o]
1 & H
7 Py ®. 11 -
» » 1 B
S v f !

6) The same chord (or rather C major) is now indicated ; nevertheless
we naturally select the end of constituet for a subsidiary movement, and
the cadence of eum receives the usual harmonic formula: it is only at
this point that F-natural becomes a harmony-note :

con-sti- tu- et é- um.
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By changing the bass at the beginning, we are enabled to mark
the beginning of the second syllable.
In this melody, as in the others, the distinction between the hexachords

Y
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134 PART II, —~ PRACTICAL STUDY OF THE REPERTORY.

enables us not only to make a logical and correct analysis, but also to
propose a really practical accompaniment.

In Gloria XIV (), where F occurs only in the two miserere nobis and
in the Awzen, the chords of D minor and F major are entirely forbidden
except in these three places, and even then F must come in the melody
first. We should not even write ; :

Chri- ste

== —=—
g j— — 87 o —ii—

s T

l— | but : 3 ] |
T ——e—p— =
lg » :HE e — i |
S —— ———— 1

because in the first version the unresolved appoggiatura implies the
resolution F-natural. Similarly in the equivalent formula of the 7¢ Deum,
because up to Aeterna fac F does not occur in the melody (the first part
of the 7¢ Deum is in fact in mode III; only the latter part uses the
lower register of mode IV).

2. — The Plagal Deuterus: Mode IV.

Mode IV differs from mode III not only in its compass, which is
lower, but in most of its characteristic traits. Its intonation sometimes
recalls the protus (e. g. the Introit Resurrexr), sometimes the plagal
tritus (e. g. the Offertory Perfice); the whole of the first part of the
Gradual Tenuisti is clearly in the tetrardus on C. At other times it rests
on-its dominant A (with B-natural) as on a protus tonic {psalmody, etc.).
But we know that a mode is especially determined by its final cadence;
therefore, as always, we must follow the melody step by step, noting the
modulations according to our modal rules.

I. INTROIT: RESURREXL
(Easter Sunday).

The Introit Resurreas is written entirely in the natural hexachord.
Therefore B must be avoided, even B-flat. But the monotony of the
melodic intervals makes accompaniment difficult from the rhythmic point
of view, if we exclude B-flat from our harmony :

(1) (2) ©(3)

0 - - i + -
¥ = Pt f\._ N b

Re-sur- ré-xij, # et ad-huc té-cum sum, al-

(*) Compare also Kyrie XVL

http://c’
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. 1) The difficulty begins with the intonation. The melodic formula
requires D minor, but if this chord alone is used it is unrhythmic: we

" must mark the end of the word. A chord of movement with G in the

bass would solve the difficulty, but then we should have to introduce

_B-flat. Moreover the first inversion of F is possible on the tristropha,

but the result would be clumsy. Furthermore this intonation is not
the only one where this difficulty occurs. The simplest solution 1s to
delay the chord until the last syllable of the word; in this way the

“ thetic importance of the syllable is correctly interpreted. A passing

E in the bass can then lead up to the first inversion:

Re-sur- ré-xi,

H_
- =1
SN Ammian 20 i_‘_'l’ -
E o
l
|
_.___H:
{ it
l]A

2) What follows is comparatively simple. The word sz must have
the chord of C major (the only possibility), with an interchange of
notes (E and G) between melody and tenor, with -or w1tho’ut a tenor
passing-note, as we shall see. We must notice the three G’s of adhuc
tecum, which obviously cannot all be treated as unessegtlal notes : the
chord of C is therefore necessary somewhere, but certainly not on the
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first syllable of tecum because we need it again immediately afterwards.

We therefore write it
subsidiary chord of F (first inversion) at Zecums:

et ad-huc té-cum sum,

on the beginning of adhuc, and introduce a

In cases like this, the clash of the E against the F (at adhuc) is
modified by the disposition of the chord, the E being in the tenor.

3) As the G

of alleluia is a repetition of the previous G, it seems

from the rhythmic point of view to surrender its importance to the

subsequent tristropha;

D minor under the F. This chord (D minor)

hence we maintain the existing chord and put
can be perfectly well

held until we come to the compound cadence at the clivis, where A

minor is required.

The only difficulty is the repeated E; we must

therefore make the second E a very obvious appoggiatura by altering

the alto to D; in this way we can maintain the unity
which ends with the oriscus, as we have done hitherto :

al- le- la- ia:
—
= e e e T
: L g - _'.;T"‘—u
e
— |\I/"\'
o = H
—r i z—H

of the group

4) The ictus now occurs three times on the note F. The distropha
on the second syllable of posuisti (a weak syllable) can be disregarded.

On the other hand, a good chord of movement

(first inversion of F)

on the ictus before the quilisma will lead to C major for the end of
the word. At super, as in the previous alleluia, it is the tristropha that

we mark.’
ictus before the quilisma (second syllable of super) must

But remember that me demands a chordal change.

The
have the first

inversion of D minor, and it must therefore be followed by an inter-
mediate chord of C (root position or first inversion) so that we can

end with the first inversion of F or D minor again.

Notice that the end of posuisti is well suited to a tenor suspension,

resolving on the beginning of super:

http://cv' i
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5) ‘Once more, D minor is indicated as the principal chord. A
secondary chord is therefore needed on the first syllable of zuam. It
is best on the beginning of the word. Taking the F as an appoggiatura
of G, we write the chord of C major, and then return to D minor:

num td- am,
I‘G = AN T—— H
S
FI O = |
- - - -£-
- —_ ° | -
| | | or else : | i
- — :
E— o I I  — . ]
ety T — ——
— T —n P ——
T : ] \ [ X i 5}
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6) But with the subsequent al/e/uia, which requires a chordal change
on the pressus (end of word and cadence), the difficulties begin again :
how in fact are we to introduce an intermediate chord other than
D minor? This is only possible if the F (doubled by the oriscus) is
treated as an unessential note, for (as indicated in Part I) it would be
singularly clumsy to have the first inversion of F followed by D minor;
the D before the pressus can be regarded as an anticipation of the
final chord; furthermore the last F does not _absolutely demand a

chordal change. Hence it is the penultimate syllable of alleluia that

claims our attention. .

If we put A in
figure as a fundam

seventh of this fundamental).

also be interpreted

favour this interpretation.

the bass and double it in the tenor, it will easily
ental (especially with G in the melody taken as a
The F doubled by the oriscus must
as implying E: a passing G in the tenor would
And so we could have:

al- le- la- ia:
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which is perhaps less

Another possibility is:
natural and harsher.

If we use B-flat there is no difficulty :

@%&Hﬂ%ﬂzﬁa‘;ﬁ—ﬁé
A
! J | | 1

T
) be. )
A — = (1) S, S § WO e ] |
;L_"_'—.—_“,.—H—‘i_, __._-__;._. —
1 1 == L.

But first play an accompaniment with a pureiy hexachordal harmony,
then a harmony with B-flat : you cannot fail to feel how this note,
which s foreign to the melody, enfeebles its character.

7) Fortunately the next phrase (mrabelis facta est) is easy to accompany.
Based on the chords of F major and D minor, it calls for a cadence
on the first inversion of C. Nevertheless we begin with a chord on
the up-beat, because the initial C goes badly on the chord of D minor :

mi- rd- bi-lis fa- cta est
e =
g T S } FA M~ SO N A ; H=

N & g @ [ ) [ ] N Ndd I N 1
= o7 e e z Eat ST
Ty T i ¥ @
e ~ G o — | — !
Vo N3 ¥ o= ™ A4 1)
e - =2 ——s—F ”n
7 —— g 1 t}

8) Again, no difficulty. For we begin on C major and proceed
either to D minor or the first inversion of F on the end of sczentia,
then to C major on the end of fua. But since D minor (followed by
C major) would almost inevitably lead to consecutive fifths, we prefer
the first inversion of F:

sci- én- ti- a - a,

— .

J S — . ) e —
N T A H e B ——H
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9) For the first of the two final a@lleluias, the question arises as to
whether the ictus of the last syllable falls on the isolated punctum (E)
or on the first note of the group. . The rhythmic editions give no
indication. In our opinion the E should have the ictus. Of course,
we cotld maintain that this is a sort of echo of the previous salicus.
But it is much more like an echo of fecusn sum at the beginning of
the Introit, especially as the continuation of allelwia is exactly the
same as the continuation of fecum sum. We therefore interpret it in
the same manner:

al- le- 1l0- ia,
n .
I SR R, S W s — e
—o——H _i—a—d—J-—l—" _.j_—'—d—l»—:_
5. — - &
1 = | —
S N [
I A = |
‘?i“—!—!“—'*‘—’——"—d—‘
X {ad 3
1 & 4}

So also in the final alle/uza there is no alteration,

It will be seen that we have adopted exactly the same methods as
for the Introit Exsurge. But while in the course of this study we
continue to apply the same principles, each melody presents its own
special difficulties. Nevertheless the principles of analysis are always
the same, whether modal or rhythmic: it is only the application of
the principles that claims out attention.

I1. COMMUNION : VIDIMUS STELLAM. (Epiphany).

In the Communion WFidimus stellam we study the interplay of the
natural hexachord and the hexachord of B-natural:

(n) (2)
0O 1 N = ———————
174 R oo ST ¥ 2~ N ~—N a:‘j ?’ l"
.. N { | (O . S Py SN Y h VN b W P "
7 S - -} [y S | b H P P S AR S |
S —g ¥ % had 9 v o {P) [ ) bt o1
«/ b N4 W -

# gtél- lam é-jus in O- ri- én-te,

G (4)
i - [ A N A g 4 _— A
W .o Nt H a 2 13 [k} Ih] A} il B ) InY 14 13
75y A I 2l - -. - - 1 N IR it | 1 [ P Py
ANIVA P L | - - b b [ w O o - 1 r 3 ool hod
5 ’ — g9 L

et  vé- nimus cum mu-né- ri- bus ad-o- ra-

The modal analysis is easy enough and there is no need for us to
indicate it.
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1) The intonation presents no difficulty. The ictus of the salicus
requires either D minor or the first inversion of F major. ‘We prefer
the latter so as to reserve D minor for the melodic descent to the
low D. C major on the end of the word leads naturally to D minor
for the end of the phrase. Once again we remind the reader that a
minor fundamental chord is never so absolute as to be unsuitable for
a simple phrase-ending before a quarter-bar (as in this case), although
as a general rule we prefer a first inversion : ) :

di- mus
—T =~
—'—"L‘—d"—,‘-ﬁ—”—
- -° - L
~ v[ v) T-
o e | | 1
) L™ P ] r ) - N
hd 7= B
= Ci o —H
a2 = ! L)
1 =

2) The next phrase obviously modulates to the hexachord of B-natural,
but the modulation is never so emphatic as to lead to a cadence in
this hexachord. So we must try to treat the B-natural as an unessential
note, without forgetting however that F is only acceptable in chords
of transition. The difficulty springs from the fact that the B-natural
is repeated.

We could have:

—# =N ; —
&-ﬁ“——-——ﬁz EEa
1 _!r—”_ —
i ! but certainly not :
- £ [
S——F——
St s Om—— S

in which the chord of G major appears with brutal suddenness.

In our opinion, however, the accompaniment would better maintain
that discretion which ought to be its guiding principle, if the second
B were treated as an appoggiatura of C (the first B being an antici-
pation of the second). Evervthing is easy enough as far as the cadence
{on the chord of A minor) which is quite normal: ’

J— |

S
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We might find that the fifth between the melody (A, the previous
G being an unessential note) and the alto (D) sounds rather too obvious
after the fifth E—B. In that case we should have to take the melodic
G as a harmony-note on the chord of E minor (a chord which is
possible after the melodic insistence on B-natural):

===

l_J )

e =

.

The manner (by conjunct degrees) in which the B is approached
in the tenor (and the D in the alto, which is a seventh) is quite in
the spirit of the phrase. But the fifths noted above are quite tolerable.

3) After the necessary D minor -on the ictus of the salicus, and the
first inversion of A minor on the ictus before the quilisma, it is clear that
the chord of C major suits the recitation on G and all that follows up to
the cadence of mumeribus, and this will come on the first inversion of
D minor (doubled clivis); so this phrase presents no difficulty :

nimus cum muné- ri-

’ et  vé-
e
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4) The sequel, being a sort of embellishment of the note G, can come
on the chord of C major; then for the usual cadence-formula we have

D minor followed by A minor :

a-do- ra-re Démi- num,
“"zi:i"—m:?E'—_H:
Eer=sresrremmomasenis
— . =y "]P <
—N — e
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ITI. OFFERTORY : CONFIRMA HOC DEUS.
(Pentecost).

It is often better to treat B-flats in mode IV as unessential notes

_not so much because their authenticity is often doubtful as because

when this note is introduced into the accompaniment in a chord of G
minor or B-flat major, it is much more stable and permanent than it
is in the meilody, and therefore it tends to modify the character ftl1
melody.. Nevertheless chords containing E (C major and A n?' 5
are forbidden while B-flat occurs in the melody, even though the I;ngri
is not considered as effecting a genuine modulation to the he\'ach-ofd
of B-flat. Once again, moreover, we consider it unnecessary to ‘indicat
the modal analysis according to the hexachords. Here, then, is ch
Qtfe'rtory Confirma, in the accompaniment of which we must avoid
B-flat despite its frequent appearance in the melody :

. .
R ( )—w (2)
— e e e ; =
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) pm—— = -(‘QZ_J:-
v —t T i w—————
po—g-o =T —gbe —
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sa- lem, ti- bi 6f- fe-  rent ré-
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ges mi- ne- ra, al- le- - ia. ~

1) After D minor for the beginning and C major for the end of
Confirma, we can keep C major for the beginning of /foc, after that
if we want to avoid B-flat in our harmony, we must treat this note
first as an appoggiatura and then as an auxiliary-note of A, on the
chord of F major or D minor; if we are intent on keeping the usual
formula for the end of Dewns, we must choose F major; but we avoid
doubling the third of this chord, as that would sound rather harsl
against the B-flats in the melody. >
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\We therefore have:

=
|
—
z—p
= i

2) What follows, including the post-ictic cadence of es, calls for
D minor; but the last syllable of operatus permits an intermediate chord
which gives the return to D minor (first inversion) its proper rhythmic
importance. Besides that, the tristropha (which must be marked) has
the first inversion of F, followed later by the chord of C. All this

is simple enough:

quod o- pe- ra- tus es
I
e reaereereeeee =
vV e —, L . - o
—7 7 Toem———1" 7
> ]
s v ,.{ i ; 2
B - in: : £z - ﬂ:
I/ : ry t R § N

Notice that the chord of C does not come until the change of syllable.
Placed earlier, it would break the unity of the syllable.
The cadence of nobis can only come on the chord of C major, taking
" the pressus as an appoggiatura of the final G. The end of the word
is important; but so also is the pressus, since in analogous cases the
principal chord is written on the pressus. The movement in the alto
changes the chord on the end of the word without changing the bass,
and the pressus is marked by a more important movement :

in né- bis :
—

G
i T_ I-v i r
T
e |
[JE—

Notice that the downward bass leap (E—A), following a chord of
the sixth, is subsequently “ corrected ” by the rise to C (a fundamental).

3) The B-flats of fwo are again treated as unessential notes on the
chord of F; then the pressus (as an appoggiatura of E) on C major
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(this is better than A minor which would sound like the first inversion

of F,with the result that the word-ending would not be properly marked):

a témplo th- o,
e e s 1
e eyt |—
Lt | —l T

(2 =t

Once again we call attention to the fact that secondary ictus can
be utilised for minor adjustments in the accompaniment, as this
example shows.

At quod est we return to D minor so as to disguise the monotony
of the bass (C—F—C). But at esz we must return to F on account
of the melodic B-flat; we must also take care not to treat the E before
the quarter-bar as an unessential note, although it is not a very obvious
post-ictic cadence. 1t will be sufficient to end on the first inversion of F,
changing to the root position of A minor: '

quod

[

4) C major is now indicated clearly enough; but we also need it for
the end of the word; hence we put D minor on the penultimate syllable.
To avoid monotony it is best to keep the first inversion of C for all
the first part, reserving the root position for the last syllable:

in Je- ri-

)_
TN T

5). D minor will do well for the sequel; but there must be a change
on the end of #&i, which is a long note: the only possibility is the
first inversion of F major. F major or D minor will lead up to the
end of offerent (with a slight movement in‘the alto to mark the pressus).
The end of this word is perhaps the only place where the chord of
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G minor (as a chord-of movement, first inversion) would be good, on
account of the two B-flats just before:

rent ré-

ti- bi 6f- fe- ges
n - ;
I3 f i) L) = 3 ——{—
= rEmsmee T E e aree
LA TS e
> i ~————]

l 1 N T [~ N
N\ ]
- —8-* ; E\—/n’u’s‘ b= e »—
—— T L4 £ —H

This chord leads quite naturally to D minor for the end of the

phrase. But we could easily avoid it by using C major:

There are a good many chordal changes here, but the bass moves
by conjunct degrees and without heaviness.

6) There is no difficulty in maintaining D minor for what follows;
but we must consider the end of munera : there is still the possibility
of the first inversion of F (A in the bass). The episema on the podatus
invites us to give the principal ictus to the first G: this we can do
by means of the chord of C, with a tenor suspension resolving on the

" last note (compound cadence) :

7

mu-  ne- ra,

£ e

et et S S e i 5~ |
R vt s
= = ™
T [~

e Y =1

==
F——; — H

Our accompaniment does not settle the question whether the ictus is

1. to be on the isolated punctum before the torculus or on the subsequent

note. In such cases our inclination is always to place the ictus on
the punctum (in spite of the ties, the lower parts of our accompaniment

“ indicate this by their note-values).

7) All that remains is the final al/e/uia, where once more we must
treat the B-flats as unessential notes (especially if the E’s are treated

1 as barmony-notes, or else there would be an intolerable incongruity).
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i - princi i niment here to be so
Faithful to our principles, we wish our accompa : X
discreet that it avoids both B-flat and E-natural. = Otherwise we practi-

cally repeat the harmony of hoc Deus:
al- le- 14- ia.

We should adopt the same methods in accompanying the following
cadence-formula, which is also very frequent:

T e e e P e |
- . 7 5 7
|~ or even : elc.
| | ——J | | '
e ————— —':ﬂ Q) e
—=! — = i

IV. ALLELUIA : ASCENDIT.
( Ascension).
Alleluia Ascendit, in which B-flat

Hence we must make a detailed
ples: in the natural

Ouite different is the case of the
pla;/s a role of primary importance. ce We
modal analysis, strictly according to our princl

hexachord, B-flat is possible in chords of transit
hexachord of B-flat to the natural hexachord, E must not occur 1n
accompaniment antil it has first come in the melody.

There seems to be no poit
the present melody they are ¢

(2) , ) :

() On D minor: |

P~ pus————— 5
-4 T
t T 1 ey

http://ci

ion; but in the hexa-
chord of B-flat, E is forbidden, and when the melody passes from the

1t in indicating the hexachords in future; in
learly determined by the notes E and B-flat:
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(3
0 o } N -
> B R—N | =y, —fm—— 'j(-'!* PN T — —— ?
Ny« [ 4 . a0 o | H i o ¢ & > o P g ¥ _ [ g & [ |
’%]I b b @ [ SR Al hat - - [ v 'l P b 'S .l .| I
¥. Ascéndit Dé- us in ju-bi-la- ti- O ne,
@) (5)
g — N Eﬁ‘ﬂ;;%::‘:m_i—qﬁ::ﬁt’%z_
-+ N
et Démi- nus
(6)
=" e S S ’
= E’:\ — 7 4‘1,1 P =’.e : !E_;JEI;IZ!:!VL__L, ——
T . e ! —a—,- -@
in vo- ce * t0- bae.
--*:::_—_—:]‘“Ek T —
“—1‘!;;‘:_'}_:‘_1“‘_ _,rd*_'tw\, H

1) The intonation indicates D minor; but the end could have the
first inversion of F major; the principal ictus of this lesser compound
cadence is on the pressus, which (together with the subsequent note)
acts as a doubled clivis; nevertheless it would be as well to mark the
end of the word, although any chordal change before that point would
be absolutely pointless. :

If we want to end on D minor, we must introduce a six-four chord

. (G minor) on the pedal D. If on the other hand we proceed to the
~ first inversion of F, we can do so without any intermédiate chord, or

with a bass B-flat (on the end of the word) leading down to A:

Al- le- 1a- ia.

[ a) = s ey ——
[ T~ _
[l@—"_ﬁ:;h;:‘:fﬁ_!:t;ﬁ:g——z;‘:ﬂ&mbﬂ:

M @ —F P =
YooY e ] or [ — {
N DR R )

ey 1) 7 g &> = B ot g - | I p—
F-—o=  o— o ——s——1 e —1 — il
l__l.}—ﬁ[,\-’! F=—=T o —t o v/) o

’ i
A passing C in the bass is also possible :
I ———
L e §
'ﬁﬁ : %— -

9-

b
P

F

T

] —
=
I

Here B-flat comes in the bass before it occurs in the melody : but
in the first place it is in a chord of transition, and furthermore this
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148 PART IL — PRACTICAL STUDY OF THE REPERTORY.

note plays such an important part in the melody that its occurrence
in the accompaniment in no way modifies its character. We no longer
need to insist on the necessity for a single chord to accompany a
doubled clivis or its equivalent.

2) The cadence before the verse offers no difficulty; it can have either
C major or A minor (G has a certain importance in the ﬁpal fqrmula
and makes C major acceptable as the final chord; but A minor is also
possible). The beginning of the Jubllus, on the other hand, is d1fﬁc‘u}t
to accompany. If we stick strictly to our modal rules, C major is
forbidden on the pressus-G : the first inversion of G minor is, of course,
excellent, but cannot be maintained on the subsequent E; if we wirite
C major on this E, we shall have two chords where we ha\je always
recommended only one, and moreover since the chord of C will almost
necessarily have to continue on the subsequent group, it will by its
very length assume all the importance: but the principal ictus 1s on
the G. not on the E. In our opinion the B-flat thlch we must treat
as an unessential note) is not sufficiently emphasized at the beginning
of this jubilus to impose necessarily the hexachord of B—ﬂatt,.and there-
fore under these circumstances the chord of C is p0551bllevon the
pressus :

The following would be equally possible :

1 et O
M =N 1 .
—e —

O oo

\ Je——
(—2" 2 —
o/ - b

-

—— | ) |
=
-}

H—

g
P Am— —
f

In this Jast formula, F is implied in the melody, and it is a sort
of six-four appoggiatura; but although the writing is logical enough,
it does not sound well. The sequel presents no difficulty :

—= — n —
- RN g e AP i} B S Tt H——
gé%é:_j‘:ﬁfa_ﬂ EESEEIE SR
s = T T T
i IJ or: ;\| or even : lI 1
e ]
] & 0 P———— ) (7 a— & —
S == —=
= : l f r
http://¢]
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3) The verse must begin on A minor or F major, and the first
syllable of Deus naturally has C major; but as a chordal change is
needed on the end of the word and the final punctum can only have
C major, we must insert D minor or F major (first inversion):

Y. Ascéndit Dé- us
73 NN Ry
j——g— Pt}
o= et
A = TooeE |
| ~—] |
| | )
i—F—» % - f
Z i ' 2= r i |

=

Notice that owing to the conjunct degrees of- the bass, we succeed in
avoiding the heaviness that might otherwise result from such rapid
chordal changes. But we could write : ’

le==m] =

fal -

——

Vv e
|

b,

- - r—
| | At a pinch : r
-1 ,‘h | ! — —"]
9"——7“-‘ o—p—{! Pa0 r J— i
o 2 H e 203 ) 11}
— B ‘ o ,5 .

I l e

{not very rhythmic)

There is no need for any change in what follows. The melody so
clearly pivots on G and on E that we can maintain the chord of
C major, which will lead to D minor for the cadence:

. in ju-bi-la- ti-  6- ne,
ﬁ::;ﬁ o i j—!f.\;aq-T_f -
et g e M By —— e g ——— 1
= - - B v
. 1 1 | | |
faxd ) H 2 . £ H
=z e

f =t~

~ 4) This next phrase contains a genuine modulation to the hexachord
of B-flat. The first E on the last syllable of Domzinus seems to be

" a furtive borrowing from the natural hexachord, in such a way that

the subsequent G calls for the first inversion of G minor, and the next
_ group (which makes an arpeggio of the chord of B-flat) confirms this
impression. But that does not make our task any easier. We begin

with the chord of F major (suggested by the rising melodic fourth
;- C—F) and return to the chord of D minor on the last syllable of
v Dominus: what are we to do with the G and the E?

First of all we
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must discard any solution like the following,

in which the E alone is
an unessential note: .

'9——"3\—-'—'{:}— N

Ir 1oy 1)
==
| i ’
+l’_\-¢‘- 'bJ
o —" H
A ) m— |

The principal ictus is on the last G, not on the first. Hence both
the G and the E should be treated as unessential notes.
On the other hand, if we disregard the effect of the melodic B-flat

and write (with two unessential notes) :

— P ——
v e -
| ~—|
| z
. 3::‘_?____—__&:,':{1:

it is impossible to link up with what follows without an immediate
change of chord. We much prefer:

et Démi-  nus

O [

@ e T e
L4 ] - hd
ey F—T

As the G and the E imply the intermediate note F, we do not
maintain this note in the tenor but substitute A instead ().

Those who are afraid of fifths between melody and alto (one of them
an auxiliary-note) can write :

%@'—%ﬁ;

4'2 ’

| — {1
|

I N A

Ee—

() 1f we maintain F in the tenor, we can tie it to F in the next chord, making
it a chord of the added $ixth.
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We then link up very well with the root position of B-flat until we
come to the long F. .

At this point, although the subsequent D calls for the chord of
D minor, our bass B-flat has too great an attraction towards A for us
to resist it; the melodic D becomes an indirect anticipation of the chord
of G minor again, and this leads to the chord of C on the final E:

The next phrase, which must end on C major or A minor on
the doubled clivis, requires D minor first. But the doubled virga on
F demands a chordal change. Hence the episematic G before it might
have C major or even G minor on a pedal D, and in the latter case
the other horizontal episema could be marked with a seventh in the
tenor, leading to B-flat:

= e — w;—;?_::E
{1l

This tenor movement might equally well come in the bass, but then
the B-flat would be followed by the first inversion of F (A in the bass),
after which another chordal change would be necessary. Besides, the
accompaniment is less heavy on a single bass note.

6) Before the choir joins in at fubae we must face the possibility
of a slight pause and therefore not treat the E before the asterisk

as an unessential note; hence either C major or A minor is required.
We can have G minor on the descending fourth G—D (as a chord
of transition) because of the general context of the melody; before it
we write D minor, and at a pinch the first inversion of F to mark
the ictus of the salicus:
in vé- ce
e T I
ey ) o e P
. _.'_._.’ﬂ—'_r_ A : r'r.l—‘
_../] I l or _/r
f _‘ ! | N | |
— 4 ——— =
P a— Ty X3 H —hs t
T ve— n R W /b X H

§

b R
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The sequel can have the same accompaniment as the beginning,
with a trifling change of rhythm : : .

* t- bae.

]

A 3

I

elc.
: ==y
o8l e ——[I—
4w el 2 1}
|

V. ANTIPHON: LAEVA EJUS. (Common of Our Lady).

IV-mode antiphons on the final A cannot be written on the
ordinary final because the melody requires a full tone above the
tonic, which would lead to F-sharp in the usual notation. On
the other hand, when they are written on A, we have B-natural,;
B.flat can intervene in the cadence in order to determine the modal
character of the deuterus. ‘

To quote an example, here is the Antiphon Laeun ejus -

n -
g H hd = b T W N N [l N N
~ N H I —e- I H R H N H T S sy R~
j [an NN g8 ¥ o X _ " ¥ g ¥ ¢ ¥ I ] ™ 1 L
v —* L4 o ——0——

Laéva & jus * sub ca-pi-te mé- o, et déxte-ra il-li-  us

fa = o =
N

& b (] EE it i
i ——=—{s
= o it _"_,’ o ’—o L

amplexd- bi-tur me. 7. P. Al-le- lu- ia.

" We have transcribed it on E so as to be in the realm of practical
performance. ‘

Until we come to the F-sharp, there is not a single semi-tone;
but as B-natural occurs we can use it in our accompaniment (to the
exclusion of F). Moreover the cadence of o demands the chord of
A minor. On the subject of this cadence (here a simple one) we
must point out that the Monastic Antiphonar treats cadences of this
type (and others rhythmically similar in the other modes) as redundant
spondaic cadences, with the accent doubled (see below, Antiphon
Urbs fortitudinis, mode VII), so that they are accompanied with a
compound-cadence formula (chord on the accent with a suspension
resolving on the last note). The Roman Antiphonar, on the other hand,
adopts now this interpretation, now the other. If the” choirmaster
compares the antiphons with their counterparts in the Monastic
Antiphonar, he can follow the latter book for the rhythm of such
cadences, and the organist must write his accompaniment accordingly.

http://cc
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In the present instance the suspension must be prepared by means
of a seventh in the tenor:

Laéva é- jus * sub cd-pi-te mé- o

Fa) - - N - - -
i.é“_-‘ N i s 1] P i :‘1:t_ A
NN g &~ # gy BT & 4 v & A NN g ¥ v T 11
e = ———o—s—1U1 p—— —p—p t
’ ! | ———r e | ~—— |~ l |~ —{
A i e N 01 elc.
| , ’ J | ! I |
I g | £ < - ) | d.
vy x [ 4 ¢ [ 0 b (ot B o = H

e H 0 2 P H ) [ 2
Z I » ) k] L] L bl 13 1 H ] t 2]
‘" H e — | th) 1] H 1 s

We write a quaver on the accent of wzeo in order to respect the
notation of our choir-books; in reality it should be a crotchet.

In the sequel the F-sharp must be treated as an unessential note.
But since the final cadence comes on the chord of A minor (even if
only to link up ‘with the psalm), if we use the plagal cadence we
must treat the F-natural as a harmony-note and the E and the G as
unessential notes. Although this is possible, the writing of the
accompaniment demands a certain flexibility :

etdéxtera il-li- us ample- x4- bitur me.

Pal L L - " N

I i T e — | —h-—!_ﬁ N P ‘-‘—H

:l'—]'_——ﬂir_—" —o- > Pl ;——u———d—“——_'—i‘:ﬂ—a—,’—H
/N [ / —fvf ¥ ! oo | |
e )T~ ] S = P,

N hd ool r 4 [ A - o (4} o P (n

P = o el H—" —H

1 T E [ 1l 4]

The alleluia (like some antiphon-cadences), in which F does not occur,
compels us to treat the E and the G as appoggiaturas of an implied F :

Al- le- 4~ ia.

O
nra (1)
F e e |
v 'r g
< Y I' e l
=l
eyl r 4 hdl ol (K)
., ) P H
2. ) > 1]
- ! 2 11

and that is how the usqal alto suspension can be prepared.

The Antiphon Zste puer (Birthday of St John the Baptist), in which
F-sharp is constant and recurs quite near the cadence (B-natural in
the original), is really a protus. And so in our transposition we'must
end with the chord of E minor, which presents no difficulty. This
exception proves the rule (*).

(") The Monastic Antiphonar gives this Antiphon with the final G instead of
A (original pitch), so that it is in the tetrardus and in the hexachord of B-natural.
Transposing a fourth lower, we must therefore finish on D major.
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V1. SPECIAL POINTS. B-NATURAL as FINAL. .

F does not occur until we come to Aeterna fac(*);
hence this note must be avoided in our accompaniment. As the
doubled accent of confitemur (and similar formulas) must not be
understood as forming a compound cadence, the chordal change has
to come on the last syllable; furthermore only the plagal cadence

will do (F being forbidden):

In the 7e Deum,

. )| —f A 0
A P 1 3 f 1 N} P 3 il
[{anY |73 ¥ - ” ) - ‘H Mﬁ P I
= l— [ =T » | l'
| | |
] | | |
P st [P
S ]
A y J!—Vr i 1) A H
(0 H ) B 1) t t 5|

From time to time the cadence may be “interrupted ”, as may be

seen. While we are on this subject we repeat the principle that
everything that is recited (i. e. on one note) should be accompanied
by a single chord; the only ictus to mark is that of the cadence. .
The same principle applies to Credo 1, in which the recitations on
must be accompanied by the chord of C major, and the recitations
on A by the chords of F major and D minor. B-flat is not sufficiently
important in this ‘Credo for the cadences on G to have the chord - of
G minor; the half-cadences alone may have this chord, although
they do not demand it and even then it is only permitted as a
chord of movement (i. e. in its first inversion or as a chord of the
added sixth). The genuine cadences can only come on C major. In
fact, C seems in this case to be the tonic of a sort of tetrardus
melody which finally ends on the third of its tonic.

From the rhythmic point of view, notice that the clivis of snvisibilium
(and others like it) is equivalent to the redundant spondaic cadence
of terrae (further on: Deo, caelis, etc.): both are compound cadenct?s
(the principal ictus and chord coming on the first G). On this
subject Dom Mocquereau’s important Monograph (?) should be read.

Here is the first phrase. Notice that only the cadences are marked
by chordal changes (except at caelz, where the chord of F, demanded

by the melody, allows the preparation of the suspension) :

G

Pa- trem omni-pot-éntem fa-ctd-rem caé-li et térrae, vi-si-bi-li-

N N N X L
(N IN !‘ Inl ’{‘4___‘ L‘ !\ !‘

 — y — r
o f— 2 - g —"
1 ! F~—=1

(*) Compare the Gloria of Mass XV,
@) LeChant Authentigue® du Credo (Monographie Grégorienne 111), Desclée, 1922.
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¥

: CHAPTER II. — THE DEUTERUS. 155
um émni- um, et invi- si-bi- li- um.
0> I -y N
1Y N N N L i el InY . — (0]
y /. N D !\ ‘F\= .l !\ H 1 — A
—2—e—mp——! g yy—e—{]

R\

The secondary ictus are used merely for exchanges of notes”.

There is a still more definite impression of a tetrardus in the Gradual
Tenuisti (Palm Sunday), whose cadences on the low C are clearly
in this mode. But that does not create any special difficulty. Yet
it must end on the chord of C.

A fifth higher, melodies written on B as final are of the same
family. A case in point is Kyrie XV, which is written entirely in
the hexachord of B-natural without any F (which note we must avoid
in our accompaniment). The first three Kyries can have either E
minor or G major at the cadence. Similarly the second Christe. But
the first and third Christes and the last three Kyries (except perhaps the
second of them) demand G major on account of the importance of
the upper D. In particular notice the final cadence:

n NN NN
Yy - | n > ]. j N )
K1 o—o———1|
@‘:.:——' —H s——H—
rf v
and not : | |
o J A
~.__# 3 H Y] (1]
M S 1 1 [ ) -
Z [ —{] L H
i ¢ p

which is inadmissible from the rhythmic point of view.

The Communion Dilexiszz (Common of Holy Women) is of course
written on B because of its low F (which is the equivalent of B-flat
in the normal position) (*). It may have either E minor or G major
for the final chord :

s—— pom— :
T e | o . |
e e
11 bl .
. o ! 1 [ I
| | i |
s = 2 2
N H . H—-
)= I 7 1) 7 T [
=2 f H—F I =
I 0—¢ il
(*) The Responsory Subveniie also has a fine low B-flat. But on the other hand,

the high B-flats of the Vatican Edition are more than suspect; if we insist on
B.natural {cf. the Monastic Antiphonar) the melody cannot be written on B.
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Undoubtedly the Gloria, Sanctus and Agnus of Mass I belong to the

tetrardus with their final note on the third of the tonic. Their final
cadences present no difficulty :

=

0 [ " N [

e |l i et |
20 H LABVESN § oy S A S i |

4 [ I . l" [’ = | -
J' .é ‘.o—"'--~| _.',o _J_

{ e [8) [+ [ ) H & A

D ==

[

But we must try to avoid F : this note appears only twice in the Gloria
(at Domine Deus and at Qui sedes ), once in the Sanctus (Plenz sunt), and
once at the beginning of the Benedictus. It is easy to avoid this note
except in certain compound cadences (because of the preparation of the
suspension) : ’

Jé- su Chri-ste ex- cél-sis
o o=~ . . [
v > H ) '. ) 1 ¥ > T IT
O % — ./ |
VT T— T F<~—=1T"7"
| | jrm— |
4 | =z Lz
y——o— A ——f—t—Z——f—
H T { (i | { 1}
\ ) o T 1}
But the following are possible:
- —_
(O——F—=—— |r'j: —tn 5;:1 =
s | 55 *— g i —
o1 < 1"
4 [—1 | !
- < *4 2. 2
o e — H aa = — |
v e O 2. I 1 [ (3)
L 0. £l i

The first of these formulas (on E minor) is possible because it
is not the final cadence. The second, which is rather feeble harmo-
nically, is to be found in some of the old masters of the Renaissance
(of the Franco-Flemish School).
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CHAPTER IIL

THE TRITUS.

Because of a supposed analogy with the modern major mode, the
plainsong tritus is often regarded as easy to accompany. Nothing
could be further from the truth: precisely because of this analogy
it is perhaps the most difficult of all the plainsong modes; for
if the major mode is based on the attraction of the leading-note
to the tonic, the plainsong mode, both in theory (the ancient writers
are unanimous on the point) and in practice (the ancient melodies
in their authentic form contain no leading-note cadences) is based
on a completely different technique and rests on a different conception.

Besides, many of its cadence-formulas, which employ B-flat but
avoid E, are common also in the tetrardus (a degree higher).
Consequently we have to use the plagal cadence; and this has the
advantage of allowing the preparation of the customary suspension in
compound-cadence formulas.

Harmonic scheme :

N o
[,-,".m:..:{r-,.n;,.‘*J.-.n#gﬁl
L e e e e | ™ B . e |
v e e i »° » r b=

fr 7 1 f— ]

|/‘-\' Al

bJJ 1) bhd 4 ) hd e. S 1
A — ot 6—H
= —f-5o——] e
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5 b4 5 . 3
as >
Q—s——# ®
T == T

]

=

But sometimes the melody has a B-natural which excludes B-flat

cadence remains, which is
is so to dispose the two cho
is disguised. As a rule the
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from the accompaniment. In such cases only the so-called. “ perfect ”

always undesirable. The least we can do
rds C—F that the effect of the leading-note
E ought not to be in the alto:

b=

N

IS S DU § J—
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but in the teror, and it should not move up to F:

O
[I 17 = —
s e
Ve

_ With regard to the suspension required in compound-cadence formulas,
since B-flat in impossible, it has to be a /Jozwer suspension resolving
on the note above : )

v ~——H H— H=
Y [ — o | — = H—— h=
7—* [N § P 7 H—8—= H=
o/ - o |~ S l' [

|~ I 1]
= 1~ | =1

e e e

e —li-

we get a chord of the second, with its sixth but without its fourth
(the fourth would in fact give us B-flat), and this is sometimes useful.
The third of the root (i. e. the fourth of the actual bass)is obviously
suppressed, and all these last examples need to be used with great
flexibility : we shall find a number of practical applications of these
progressions in the melodies that follow.

1. — The Authentic Tritus: Mode V.

I. CoMMUNION : TU MANDASTL
( Nincteenth Sunday after Pentecost).

The Communion 7u mandast: is strictly confined within the limits
of the hexachord of B-flat, from the tonic F to the upper D (including
B-flat).” Its material elements therefore are, apart from the actual
notation, exactly the same as those of a tetrardus (without the degree
below the tonic), and the melody could easily be written a degree

http://g
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higher; even the intonation is very similar to that of certain tetrardus
" Antiphons (in mode VII, of the type 7% es Petrus):

(1) ©(2) (3)
O + ——c A — 13 ——
74 % Py b \. PR N A,D.‘ ', » I B -:I—’ % \4_
4 e e A Peg—g e

= -
Tu man-da- sti ¥ man-da- ta ta- a custo- di-
().
n" ) -t )

P — N o

A T NN R — 3 p—
o= :!'—F—P—F—F-F—;z;hP'-—J—T—d‘r:P--‘—'—Aa—?-‘—PP—E—F—P—L—F—;‘—

— Lo I o = 7 4

ri ni- mis: d- ti-nam di- ri- géntur vi- ae mé- ae,
(5) B 6)
O-——— SO~ e S S T A W A QU O W e [ A S
o e e e L i L e L e L e
o/
ad cu- sto- di- én-  das justi- fi-ca-  ti-
n —— -
e Eemmm
i L e e e |
o
6- nes ta- as.

Our accompaniment must be, like the melody itself, hexachordal;
hence we use no chord containing E. It is obvious all through that
F major is the principal chord, suggested by the emphasis given
to the notes F, A, and C; closely associated with F major is the
chord of D minor, which is indicated in some places (e. g. 7zmeis), and
which introduces an element of variety; G minor and B-flat major
must be chords of movement. .

1) The intonation forms a little phrase on its own; it is practically
bound to begin and finish on the chord of F. We therefore need a
secondary chord on the second_syllable of mandasti so as to give
the final chord its rhythmic importance; it would not be sufficient to
pass from the root position to the first inversion, or wice versa. We
must therefore take D (and not C) as a harmony-note; we give it the
chord of B-flat although this note has not yet occured, for we are
obliged to choose a hexachord. And in order to avoid all heaviness
we set everything on a tonic pedal:

Tu man-dé- sti
Fa) N w\_ ™

|
'F‘_g—,— et —d I
7 - 72 o H
oJ 7 | ~—— |
) |
Y - be "
e R — l= E:

We begin without the third of the chord so
a more Jogical progression; if the tenor began on

cwatershed.org

as to give the tenor
A and came back to it,
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the auxiliary-note B-flat would be rather puerile. It might be objected
that the B-flat, analysed as a passing-note, does not really change

the chord. In our opinion it has sufficient. character to mark the
melodic rhythm. Otherwise we should have to write, rather clumsily:
(-5 S o S
s —r—{]=
0y Cl —

1l

&—— .
A ———

<4 v

S e e
Z I H

2) The sequel also demands F /major; but we must take advantage
of the end of mandata to make a chordal change (first inversion of
G minor). The cadence of Zza must be regarded as a compound cadence.
A suspension in the bass or in the tenor is resolved on the end of the
word. Thus without any difficulty we have:

man-dd- ta td- 2
R ——— N
; e e e[
e

v —

| d—d pd &2 t’H
=
i 11

Notice the chord of the added sixth and its disposition, on the end of
mandata ; of course thealto F could be altered to D, in unison with the tenor.

We could have a pedal bass (in which case the suspension would be in

‘the tenor), but after what has gone before it would be somewhat

monotonous.

If we maintain that the cadence is a simple one, then since the
chord of F is the only possibility on the end of #zxe we must take
the tristropha as an unessential note or as a seventh; there is no
alternative to the following realization:

= ,
— e &9 o |
@—’r-—i—ﬂ—
< { l
PR
5= : 'Lf]—

But the emphasis given to the final on the accent of tua forces us
to interpret this as a compound cadence.

3) We begin again with the same chord (F major). As the end of
custodiri has to be marked, a change is required on the previous

http://c}

. which up to this point has been rather monotonous.
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ictus, for only F major suits this syllable; in any case there must be

" a change on the first syllable of nzmis, for F major is again needed

for the ending. Practically the entire phrase can rest on a tonic-

pedal:
custo- di- ri ni- mis:
- —

Here it is the tenor alone that marks the rythm. Remember that
the principal ictus is on the second syllable of zmis, not on the
final punctum.

4) We have the same problem in the next phrase, which also revolves
round the notes A and C. But the chord of B-flat, which is clearly
indicated for the word wiae, facilitates the cadence of meae, which
can only come on F major. We therefore have:

G- ti-nam di-ri- géntur vi- ae mé- ae,

-
[‘1“T gt T VO O i e s v A FT:A*Lﬂ‘—'—D—
@n_ o TSI A O I . 1|
— - y s y ] (ke I
r 3R 2 r 72 2 11
T — —_— § —— | ~———1 -
{
r———— | m—,
4 & 4 bd 4 2 4
l‘_‘: » & T t pa0 e 7—H
P i } ® ] f —
— : ———

The first C on the second syllable of meae is preceded by a double
anticipation, which is here quite possible. Nevertheless it is a procedure

. which needs to be employed with discernment.

5) The end of custodiendas, a lesser post-ictic cadence which must
necessarily come on the first inversion of G minor (A -being treated
as an appoggiatura of G), brings a little variety to an accompaniment
But all ‘the

first part of the phrase could go well enough on the chord of F major;

_ all the same we introduce D minor, which allows the bass to move down

to B-flat with less of a jump:

ad cu- sto- di- én- das
- e s N M S s e~
p— ,;’ 9‘-&—:‘3‘&'—?;*—_?—;:@]:
ST 7 r
B [ ~~——— | ———
M .
S P
N — e .- l 1__
= = be —

Ne 792, — 6
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6) The next word again calls for F major; the beginning could
have D minor, but we have just used it. There is no point in
overloading our accompaniment: we make no changes, and merely
concentrate on our plagal cadence; the indispensable B-flat intervenes
on the end of the word; the horizontal episema is marked by an octave
Jeap in the bass; the final chord is written on the first syllable of
tuas, for this is a large compound cadence; the usual suspension
is prepared in the tenor:

ju-sti-  fi-ca-  ti- 6- nes th- as.

G ——— e e e —
et Wt = g o -—H
@_f‘iﬁ_d_,_yﬁ.;}:;av? o ] .‘__l_,'__c_,l__a:-,!_g_é;_,!_,tv:ﬂ:

B 1 z = -
] ! | i P
—— o | |
AN < <. bJ J 2 |
e i & o - &-*  — 1|
i m— - Py p—— e e
—y T

Although from the rhythmic point of view the tenor suspension is
perfectly correct, it may appear somewhat long and awkward; this
disadvantage is less noticeable in protus cadences (on a minor chord).
Since the main thing in this formula is to change the chord on the first
ictus, we may, and consequently often shall, write the following
(especially in tetrardus cadences, on G):

i
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Obviously the accompaniment we propose for this melody is not very
varied; but it is not the business of the accompaniment to add anything
new to the melody, which is self-sufficient; all that we ask of an
accompaniment is that it should fit the rhythm of the melody as closely
as possible and respect its modal character.

1. AgNus DEI oF Masses IX AND XVIL

\When melodies of the same type as the preceding expand in the
higher register, the natural hexachord is established in the region of the
upper fourth C—F, the hexachord of B-flat being maintained below.
Thus the octave is divided into a fifth F—C and a fourth C—F, C
providing the necessary link between the two. This is the case ir
the Agnus of Masses IX and XVIL

. (doubled) clivis can have the first inversion of C.

~* thus marking the
1- therefore have:
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Here is Agnus 1X:

(1) (2) (3)
_?_ i — + ——— g b
o o e e e = i e
\“_)7 [ 4 - Lo et T -
Agnus Dé- i, ¥ qui tol- lis pecca- ta
(4) :
) I :w——————'? . i} = +
e et e
! [ = ;A SO § e
man-  di:mi- se- ré- re né-  bis. Agnus Dé- i *
(s) .
—‘9,} —— e T S~ —
—ed L e L i e | e
qui tél-  lis peccd-ta min-di: mi- se- ré- re noé- bis et

1) By itself the intonation is indefinite because it has no semi-tone.
We could therefore interpret it as belonging to the natural hexachord,
which clearly intervenes afterwards at gwi follis. Nevertheless, in 2
case like this we must beware of the chord of C, because if its third (E)
were to move up to F it would naturally figure as a leading-note,
while on the other hand B-flat is quite safe. Moreover a careful
examination of the complete melody clearly shows that B-flat is
included in the fifth F—C, while the lower E is systematically avoided.
The Sanctus of the same Mass is exactly similar, and the same

o principle has to be applied.

Nevertheless the cadences on C (mere phrase-endings) naturally
have the chord of C (mostly the first inversion), for in such cadences

" there is no leading-note « attraction ” to disturb the plainsong atmos-
phere (the chord of C being merely a

provisional cadence): briefly,
such provisional cadences on. C are equivalent (a fourth higher)

‘ to tetrardus cadences on G, which receive the chord of G major even
when the melody rises from the lower part of the scale,
. in the case under
interpreted as a tetrardus cadence.

In fact,
discussion, a cadence on C is quite naturally

The intonation indicates the chord of F major. But the final
If we want to mark

the distropha of Des we must introduce a previous B-flat in the tenor,
beginning of the first syllable of the word. We

Agnus Dé-

In - “‘ == L\: ()
e e
.o. v 13
' '
| ! |
Y ¢ _bi J =
D= ——f=
M H
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If we were to keep to the chord of F major for the end of De
the rhythm of the accompaniment would certainly be feebler:

—~

Fal - g SO N
. e e e e
G

o

|
" .
1= be J
2 1 — [

T

2) We can easily begin again on the same bass note (E), which
leads by conjunct degrees to the chord of D minor for the high
F of tollis. But if we put the chord of C on the end of the word, we
must write a chord on the up-beat for the high F of peccata, otherwise
this note will sound harsh on the chord of C. Furthermore, since it
is better not to break the unity of the neum on the accent of Zo/s,
we must return from D minor to F major for the change required by the
end of the word. This gives us:

qui tol- lis
5 a0 BN
I s T = §
— W F -~ g
T R
4o )=
~= o’ d o
e — s-—s——1—H
H = iy

From this we see that phrase-endings on C can have two harmonic
interpretations. .

3) With regard-to peccata mundi, no change is necessary until the end
of the phrase. In spite of the monotony of the formula, the bass

can then descend quite simply from F to E:

peccd- ta min-  di:
0O .h J’I nh Py !
7 — i — La—?ﬁ—i—-H—
) {an) paang §
ANRVA [ ;' 30 » j——

L T .
.‘..7/pw [ i

N
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4) F major fits the sequel, and the plagal cadence does for the
conclusion. So that we can have:

http://c
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mi- se- ré- re né- bis
e e e e e |
™S ettt 0 o |

A | f r T—

S b))
—» ;i : » —H—
2 ! ==

The alto suspension is obviously not obligatory.

On the other hand we could keep the same harmony and base it
all on a tonic pedal. Or the E we already bave in the bass could
be held on as the seventh of the root F (third inversion); the fact
that the melody introduces B-flat over this note need mnot worry
us, because E can be justified by the general context, even in ‘the

- hexachord of B-flat, where (as a seventh) it figures as an unessential note :
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5) The only difference between the, first and second Agnus is at ’
But here the A of the word gus (on the
“up-beat) would fit better on the chord of F at the preceding cadence.
- Hence we could have:

Agnus Dé- 1§,

We must now consider the end of Zol/is, which, having a doubled

1 . punctum, requires a chordal change. D minor would do, but would
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be awkward for the C at the beginning of peccata. It is simpler to
put G minor on the first syllable of zo/zs. This chord leads to the first
inversion of F, and we maintain the chord of F until the end of mundz :

qui tél-  lis pecca-ta min-di :
T ﬁh Ne—N H
@:ﬂ L e e L e
o [ |~ j] f | —
e E
I  —

For the sequel and for the third Agnus. there is no need to change
what we have already proposed.

Now for Agnus XVII:

-

:“ " | —— ) o3
Y ;. bad x bl ) g
J /801 e HP . e _— H o~ HIH U — i H
X7 F-4 ¥_¥ [ 4 T O = - S —
Agnus Dé- i, * qui tél- lis pec-cd- ta mandi: mi-
6 ,‘ ~ f —— H ——— [ 3)
o e -o————4
7 & ¥ 7 ¥ ¥ O R ¥ ¥ g
o/ - v
se-ré-re nd-  bis. A-gnus Dé- i et

There is not a single B-flat and yet it seems impossible to adopt any
but the plagal cadence; the so-called perfect cadence would almost
necessarily imply a leading-note, contrary to the plainsong atmosphere.
Furthermore, comparison with melodies of the same type (and even
others like the Alleluia Assumpta est analysed below) justifies the
conclusion that B-flat is implied in the middle register of the scale;
besides, we observe that the semi-tone below the final is systematically
avoided by the melody at its cadence.

The intonation ends with the torculus-and-punctum formula, which
gives us a compound cadence. Since we must begin on F major, we
must end on D minor; and if we want a subsidary movement on
the final punctum, there is no alternative to:

A-gnus Dé- i,

—

S}

0 =N : —
==
| I {

—Jl-'——_bd]' ol-—__
S D »= —l=
=

http://ca

'v " formula :

CHAPTER III. — THE TRITUS. 167

Nevertheless we could have two distinct bass notes under the melodic

==
ey hi—

ot
1

The very emphatic pressus of Zo/is on the same note as the end of the
word seems to impose a compound cadence; the chord must thereforc
come on the accented syllable of zo//zs; thus we have:

qui tél- lis
o =N LN}
(= |
= —s =
v I I S —
e T e
9: rd d 2 i} - (M —H=
il t H: H=

with the suspension in the bass. If we end the intonation on D minor,
we must link up with the second of these formulas (%).
The remainder of the phrase must have either F or D in the bass,
moving to E for the end of wmundz :
pec- cid- ta miundi:
~i ‘P‘. ~ N

= T i ¢: o —y——1
—= P =
e 1 F i R .
el -
. = ) A
lﬂ'—_l o £
H .
The final cadence has to be the plagal cadence, which is the only
p0551b111ty:_ mi- se-ré-re  nd-  bis.
6 — I~ M 0
P A -] N1 F IO X 13
[ ==y —gog—a—Hi—
K" [ -
$ | 1 f~—
T ). )
Yi—a—P : .- »—H—
[(E=p— : —H

The next Agnus, beginning on the chord of F major, can have for the
torculus-and-punctum formula one of the two solutions proposed above.

(*) We can also link up with the first formula. but then we must alter the tenor in
order to avoid fifths. .

fatershed.org




168 PART II. — PRACTICAL STUDY OF THE REPERTORY.

[1I. GRADUAL : PROPTER VERITATEM. (Assumption of Our Lady)

With the first part of the Gradual Propter veritatem we return
rather to the type of the Communion 7u mandasti (indefinite mode):
but although there is an E at dextera, the B-flat is much more emphatic;
in this melody we shall be studying the habits of numerous Graduals
in mode V;we shall subsequently complete our study by an examination
of the Gradual Owmnes de Saba, in which, by contrast, B-natural plays
the principal réle : : ‘

n (1) 1(2)

b ] h N—N J’:h%ﬁ——f?j'—ﬁ"ﬂ—ﬁ'm—"‘_*—

@——1’_"‘1 '=.-"'l i 3'{:"-‘H='l' 1
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(4 (5)
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From the beginning of justitiam B-flat assumes so much importance
and the tetrardus character is so marked, that an inattentive singer
almost instinctively sings a full tone below the tonic at the beginning of
dextera, i. e. E-flat instead of E-natural. Without any appreciable
modulation, therefore, we are practically in the hexachord of B-flat.

1) The intonation and also the next phrase rest on F as a reciting- note.
We must be careful not make any useless chordal changes. F major or
D minor will suit; but first of all we must mark the end of veritatem.

In fact we can begin with D minor and end with the first inversion of
F major — an extremely simple solution :

Prop- ter ve-ri- td- tem

i
P 1= 18 N J’;‘ .‘h.‘ ‘)\‘ | H
(ﬁ)——i—‘——d—i—'—u-"-’—i—i*H—

- F e

| e ‘
Fan Y03 ;o _ l
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2) The cadence of mansuetudinem (torculus-and-punctum) requires the
usual treatment. It is difficult to have an inverted cadence on the F
_without exaggerating the importance of B-flat (which would come in the
bass in preparation for the suspension). If we set this cadence on
D minor, we should have to use the first inversion of F (%) on the
distropha (the root position being too heavy), which would be a bad
cadence from the harmonic point of view. We therefore adopt the root
position of F major for this cadence. 1f we have already begun with F
in the bass (C major is impossible and G minor would again give too
much importance to B-flat), we can hold it as a short pedal:

It

et man- su- e-tadi- nem,,
e e T B St e
Y = bz - 7
< [ | r
= T | 1) 3 n
) — & = =—H
z

e

N

obviously with a protus cadence

) The next phrase ends very
G minor, as the melodic

We therefore set it on the chord of
intervals suggest, and we take care not to break the unity of the
long group on the third syllable of justitiam. But we must mark the
end of the word. Starting from the chord of G minor, we have no
choice: we have only the first inversion of B-flat major which we

can transform into the chord of D minor (with its seventh), ending with
G minor. Notice that the first long G is the true cadence note:
what follows is merely an embellishment of it. That therefore is where
the cadence chord must be placed, with a tenor suspension resolving on
the final punctum. The two melodic B-flats clashing with the tenor C
(which is the suspension of B-flat) rather offend eur modern eye (much
have already observed in connexion with

similar cadences, all these melodic notes are regarded as ornaments of

(*) Not D minor which is needed later;
soon from the rhythmic point of view.

- inversion of F major) coultl not leap up a

rules for chords of the sixth in Part 1) :

at the very least the bass D would come too
On the other hand, an A in the bass (first
fourth for the cadence chord (see the

—f‘

P

» -
bl T
1 1
T H
- H——

| iﬁff_éé%'w
Lﬂ__ : -

Impression of rest
on the distropha.
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Bass leap after
a chord of the sixth.

B-flat too important.
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the cadence tonic (practically as unessential notes). The spirit of
the rule concerning suspensions is therefore respected :

et ju-sti- ti- am:
-£-— ey ] N e n
e e e T e o e T T T e e
3 g —— = o i

M |t —— |- 1/—\| ‘A l b
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4) The next phrase likewise calls for G minor; we need it both
for the beginning and for the end. But if our accompaniment is
to be rhythmical, we need at least one intermediate chord. Already
on the first syllable of deducet the repeated C invites us to treat this note
as a harmony-note, the preceding B-flat thus being an unessential note.
We could therefore have the root position of F, for example. And since
the end of the word has to be marked, we once more use the first
inversion of B-flat, which we can transform into the root position of
D minor (without altering the bass) before returning to G minor:

et de- du-cet te
Fay P T N
[mra J ey i H | R N
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5) The same chord is required for the end of wmirabiliter, but
this time we use the first inversion, This is preceded by the first
inversion of F as a chord of transition. Notice that the firm character

of the bass, moving by step, corrects the harshness of the melodic - .

B-fat and G on the chord of F. The beginning of the word must have
D minor:

mi-  ra-bi- li- ter
& ey —p——
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6) At dextera it is important not to treat the E-natural as a harmony-
note; it intervenes rather furtively and must not be emphasized by using
the chord of C major. Its true character is preserved if we give it

http:// ;
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the first inversion of F (%) or D minor. If we want fo avoid too
many chords on the last syllable of dexzera, we must take the B-flat ds a
harmony-note on the first inversion of B-flat, the C and the A
being appoggiaturas. On the tristropha we can easily prepare the usual
suspension for the compound cadence (torculus-and-punctumy):

5

déx- te-ra tu-  a.
0 —— —— NP p— —
B U P, S S S i R S e W = am— .
2 P P S o N | YR 2™ SR AR 4 =P~ IR = | e M O S A
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1 I b obE P P F
: : Py i [
| | |
by -_&. b PLA P
N— — 2= —: e
F— ; & d——d—j—-
T J i1}
e g ]
[~

Many text-books of harmony and counterpoint would condemn this
final progression of the tenor and bass, not because of the hidden fifths
(here quite excusable because the fifth is the fifth of the tonic), but
because the tenor moves to a note (C) which is lower than the previous
bass note (D). Similarly in an ascending passage :

This rule has no absolute value even in vocal music, and hardly applies
to the key-board, and furthermore it concerns specific cases without

" having the force of a rigid principle ().

Once again, therefore, we have an accompaniment which has been
dictated solely by the intervals and the rhythm of the melody, as if
no other accompaniment were possible.

IV. GRADUAL: OMNES DE SABA (Epiphany).

The Epiphany Gradual presents difficulties of quite a -different
kind, for the first part uses only B-natural But these two Graduals

(") Theoretically the E then combines with the other parts to form the chord of
A minor. But the ictus is on the F and coincides with a chordal change, and so does
not give it this character. i

(*) Anyhow, there is no reason why we should not write :

7}
T
' pw- s
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%
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together with a number of cadences from various sources will illustrate
the principal formulas of this type of tritus:

n (1) = v

(2) -
e e EE e
, N .  J

O- mnes * de Sa- ba

vé-ni- ent, au-

|4
»
4
@lll
-
atl
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4
A
L
..
A

ti- 4n- tes.
(5)
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R
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V. Sar- ge,
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Y%
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ta est.

The chief difficulty arises from the fact that this melody often moves
in the bexachord of B-natural and then returns quite naturally to
the tonic F without the least incongruity: the accompanist’s task,
therefore, is to use the chord of F in the upper register only with the
greatest discretion and to return to it skilfully when the melody re-enters
the natural hexachord; at the cadence especially he must avoid any
effect of a leading-note, for B-flat (which would be necessary for
the plagal cadence) is now impossible.

1) The difficulty begins even in the intonation. Obviously we
start with the chord of F major; but as soon as we reach the C,
we have to find another chord (A minor or C major, chords common to

" modulation. j :
‘be another chord on the preceding pressus : as G major and E minor are
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both hexachords), for B-natural is imminent, introducing a brief
The end of the word must have C major; so there has to

much too violent, we must treat this pressus-G as an appoggiatura of T,
on the chord of D minor:

O- mnes
P e e
P e S I L . S =t A H=
et
LA |~ " f -I-

B s an? SN B
e s Am— 2—H
7 - + ' H

Notice that, although there is a chordal change, we respect the
unity of the vocalise on the first syllable by keeping the same bass note.

Once we have chosen our chord, we must ah\.'ays a§k ourselves whethf:r
we are to use the root position or the first inversion; the answer will
mostly depend on considerations of style and rhythm.

2) Now it is the tristropha of Saba that requires our attention; the first
inversion of C would suit it well; but we must not forget that after
a chord of the sixth, the bass ought not to move by leap, and we might-
easily be led to continue with the chord of A minor. Hence we
prefer to put this tristropha on A as bass; and then if we ‘have
begun Sabe on the root position of C major, a passing Bjnatural will do
quite well to mark the doubled virga. But a long C (in the form of
a pressus) is coming shortly afterwards, and therefore instead of writing
A minor at once, we choose the first inversion of F, and the alto

F descends to E on the pressus:

de S4- ba

-,
o :
' e P e
AV A S, S SO M=) H

!

The compound cadence (torculus-and-punctum) of venient requires the
usual suspension in the tenor, which is difficult to prepare with the chord
of G major owing to the melodic intervals, and anyhow the chord of
G major would be rather abrupt in the general context. The plagal
cadence (D minor in root position, followed by A minor) is more suitable,
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and we can take the pressus-C as a seventh; the rest can all come on the

same bass note. This gives us:

vé-ni- ent,

B .~
s Yl W T s
"—.-""—‘;_i—i—i""i—r;:ﬁ:

m

A Py
Jg—F o .
— } ~—
— J |
= = Z. =
- =

It is best to treat the B and D of the melody as unessential notes
¢ without changing the chord, in order not to break the unity of the

vocalise, and to reserve our changes for the more important ictus.

3) Once more it will be better to avoid the chord ot G major.
D minor is possible as a chord of movement and is better suited
to the previous and subsequent context. On the second syllable
of awrnm we return to A minor, which is indicated by the melodic
intervals; a simple movement in the alto marks zZus and at ‘the same
time prepares for the subsequent descent of the melody to F. The
fourth G—C naturally demands C major, and the end of deferenies,
A minor; we can maintain this chord up to the final -punctum
inclusively ; at this point we could use the first inversion, but it is not
" necessary :

au- rum et thus de-fe- rén- tes
n [ T . DU . (T s i |
jm B i g0 ) : In) Z Pl e — 4 !x_
hed R -} -} K i i @ Pt ) 1
“@ r”) 2. r-4 (-] @ hod [.3 11
i . 5 2 ¥ ___ 'é £ L ¥)
v ‘ ] /! i ] ~— 1"~
I E 1 — ]
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ey el T b - 1)
';lv :’ —— T T H
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Fal

e
or the alto might end thus: o ——{I—
. o/ i I

‘ |

4) There is no point in changing our chord. The end of Dowmino
would fit D minor perfectly; but this chord would not suit the beginning
of the next word, for the chord of C (demanded by the beginning of the
second syllable) following D minor would give almost unavoidable fifths.
We must therefore decide either to make a change on the first syllable
of annuntiantes, or better, to write the first inversion of F at the end of
Domine : the bass does not change (although the tenor movement alters
the chord); but the previous chord of A minor is placed on an important
jctus; hence our accompaniment is rhythmic :
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et ldudem Dé-mino annun- ti- an- tes.

[nq—x—Aﬂ—«—A—;, e ===F
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e e -, -_— >
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It would obviously be a mistake to treat the ?\ubsleqif:nt‘ Bjnaturfaltlas
i to mark the beginning ol the
a harmony-note. It is a good plan F r
last syllabl}:e of annuntiantes, as we have: gione, with the. tonic _chord ?‘f F
(inverted because of the subsequent qu§hsma); but as in the intonation,
it must change to A minor (first inversion on the doubled punctum) clm
account of the melodic B-natural. But how are we to accomé)any the
cadence? If we are absolutely set on avoiding the periect cadence, we
must establish a short bass pedal, over which thedalto and tenof1 moxie sg
‘ i the third inversion of a chor
as to lead as neatly as possible to 3 1
of the seventh, but without the third of the root (which would be B-flat),
thus giving the illusion of a plagal cadence:

e
=4 =

]\_/l { i
=

This is obviously not very elegant. . )
Perhaps we shall prefer the so-called pgrfect cadence, Wl%l an sttt:g:q?:,
at disguising the leading-note effect: in that case the E mu
in the tenor and must descend to C:

e e
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All this shows once again the difficulty of accompanying plfiinSgng
and the impossibility of finding a really faithful harmonic interpretation.

5) We begin the verse on F major. Buton the ez}c} of ]Su:;ge nga‘t]?;:-i
provide for the B-natural and write A minor. 1e1 ?11b -e tural
cannot be treated as an unessenm:al note and, as a 1\x_alys, w must
avoid another chordal change immediately afterwards, w hich m.e;z.lne that
there are at least two unessential notes in the subsequent group; th
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F needs the chord of D minor, which is less abrupt than F major after
the B-natural. We therefore have:

For the next phrase, which practically repeats the same melodic
formula, we repeat the same harmony, except that we introduce a 6—5

" suspension in the alto in order to mark the two pressus:

P PN U o T e
e s e
= = —T1="
'/"""\
27 e =) J
SR — e £ ;—-H:
v =] <t e H—

R4 A g

6) We begin #luminare on the previous chord, making a change on the
accented syllable so as to mark the beginning of the long vocalise; the
next change comes on the distropha (C) which requires the chord of A
minor because of the approaching B-natural; that is followed by D minor
tor the high ¥, and the first inversion of C for the end of the word :

.|

et il-lumi-nd- — re
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(fn e i i Al o o7 i z—*—H
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Of course, the descending fourth F—C indicates the chord of F; yet D
minor is possible, over which the first C is treated as an anticipation
With the first inversion of F the high note would be far less emphatic :

{ /an) rl Y (1}
dlL [ 7z £
— I
4 1)
—_ -
v » & —
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In any case, either version.is possible.
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7) The previous context indicates F major for the beginning of
Jerusalem (a 9—38 suspension provides an excellent link). We make
a change on the pressus (C in the bass), and then take the G of the last
syllable as an appoggiatura of F: y

Je- r6-  sa- lem
O - ' 3 pr—
Y Jed ol ] ~ J—

. ¥ su =y n=
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The sequel is not easy: obviously the B-flat must be treated as an
unessential note. '

Moreover, in spite of the full-bar, the cadence is not very conclusive,
and we can “interrupt” it (with D minor) as we so often do for
tritus cadences which are not final. With B-flat in the accompaniment,
we have a very simple solution :

M - M _

e — [ e~ g:ir_:H:
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But is it not better to avoid B-flat (although it has just occured in the
melody)? For example : ,

8) We must mark the end of gloria (either with D minor, preceded by
F major, or with the first inversion of F: we prefer this last solution
rather than beginning on D minor and returning to it by way of
F major). The sequel offers no difficulty : it is all in the natural
hexachord : we must mark the distropha and then the ictus before the
quilisma; but at the end of the word we must provide for the very
emphatic B-flat which follows, by which a clear modulation is

7atershed.org
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so for the final A we avoid A minor and use either

F major or D minor (chords common to both hexachords):

qui- a glé-

mi- ni

—_— A

ri- a Do-

At super, in

, 9
t hexachord of B-flat: we nee
B-flat : the latter is better on acco

the melody. But

is necessary on the pressus of Ze; and ino
of B-flat and C too close together, they

fact,

B-natural comes at orfz and therefore

intermediate chord of F on the beginning of Zz -

"10) Only

fourth A—D demands D minor
We must not return to A minor for

chords).
the sequel clearly

tritus-tetrardus formula);
the emphasis which the melody gives to B-flat b
harmonic atmosphere of F major or D minor.

su- per te
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belongs to the hexachord of B-flat (an

plagal cadence easily enough.
The long notes act as land-marks for chordal changes:
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we have a characteristic modulation to the
d either G minor or the first inversion of -
unt of the descending fourth of

C major

rder to avoid having the chords
can be -linked up with an

A minor fits the beginning of orzz; but the melodic
(despite the closeness of the two
the pressus of es? because

indefinite

instead we use F major and then reflect
y employing the general
We can finish with the
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(") An alto passing-note is possible : i@gﬁ_ﬁz ele.
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When B-natural occurs in the context, tritus cadences are a source of

great difficulty.

Here are some examples :

1o Gradual Constitues (before the verse). This cadence is the same as
that of Quwnes de Saba (also before the verse) and might be treated the
same way; but since the whole of the first part systematically uses B-flat,
the plagal cadence seems to be possible : _

e e e
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90 Gradual 77ébulationes (Second Sunday of Lent)

a) before the verse:

—— —H:_‘

Vit e—a sy —

SR

6)- mi- ne

This is a compound-cadence formula. Its character can be preserved
in the following way, although the writing is awkward :
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Although we have to mark the beginning of the cadence-formula, we
are not obliged to limit ourselves to a single bass note; in this case
we could end with the so-called perfect cadence:

—— e ————EmwEra T T
P e
g 8——p—

Ll
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Here there is no question: we must treat the B-natural as an
unessential note and finish with the plagal cadence. As far as possible
B-flat should occur first in the melody before appearing in the
accompaniment : :

]
B ;
ha By ¥__ I be b ) be. T H
we '@ —H o L
bl ! . — 1) 2 __{
& N AEe F T
or:
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In the first solution the melodic B-flat, auticipatfng the suspended
B-flat of the tenor, is nothing more than an ornament.

30 Communion Qwi mili ministrat (Second Mass for a Martyr
not a Bishop):

o e
YA ) R O SN SN U ——

A A | T | I PR

P—-e* ot —H—
e/

(mé)- us é-  rit

Here the usual tenor suspension could be a lower suspension
(resolving upwards) : the upper suspension would give B-flat :

2]

o ¥ e l—fs—a—H -
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The chord of F ought not to come until the end of zzmzs so as to have
its proper rhythmic importance, and this is precisely the difficulty. -On
the other hand, if we have C in the bass followed by F on the end of the
word, we have octaves between the outside parts, which we must avoid;
and moreover we have a frankly modern cadence.

We must therefore seek to establish a tonic pedal on the end
of the previous phrase, and maintain the movement by means of the alto
and the tenor: this may not be very elegant, but it is preferable to a
formula that is either modern or anti-rhythmic: .

http://
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ta- is, quaedi- 1é- xi ni- mis,

= N NI =
IF . P 3 r — -?o ¥ H H—
D a—— » d 11

e | g &
s r X0 [ )

T —_ r 11
2- T S B S
J: : — % pors 30 o 4 ilj__

All the difficulties we are likely to meet in authentic-tritus cadences
are similar to those we have just discussed.

V. ALLELUIA: ASSUMPTA EST

( Assumption of Our Lady).

At first sight the Alleluia Asswmpta est appears to be written
in our modern major scale of C major.  The high B-natural
clearly indicates the tritus; but notice that the semi-tone below the
cadence-tonic is systematically avoided : hence in itself the cadence is
indefinite. This is exactly the same thing, a fourth lower, as we find in
the Sanctus and Agnus of Masses 1X and XVII. Moreover an
examination of the Antiphon Cum audisset (Palm Sunday), for example,
shows that, rather than employ the leading-note, plainsong uses a full
tone below the tonic in such cases; the Vatican Edition, of course, has
B-natural, but everybody agrees that this reading is incorrect: it should
be B-flat. Furthermore a study of the plagal tritus confirms this.

In practice, therefore, B-natural must be excluded from our accom-

“paniment of the lower part of the scale; it belongs to the upper region.

But cadences on G, the middle note, may have the chord of G major,

_even when the melody approaches from below (such cadences may be

regarded as tetrardus). There is always the distinction between the two
hexachords to remember () : .

(1) ' @ —=
— r—
e e e
S ! :l—d—v— —o—o S S~ M - A ——
-
Al- le- ha- ia. * 7.
_ (3 - (@)
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AT — RN L L I S s | N A 1. o i
e 4 \’\-o -7 M
’ V. As- stmp-ta  est

() We take this Alleluia from the feast of the Assumption because it is under this
form that it is most generally known. The same remark applies to the other melodies.
Sometimes the original form is set to other words, less well known.

.Watershed.org
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(5) — '(6) -
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1) The whole of the first phrase can easily come on the root position
of C major, changing to the first inversion of G for the end of the word.
And so, to begin with, B-natural is treated as an unessential note. The
pressus is marked by a subsidiary movement in the tenor:

Al- le- la- ia.
H— '——N——.—':*g'?:* R S §
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2) The jubilus begins on the same chord (G). The doubled A is
in the hexachord of B-natural and can only have the chord of A minor
(not F major or D minor). In our opinion it is not necessary to
have very distinct chords for the two doubled G’s that follow : for if we
accompany them with G major, the subsequent F demands an immediate
change in each case; the thetic character of these two G’s is not very
marked and the first long note (the A) has already received its proper
chord, so we content ourselves with subsidiary movements. Hence
we keep C in the bass; and avoiding all useless change, we alter nothing
until the melody descends to the low C: here, in virtue of our rhythmic
principles, we put the chord of A minor :
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3) A minor is now indicated until we come to the pressus, on which we
prepare our plagal cadence (F in the bass):

4) The verse can begin on the same chord of C (first 'inversion, for
example), but after that, F is too emphatic for us to avoid D minor
or F major. The word es? can rest on the chord of C once more, but we
must introduce a movement in the tenor in order to give the

appoggiatura-pressus its proper character :

. As-sumpta  est i
— __:H:
e e e e B e T |
-7 — e v =
e f‘ [ S——1
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5) We now have to consider the end of ]li/’{zrz'a : D minor is necessary
(not G major), if possible in its first inversion: the bass can move up
to F if we put E in the bass on the pressus (we place G in the-tenor
to avoid the effect of a six-four chord) :

Ma- ri- a -
- .
_/{v
-\'h J
P o
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%

" Notice that we have to reserve the chord of D minor for the right
moment, resisting the temptation to put it on the accented syllable of
Maria.

The torculus-and-punctum cadence of caelum is typical and we must
use the plagal formula, with the usual suspension in the tenor. :

There are however two difficulties : the first concerns the melodic
fourth D—G which must certainly not have the chord of (G major: the
G must therefore be treated as an unessential note, even if the result is

Livatershed.org
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not very elegant; the second difficulty is that the plagal cadence with F
in the bass produces octaves between the outside parts, the melody

descending from F to C with E in between: the simplest solution is.

to invert the chord of F, although in principle it is not good to break the
unity of a group of four notes. We therefore have :

in caé- lum:

) l__—— n"__
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rr 777
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6) It would be a good plan to mark the beginning of the vocalise of

gaudet, while keeping the principal chord for the high C. As we already .

have C in the bass,a bass passing-note B leads very smoothly to the
root position of A minor, which we can invert on the pressus; this
reduces our chordal changes to the minimom. But the end of gaunder
requires a change in the bass; the simplest thing is to proceed to E by
way of D minor, and this links up very well with what follows;;

gau- det ex- ér- ci- tus
>
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7) On principle low D’s do not take the chord of G major; but
here the low D’s of Angelorum are sandwiched between two G’s that
have this chord, and therefore it suits very well. We may therefore
write : :

Ange- 16- frum.]

ete., as above.

‘We can see how little this melody resembles our modern tonality
of C major.

http://d
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With regard to the low B-naturals which the Vatican Edition gives in
the Antiphon Cwm audisset (mentioned above), if the organist were
ill-advised enough to avail himself of the opportunity for a so-called
perfect cadence (G major followed by C major), he would multiply by a
hundred-per-cent a mistake which is already very regrettable. Hence at
Jerosolymam we should write :

f O 0 . 1 G -
e ——— 11
S , =—===et
T— - g a half-cadence, interrupted), | -
and for the final cadence: Lo |
A f— o ——
EA— i i
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2. - The Plagal Tritus: Mode VI.

We shall not spend long on the plagal tritus, whose cadences —
the chief element and sometimes a difficulty — do not differ from those
of the authentic mode. '

We find the indefinite cadence, with B-flat; and even entire melodies
in the hexachord of B-flat alone, such as the Introit Reguzem (cf. the
Communion 7u mandaasts).

We also find cadences with B-natural: the Offertory Confitebor
(Rogations) and the Communion Dicit Dominus (Second Sunday after
Epiphany): here there is the same problem, with the same solution, as
for V-mode cadences. There is no point in increasing the size of
this book with an analysis of these melodies, otherwise we should
have to analyse the whole repertory. '

What is proper to the plagal mode is its lower fourth, and although in
the truly authentic texts no cadence concludes with a semi-tone below
the’ tonic, yet (except the frequent case when B-flat determines a
modulation and often also an indefinite cadence) there remains the
cadence-formula which starts in the lower register and ends in the
natural hexachord. A priori we might imagine that in this case it is
the perfect cadence that is required, not the plagal. It is true that, by
hypothesis, B-flat does not occur in the melody and on the other
hand that E is in the context of the lower fourth. But of two evils one
must choose the lesser : when we find B-natural in the melody we cannot
use B-flat in the accompaniment, so we use the perfect cadence with all
the necessary precautions to avoid the effect of a leading-note; but, apart
from that case, a B-flat (required for a plagal cadence) used in a chord
of movement, is always a lesser evil than a leading-note, which is
foreign to the whole atmosphere of plainsong. Furthermore, B-flat
is sufficiently in accordance with the general habits of mode VI.

It is especially in this that the plagal tritus differs from the
authentic.
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Now for some examples :

1. INTROIT: QUASI MODO (Low Sunday).

(1) (2 .
'—7‘?’ e~ — N NN N T ==
== N t—a—p—t BB F T # =
92—-_9 -9 ¥ [ 4 o = ] -
Qua-si mo-do * gé- ni-ti infantes, alle-  lu- ia:
(3) . @ (5)
T T e i —— t e o —— .
e e e L i et e i i S P ey~ gl N A o B N
g—ij“i s—o” _' { T Mo A S é\. L
ra- ti- o-na- bi- les, si-ne dé- lo lac
(6) )
o — p— = ——
i B i e s o
@ b 2 F—-* T B s . N ot < @ e ) ; L
e o S > o
— , . ,
con-cu- pi-  sci- te, al-le- . la- ia, al- le- ld-
O u )
¥ _— fal B g} T—1 1 ==
B—vv-a— — R a—a———¢—1
A =" Y - v
. ~ , .
ia, alle- G- ia.

1) For the beginning it is clear that we require D minor; there is
no point in making any change until the end of zmfanres, which must
obviously have the first inversion of F major; the question of B-flat has
therefore not yet arisen :

Quasi modo * gé- ni-ti infantes,

4 - v LA 4 u‘_; ?. -r.
_ J:/‘\}/.| e
e ———— |

2) But already the first alleluia is somewhat embarrassing; as the
cadence is in no way  conclusive, we can end on D minor; in that
case we might have the root position of F on the second syllable
of the word; on the other hand, especially if E does not figure in

the harmony, a transitional G minor would lead very well to our chord

of D minor: alle- 16 fa:

,__ \6_
ki
i
=4
-
—4

R

CHAPTER IIiI. — THE TRITUS. 187

3) At rationabiles, since B-flat comes in the melody, we can treat it as
a harmony-note; but instead of ending again on D minor, we proceed to
the first inversion of F: )

ra- ti- o-na-

Notice that if our interpretation (for it is an interpretation, not a mere
translation) gives more emphasis to B-flat than to E (which hitherto has
appeared only once), it is consistent, for the chord of C is not used and
our harmony remains hexachordal.

4) We now have two E’s and a protus cadence on D; we prefer to
avoid B-flat.

And so, following the indications of the melody, we use the chords of
C major and D minor:

si-ne  dé- lo

n -
P N T st B Y S T Y H=
I e e e e
v e - = A
| ———| ¥ v
|

e

— | )
=y :
M 1) ot I 4
7 r-)

L
roa|

Tl b

— 3
At the end of dolo the chord falls on the second syllable and not
on the ictus before the oriscus; in a case like this, a g—8 suspension

would have been excellent; but E in the alto would have been so
close to the melody that it is more discreet to have it in the tenor.

5) The next phrase is much the same :

lac  con-cu-pi- sci- te,

A - .
e e i e H
et are i

kv pliy v 9 L4
wrF v
—— 0 1 P
< Y- - . [ A—, S
l A = & e -
| compe— ¥V ‘. ; E ] {1

For the end of this phrase, compare the intonation of the Introit
‘Exsurge. What we have written is not perfect from the rhythmic point
of view, but it is practically the only possibility.
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188 PART II. — PRACTICAL STUDY OF THE REPERTORY.

6) For the final alleluias we come back to B-flat; but the cadence
of the second belongs to the tetrardus (on C) and therefore has the chord
of C major {first inversion) :

al-le- lu- ia, al-le- la- ia, al-le- li- ia.
0 Al 1 —
7 ] — -—u'-'i-‘"—'ﬂ——r,—;-n_'f—j—j_jﬁjﬂﬁ
E)—N-d-s— (A = = s o —a

—avalsn f = - D7 (—-50- i | -

; 7T @ 'F |
:-.«_h | L ey N be S
=5 — e =i
eV ”J 4 l\-_-:_""_!_wf Iy P

The alto B-flat in the second alleluia has the two-fold advantage
of marking the end of the word (although the principal ictus comes
on the pressus) and emphasizing the tetrardus-character of the cadence.

The Introit Hodie scietis (Christmas Eve) belongs ‘to the same type
and is interpreted in the same way. The Introit Esto mihi (Quinqua-
gesima) does not contain a single B-flat (nor yet B-natural); we give
it the plagal cadence, and passing B-flats are also possible apart from
the cadence. (Notice that when the compound-cadence formula consists
of a torculus and a punctum, the plagal cadence is much more supple
than any other). In the Introit Diciz Dominus (Twenty-third Sunday
after Pentecost) a B-natural (very fleeting, it is true) intervenes before
the cadence. Up to that point B-flat has played a very important part
(two low B-flats, an indefinite cadence at affictionss, the cadence of
exaudiam vos), so that we must first treat the B-natural as an unessential
note and then return to B-flat for the plagal cadence formula, which
in any case presents no difficulty.

II. COMMUNION: IN SPLENDORIBUS (Midnight Mass of Chrisimnas).

o —
Z—n Yoo — I~ ———— NN T
7y I Ing PR SO b W oo . 1 e B _® 4 4 O 14
AN VAN ) N [ AR 4 pA_A ) o N S A A SERLEAE N N AN AN LA ) .
(v} (4 = - N4
In splendd- ri-bus * san-cté- rum, ex -  te- ro
AIE — ' e ——
B——= e T O S AU S S S S o
p— 4 (3 hal _ ¥ [ ] [} ] . LA A . SR S Y
(Y% N ’
an- te lu- ci- fe-rum gé- nu- i te.

The case of the Communion /7 splendoribus is very curious: it
does not contain a single semi-tone; its indefinite character is therefore
‘complete. We could maintain that E is implied : but that is only
because of the way the melody is written; for if it were written a degree
higher (on G), we should certainly not think of F-sharp (the semi-tone
below the final). As we need B-flat for the plagal cadence, we avoid
E altogether: in other words, we confine our accompaniment to the
hexachord of B-flat.
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In other respects the melody constantly suggests D minor or
F major. There is therefore nothing to do "but prepare the cadences,
which are all compound: sanclorumn (torculus-and-punctum), uZero,
luciferum, and the final cadence (torculus-and-punctum) : only the last is
conclusive. Here then is what we might have:

In splendd- ri-bus*sancté-  rum, ex - te- 10

e o B o s e e
) —a B—go i —5—39 9% y— Lo ol
R A T S S g e
' J Vo4 ) A
] [ [ ety . . | R ) b
- » - = e 5 & —0-* —
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an- te lu- ci- fe-rum gé- nu- i te
e H-——
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-1 Lo r—Tf /‘f T
|~ ] | I:"\ | ] o
52 2~ L ==
E—— y 41: t { = ". : o
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Of course this is lacking in variety; but so also is the melody.
This Communion is not a unique example: we find the same sort
of thing, for instance, in the Offertory Domine convertere (Sunday
within the Octave of Corpus Christi) and in the Communion 7% es
Petrus (Saints Peter and Paul): both are accompanied on the same

principle.

IIl. LEADING-NOTE CADENCES IN THE VATICAN EDITION.

\

There is no doubt that the semi-tone cadence at the end of tritus
melodies is not authentic; but in fact we sing it. We have already cited
an instance (Antiphon Cum audisset) and indicated the best way to

* accompany it. On principle the leading-note is treated as an unessential

note on a plagal cadence, and every precaution is taken to avoid the
harsh effect of the E of the melody against the B-flat of the
accompaniment. So much for final cadences. Secondary cadences are
always best interrupted” with the chord of D minor, in which case
the E can be a harmony-note.

Thus in the Communion De fructn (Twelfth Sunday after Pentecost)
the half-cadences on the word zerra (two of them), in which moreover
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the semi-tone is not immediate, can be “interrupted ” with advantage.

But the final cadence is difficult:
hémi- nis confir- mct.

£ — P
===
o 3 —
b _

A _f 7 7 =

: |o~— 1 ]

—\_h | e | !

= —g- s——H

=z T _be 9. = - & H
J)VF h T T 13

== »

The B-flat is prepared before E comes in the melody, and the chord of
B-flat is inverted. )

The cadence of zersz in the Antiphon O guam gloriosum (All Saints)is
treated the same way, and so also the Antiphon Benedicta sit (Trinity
Sunday).

. The cadence of the Antiphon Serve nequam (Twenty-first Sunday
after Pentecost) is much easier. Here it is, transposed onto the final F :

mi- sértus sum? alle- 14- ia.

(Ip p— ~ ya|

N—s—— N —0——H

]
4 <

4 [4 -,
| i | |
| ]
] (ot e
N P e Fa}
.1 |5}
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IV. ON C. ANTIPHON : AVE REGINA.

The plagal tritus normally descends below its tonic, and therefore
if we find it on the final C, it is very probably because the semi-tone
changes, i. e. with B-flat there is a full tone below the tonic and
with B-natural a semi-tone, with consequent modulations between
the tritus and the tetrardus. This is the case in the Antiphon Awve
Regina. Notice also that the Antiphon Adorna (Purification) is written
on C merely to avoid the low B-flat (the Introit Diciz Dosmanus cannot
avoid it because of the subsequent high B-natural) : for B-flat becomes F
when ‘the final is changed to C. C

By transcribing the Awve Regina with G as final, we can more easily
perceive that all the first part is pure tetrardus.  The tritus is determined
by the B-naturals (F-sharps in our transposition) of ex gua and super;
but the last section is absolutely indefinite, which we know is quite in

http://é
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accordance with the habits of the tritus; but in this case the indefinite
character is all the more remarkable on account of the beginning of the
melody.

Here is the Antiphon, with G as final :

5 O
g —— i —— N ‘f.i > A~
o A P e
7 e L d—. 2wy e —
-
A- ve * Regi- na cae- 16- rum: A-
(3) _ ~
62 : —_— _————p e N e
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salve pée- ta, Ex qua min- do lux est oOr- ta: Gau-
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de Vir-go glo-ri- 6- sa, Su-per 6-  mues spe-ci- 6~

b (6) i R N () ———
. e e e s
== el
sa: Va- le, oval-de decé- ra, Et prond-

j. H 1
- — I U
¥ o g e

stum ¥ ex6- ra.

bis Chri-

Setting aside the F-sharp, which is only in the signature to make
the transcription accurate, we observe 1) that the intonation 1is
clearly tetrardus, 2z) that all the cadences are indefinite, and 3) that
the two F-sharps have no appreciable influence on the general

melodic line.

In practice, therefore, in the key we have chosen, 1) for the intonation
we must avoid using B (representing E in the original, forbidden in the
hexachord of B-flat to which this intonation belongs); 2) all our cadences
must be plagal, avoiding both F-natural and F-sharp; 3) both F-sharps
must be treated as unessential notes; F-natural is possible in the

" intonation formula.

Now that these questions are settled, the accompaniment is not
very difficult.

1) The chords of G major and E minor are forbidden in the
intonation. The appropriate chord is C major; but we must mark
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the end of Ave with a light chord (the first inversion of D minor) so as
to be able to return to our original chord for the cadence:

A- ve

o4
05

—0A
i - —H-—
g )

I\/i

2) The sequel demands G major or E minor; we interrupt the cadence
(which is marked merely by a half-bar) with the chord of E minor :

Re-gi- na ~ cae- 16- rum:

4
& — —
——% o— 0
CANE Y Z i -
) ! I l’
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The second clause is an exact repetition of the first and requires no
modification of the accompaniment we already have. At its beginning
the alto B rises to C. And the cadence of Angelorum is not interrupted,
but has the chord of G major.

3) At Salve the melody again indicates G major; but when we come
to the end of porfa we can again interrupt the cadence (which is only
provisional) with E minor:

S4 ve ra- dix, salve pdr- ta,

q
[.:ﬁ;#—',g/\”” J-’;‘—h*:i':;—ﬁs!—k—;h—;%———ﬂ‘_‘

ND

On the ictus before the quilisma we invert the chord, as always, so
that the melody does not double the bass.

4) Here we can keep the chord of E minor (F-sharp being
treated as an unessential note); the end of mundo is marked by the
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first inversion of G major, and the plagal cadence follows without
difficulty : '

Ex qua min- do lux est dr- ta :

54 ; .

— e N 2 e
M —g—Fage—e o g ——F ¢ fi—
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5) The next phrase is very much the same

Gaude Vir-go glo-ri- 6~ sa,

) ] ~ o N
T A e e |
(LDV P 4 o v~ H_
o 7] y & ~—»o
="l ! l The rest as
! | L) above.
§E—e—2 ra e 0 :
L P el r.7) h'

6) The first member of the last section obviously rests on the chord of
G major; but the end of decora could have E minor. Before returning
at the end of Fale to our initial chord, we take advantage of a secondary
ictus to insert a transitional movement in the tenor:

Via- le, oval- de decd- ra,

‘G‘e el ;, m“l — _!\ R S e S et s mm |
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7) Now the chord of A minor is indicated, moving (on the end
of n0bZs) to E minor or the first inversion of G. A chordal change is .
required on the end of Christum; then we have only to introduce the
plagal cadence: '

Et pro né- bis, Chri- stum * ex4- ra.
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Notice how often an accompaniment is easy
once the modal analysis has been well made.
expatiate on the alleged abnormal types of this
to follow the melodic line step by step.

With the Antiphon Awve Regina we may

to conceive and realize,
We no longer have to
or that mode, but simply

profitably compare the

Offertory In virtute (Second Mass of a Confessor not a Bishop), which,

apart from the word Domine, follows the ordinary habits of the tritus.

Here it is, transposed :

In virta- te ta- a, * D6- mi-

.
p-< = z 7’
e Ny

e | e
s

Z 5+

— SN —
;,——’,___:——::s::::r——.__:u:"’—:—’s‘*"—_-—.-f-
‘%ﬂa‘_‘l:ﬂ—_—jﬁ_ﬂ F}E‘:T.'—:—-‘*-‘_,,_ —

5;-—‘:=~;1 2 i—“'—"___,__j:.tz—_“r'__ o ¢

F=f

"|A|A|

g p— — i — i |

On the subsequent pressus we should again

use the chord of

B-flat, and avoid reintroducing F major until the melody subsequently
imposes it; from that point we have quite a normal VI-mode melody,

which (apart from this one word Domine) could
with B-flat all through.

The Communion Crreuibo (Sixth Sunday

exactly like an VIII-mode melody, and this
undisturbed during the whole of the first section.

(from C) it is as follows:

have been written on F,

after Pentecost) begins
impression remains
Transposed onto G

Cir-cu- i- bo

As the character of the third is not defined and the intonation-formula

is common also in mode II, we have a difficu

1t choice; but choose we

must, and so we write (leaving the first chord without its third):

Circu- {- bo,

N

# et immo-ld-bo
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All the rest of the first section is rigidly
section decides in favour of the tritus by using

indefinite. The second
B-natural (F-sharp in our
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transposition), but the final cadencé is once again indefinite (plagal
cadence). At the word psalmum, in order to avoid emphasizing the
F-sharp, write as follows:

psdl- mum
IF?:LE‘ —p—

— 20—, —H—
o ”

|
JA |

(v = " 0
e : H
L) (43

The F-sharp at cantabo should be treated as an unessential note. -
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CHAPTER 1V.
THE TETRARDUS.

The tetrardus is written on G. In the Vatican Edition at least,

only the Responsory Jesum: tradidit (Holy Week) is on C.  Apart from -

a few intonations in the plagal mode, B-flat practically never occurs.
so that we have to deal with the hexachord of B-natural and the natural |
hexachord.

Three types of harmonic cadence may be employed :

10 With the bass moving by step;

===

ANTraN L
AT l" lP
|

I
| |
-+ 4 -

b4 ’
Qltt:f:H::—””—'H =

Notice especially the chord of the major seventh in the second
example, which is always excellent, even when the seventh is not
prepared ; whereas if the alto doubles the bass F, the effect is often in
violent contrast with the context.

When the melody introduces into the same group both the degree
above and the degree below the tonic, these formulas give octaves

- between the outside parts (*) and are therefore impracticable (unless we

adopt the rather puerile expedient of exchanging notes between the two

parts); they must thexefore be replaced by one or other of the following

formulas.

Furthermore, if the mode is indefinite (inasmuch as the melody has .

not introduced the degree below the tonic), we must use the plagal
cadence.

20 The plagal cadence :

N
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%

3o The followmc formula : 9——'-——;:B-- in thch the D may have

its seventh (necessary for the preparation of a suspension) and sometimes
lﬁp,!__*ﬁ~ ]
T~ .
H ]

T 4

also its ninth:

For compound cadences, each of these types permits the preparation
of a 4--3 suspension on the tonic chord : '

@9:_1—;‘:;‘: —

o g
] R
e ]

ey (- 0 ] (8]

' . )
Z. T 4
l___ H—

i.—The Authentic Tetrardus: Mode VIIL

Perhaps no other mode has such constant habits as mode VII, and if
it presents. serious difficulties with regard to accompaniment, at least we
can say that the difficulties are alwavs the same.

Sometimes in short melodies, this mode is satisfied with the compass
of a fifth above the tonic: this is the case in the Antiphon Misereor:

I. ANTIPHON : MISEREOR SUPER TURBAM
(Sixth Sunday after Pentecost).
nd ( (2)
A7 ]
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We transpose this Antiphon a fourth lower in order to have it-at a
more practical pitch, and we shall do the same for the other melodies of
this mode. The melody avoids the degree below the tonic; we must ‘do
likewise.

1) The first phrase is, so to speak, a mere recitation on the fifth of the
tonic: the elevated character of the Latin accent (at mdsereor and
turbam ) is marked by a rise to the degree above (the same thing occurs
later at #riduo and swstinent). We therefore establish ourselves on
the tonic chord (D major in our transposition) and' stay there. But
although the melodic and musical rhythm is very much reduced, we have
to consider the cadence. Now the episema on the accent of zurbarm:
seems to indicate a sort of redundant spondaic cadence with a decoration
of the final syllable. In default 'of any more expressive melodic line
than this simple recitation, the rhythmic indications are not very
compelling. We write the following, with a movement in the tenor:

Mi-sé- re- or * super tir- bam :

9?‘: P T . Do N f\}‘i o
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The worst kind of accompaniment is that which dissects the
recitation by marking the merely logical ictus: in cases like this we

must leave the words to look after themselves, and merely mark the o

cadences.

2) The second phrase is of exactly the same type, and we use the
same methods without bothering about monotony; we do not even
trouble to mark the accent of #7240, and if we mark that of sustinent it
is solely in view of the cadence: '

qui- a ecce jam tri- du- o sds- tinent me,
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3) The last phrase of the first melodic sentence ends with a
cadence on the tonic. We must use the plagal cadence, but in its
‘fundamental form we see at once that it will give octaves between
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the outside parts; this could be remedied by contrary motion between
melody and bass:

1
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We prefer to invert the chord of G :

nec hd- bent quod mandd- cent :
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Jo ot o a. . bud 11
i ol ~ P H
LI i i" ¥ 1

But we might even invert the final chord and put the suspension in
the bass:

n i

et
————g—g——L—

} g
P S —— S
H 1)

A ———— i

4) There now follows another recitation,. thi§‘t’ime a ‘fourth abo;;e
the tonic (in the original and authentic version it is a third above the
tonic, not a fourth : cf. Monastic Antiphonar). We accompany it on the
chord of E minor, marking (ad Zbitum) the episema of jeunos, and
ending on the chord of D major:

et si di-mi-se-ro é- os je-ju- nos,

ok = :
Y N N N N Z: 1

Lg r‘ h A !1 Al 11 ] lx‘ it § > > E:!
(&) —O——O—0—0-——g— -0 t

o
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Once again notice the position of the alto in regard to the melody .-

(and, in consequence, the position of the tenor) especially in accom-
panying recitations, .

5) The end presents no difficulty, and the plagal cadence comes quite |

naturally; we can make good use of a tonic pedal :

=== IE
—a—y——F— —T—|i—
o [ 4 s a9 -
YE—g=e:: ~ I — !_,_ﬁ_
a e - —
e ' o

Some Antiphons, equally short, introduce the note below the tonic in

the course of the melody. In such cases we can introduce this note

in our harmonic formula for the cadence. Thus, for example, in the *

Antiphon Hosanna (Palm Sunday):

né- mine D4-mini

o
| l
I ! ! ! B ’
i~ — o—f
—— z

N
I

.

Similarly for the final cadence.

We already know how. to treat cadences on F (original, pitch) when i
they occur in the hexachord of B-natural; they are fairly frequent in-

mode VII (1)

When this note occurs in the melody, remember that if may never
come on the tonic chord except when the third of the chord is suspended
by an unessential note which-moves to the third (e. g a genuine”
suspension, an auxiliary-note, a passing-note or an appoggiatura):

=

Bad. Good.

() Such cadences establish a modulation to the natural hexachord, F not being i}

possible in the hexachord of B-natural except as a note of movement.

http://ccwatersh
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II. DEVELOPMENT OF THE SCALE: GLORIA IX.

When the scale is developed in the upper register, the melody obeys
the following laws.

The octave G—G is. very clearly divided into two parts, corresponding
to the hexachord of ‘B-natural and the natural hexachord. The
dominant D marks the boundary between the lower fifth G—D and the
upper fourth D—G. The fifth may be extended upwards so as to
include the sixth note (E) and may descend to the sub-tonic (F); the
upper fourth sometimes rises to A and may descend to C:in any case
we remain within the practical limits of the two hexachords, and our
accompaniment has to follow the general rules.

As there are frequently points of repose and cadences on the dominant,
we observe that when such cadences are approached from the lower
region of the scale, they must necessarily have the tonic chord. - When

they are approached from the upper fourth, the dominant tends to .

become a temporary protus tonic; but the influence of the main tonic is
such that this tendency is never completely established once the
principal tonic has asserted itself. ‘ '

Our accompaniment must therefore submit to the following rules :

1) In the hexachord of B-natural, a cadence on D must always have
the chord of G major. i

2) In the upper hexachord, a half-cadence on D must have the first
inversion of D minor if the melody continues in the same hexachord.

3) If in the sequel the melody returns to the lower hexachord, we way
use the same chord as a chord of movement. .

4) If on the one hand the cadence is sufficiently emphatic and on the
other hand the excursion into the upper register has not been too long,
then the chord of G major is possible.

5) The root position of D minor, giving the effect of a complete
cadence, must always be used with restraint, because in fact the melody
never gives this impression.

Sometimes we can go so far as to say that neither G major nor D minor
is really suitable. So that in the upper hexachord, the chord of
D minor remains a chord of movement and needs to be followed by
some other chord. ’

Here we find the same problem as for cadences on G .in the
neighbourhood of B-flat (cf. Credo I); notice, by the way, that our
principles are subject to different interpretations, and that sometimes the
accompaniment is powerless to translate the precise impression given by
the melodic line. :

Gloria IX gives in brief the elements of a study which we shall
develop in connexion with the other melodies. We examine it now step
by step, transposing the original text a fourth lower.

e



is hardly suitable. Here, therefore, we have a case where the tonic
chord seems far preferable, in spite of the modulation.to the upper
hexachord. : o

degree of the scale. Here the two dots are-purely interpretive. -
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All the first part, as far as Gratias agimus 1:bi inclusive, is in thé
hexachord of B-natural. Hence the chord of G major for D in the
melody (original pitch). Notice by the way that the two doubled
punctums at Landamus te, Glorificamus te, etc., in no sense mean that the
principal ictus is on the first punctum (t). The cadence chord must come
on the final punctum, i e. on the dominant; the first punctum may be, .
or rather need not be, marked by a chordal change. At Dropter magnam -
we have the first modulation (a fleeting one) to the upper hexachord.
We must therefore write, in full movement :

prdpter mdignam

PN ) h — u -

I N g™y I
LI S S A—- ] — H
A hul i { | *-s—n
> u H

o r X r -

! —_f

rather than :

i y 'i Hi '
pr-) ¥+ r 4 1) 4 .
). H 4 it
=1 ) (1) i » H
= f ! I a

The modulation is more definite at Rex coelestis. Here the dominant
may have either chord :

Rex cae- 1é- stis
' | — ". —— | ﬁ IA Mo, ]“ ;
g —— — P ———

[ ]L" ::,‘:' o ¥ - h|_= i} 5 ¢=._=,_,_?_J._H:
L% » [t o - .
1~ o ~————] o l

] ! J I J n ] J/—_\ |
Y ; - ) [ ) L m— 4—- > L -
)i g 7 ] - ” #—2 =‘iﬁ_

)é_/ T -+ T H : ! il

' i
above all, with the suspension of the third in the tenor; this second
solution facilitates the beginning of the next phrase.

The cadence of Jesu Christe - '

. Jé-su Chri- ste .

carr hardly come on the root position of A minor: this chord would
be too emphatic. The first inversion would be possible; but the
double-bar causes an interruption at this point, by indicating a simple
beat's silence between the alternating choirs, so that a first inversion

(*) To establish a compound cadence: both punctums must come on the same

 of Qui tollis were to come on the previous ch
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FEEE

the beginning of Qui tollis requires a chord on the up-beat, and this

1l attention to it. If the first note
occurs so-frequently that we must ca O o broduce

the utterly undesirable effect of a dominant seventh. The end of wmund:

must come. on the first inversion of A minor:

Qui tél- lis peccd-ta min-di
2N
o

0
[mri 1

.

s ! E—!!\ !\ N } ) -l ﬂ___

’UL D r rl ~ ,"

by ® ) J
£ [ 2

T ¥

Qe

TTeR—~

But then the melody returns to the principal hexachord, so that for
.the cadence of 7obzs we must use D major. .

The second Qui #ollis begins in the upper hexachord, like the first; but
at suscipe depvecationem nostram the melody descends to the m:;lxl
hexachord and then returns to the upper hexachord. Here again, at g
end of #ostram, the root position of A minor would be too emphatic and .
the first inversion insufficiently stable. We prefer the tomcic.hkcl)r. .
Perhaps the miserere nmobis of the next phrase (Quz .sga’e:),f X 'uc_i1 c1>i
entirely in the upper hexachord, would bear the root position o : mle !
at its cadence, in which case the cadence of Sanctus in the 531 sequet
phrase must receive similar treatment. We should then write :

né- bis. Qué-ni- am

'Q& —_— a N
Y AU ; .I' It 8y T l|~_
T 1 disregarding the
1 | — . F-sharp.
)~y ) Fehew
¥ — - r } H
. 0

But in both cases the tonic chord would do equally well and mlght
even be better. : o
; d Twu solus Altisstmus)
The next two phrases (7« solus Dominus an o, ;
are inethe upper h%xachord : for this reason the root position of A m{gg;
would no doubt be much more easily justified than in the prew:
instances, but it is not absolutely demanded. :
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i

E;
~ER

The cadence of Patris will naturally come on the tonic chord. But we

must take particular care at gloria. Do not write : ‘f‘)_# ye———t | o e e e e e e foe
. . S S P St ot ™ Lo \ —
- glé-ri-a . in glé-ri-a o= — I
ad N N b N N * in tir- - ri- bus ti- . o
N s 0 : - M S S . ) ' ; —
= H — a— H— o4 e = B :
) 1) ~ I: o Y D P N O ... l H
! ’ b ! . r —a [ B TP v ¥ j > )
ut : o A
| y — ' .
B A sl - - . oricinal key, but an
D i  — . . o ut an.
= ! : L —i - 1) If we read the whole of the first phrase in the original key,

octave lower, we cannot- help being reminded of ;ch:h'plagra;ltu];sn:o:ﬁ:

‘(mode . II); in our transposition,fA1 is th:/[ toergsero therls ?s tas; the
: » - Fall

real tetrardus only reveals itself later. Mo t .

cadence : the cadence of mz/z is certamlyhnot Clorélcluil;,i%re Iir; ta:géfu(c:;]sg

i i in the melody
e must wait until F-sharp occurs in i
;Z into our accompaniment. Hence there can be no question here of
imposing the tetrardus tonic before the melody does so.

. Two main chords are indicated in the intonation: Ef Elmtzl;u;ansg
A minor. The bass does not enter until the last syllable o taet s
as to mark the beginning of the g}x;oup, }V}l’lnch is vegfe al;nf);rp ?:s -, The
7 T i th a very : v
whole of sumz rests on A minor, but wi y : "
' ‘ ; ¢ the cadence is compoun
1 at on the pressus; on the other hand the cader X :
ﬁtgegtleeglins on th% first A of the torculus: if it were Iﬁossllcll)li a\:z
should here-use a suspension; but in order to do so we shou

In accordance with our rules for chords of the sixth, the bass B must
now move up to C, '

We can see from our examination of Gloria IX that the question of
cadences on the dominant of mode V1] does not easily find a satisfactory
harmonic solution.

ITI. GRADUAL: LAETATUS SUM (Fourth Sunday of Lent).

With the Gradval Laetatus sunt we penetrate more closely into the
secret of the composition of this mode :

. N N H H re
(1) ) — . (2) P to introduce the root position of A minor. With the first inversion w .
ﬁm N e i —] have: :
gi R . — Lo a % & 7] 1
. : e sum —_
Lae- t4- tus sum * in his quae QLae ta-tus — . — - [ . 1
: BN~ e —r t
() l;?:ﬁ ~ S e, .; Ao:“*, d":- ¥ EE i —
Ju‘g Py i} ; N+ = » P — gbs’ I"\_;r'\.—/}i—{—. r. r . . r
H«;,, e e o R e e e | P : Possibly : ‘
7] u . - 1-1 i ; 1 . v “ dl/—\dl . _lA,J ) ’! _ —_— —
o df- ctasunt mi-hi: - in dé- mum D6- S mi—— e i i |
s oo L1 A) 7 ; T 'n 3 foudl 1 l
3 = { !
e :(4) . _ . (5) - l
O de e I : R )
S t——* e a1 With the root position :
mi- ni - bi- mus. V. Fi- at o4 — — -
(6 &r:_(_ St
"_;"" o i i ——N '1‘ o Ho—— ) r:’ ) " B !
@_ i } Y — ¥ ¥ ! ._; -~ |' ¥ g N | l—~ r [ l
1 7 ot - e . . J.. ‘. % -
pax in virtt- te . l ==
Al
: ) ‘ :
£ & . 22— oty S 2 2 r ) - r . ' ' i v th ‘
R e e R e i = S Notice that the root position is less heavy and less emphatic when the .
- . .
th- ~ a: et abun-d4n- - ti- a parts are close together and the bass rather high.
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2) The sequel remains in the upper hexachord. The fourths (two
rising and one falling) do not imply D rmajor any more than the
numerous fourths D—G we met in the protus and deuterus imply
-G major. We must therefore treat either D or A as an unessential note.

Thus the first D can be taken as an anticipation of the second. But
the episematic D at 447 cannot be taken as harmony-note (for on the
chord of G, the only possibility, the subsequent A and C would both be

unessential notes); we must therefore treat it as an appoggiatura of the -

C which follows the quarter-bar (the A being part of the chord), on the
chord of A minor. The difficulty is that we remain on A minor; but
the ictus on the first syllable of 72247 is not thetic, and so the solution is
possible from the rhythmic point of view. The sequel is not difficult
and we already know the cadence : : '

in his quae di- cta sunt mi-hi :

nk -~ N ~.N - _f\‘, —— W N
la. Py i . & J-}!;'_.'Lrj_«;! 134
e e R e S erroe
“ T ——— 1 [ ¥ 1
el ) -] =) J 2
e ——w——¢ s ¢ 2 e
S— £ ol y X 2 '} B t —H-—
! [ [ J | ~——

3) The word domum is about to introduce F -sharp (this is rather like
the Communion Passer in which we pass from the protus on D to
tetrardus on G, a fifth lower, at Deus meus : a further reason for not
imposing the tetrardus a przors from the beginning of the Gradual). But
this F-sharp must appear first in the melody; on the other hand this
does not mean that we have as far as possible to allow A minor
to continue right up to that point. We therefore treat the melodic A as
an appoggiatura of G, and the chord of D major makes its appearance
on the end of Domini : notice what precautions we have to take :

in dé-mum Démi- ni

u - .
ﬁ ﬁ-—!'-:_" 3—; == ] _H:
e . oL > T (8]
A S ¢
' | | | |
= &< ~ . o ‘
YL 1 - b4 —
SE= . —

4) There is nothing more to do now but lead up to the regular
cadence by conjunct degrees in the bass. We begin by maintaining the
chord of D major (with a movement in the tenor enabling us to mark
both the pressus and the horizontal episema); the melody then indicates

" E minor; the bass moves naturally down to C. by means of a passing-

note (D) which marks the beginning of the quilisma-formula. The
cadence is compound (torculus-and-punctum):

on pax it would be as :
Eger téﬁ mark the word with a new chordc,1 ccond, i o abloy 12
" by introducing a neutral chord, f¢ ‘ ulati
about to make. The first inversion of
so the A of the group must be take
chord (the only chord which would €na
note would be D major): ,

http://ccwate
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T : _bi-  maus.
‘ EEEEERE :E
S S R & G

— jo )
SErei—cc

\
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i

the verse is influenced by the preceding f:%d:zlc;. \
as well to quit D major, for two reasons: hrst,
second, in order to prepare,

5) ’fhe begihning of

rd, for the gur)najor fulfils this function, and

n as an anticipation of the next
ble us to tike it as a harmony-

Y. Fi- at pax ‘ .
' o LTS p— o~
faSsree=—ctoia=t

- I’;._/r VF | \-.’l etc.

ve 1 i ed
For the sequel we refer to the accompaniment already propos

for the same melodic formula.
’ er than
6) At in virtite it is quite pointless to look for any chord oth

i i d the pressus are not
i t be helped if the distropha and the ey
ﬁar:lli:dor' EItnfiar.xrg:Osuits thepend of the word, and in the bass we hav

i - ula:
as a passing-note, leading to C again for the cadence form

b a:

in virtd- ~ te ti-
i # N N iny = - Ny ~ — —
& D i*‘vv:'gn'.l T—H= 2

Ty

= x - = H [ ) :l -
mem—— ===
== pov i

mplies E, so we exchange notes between melody

The melodic F-sha<p 1) instead of maintaining E in the tenor.

and tenor (as can be seen - . .
t phrase begins under the influence of the.previous ca fence
D e e . er hexachord. The accomp

lates once more to the upp : ompa-
ililggrl;lf rxi‘xflns(;dflél?ow suit. But the rising fourth (E—A) already in
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the chord of A minor. The high D must necessarily have the chord
C cannot have A minor {(which would
word and be lacking in thythm), but must
of ‘C major; and this chord leads by way of
its root position to A minor; in this way the bass B (on which we have a )
rectly to A, The rest of the vocalise

of G major. The tristropha on

* last to the end of the
have ‘the first inversion

chord of the sixth) proceeds indi

we already know :

et abun-ddn- . - ti- a
W TN ] pe— W e NN . S
Y fal ) HI
G e
o LA — L e
- F f i
g Sl — ‘
Jﬂtélf & 72 2 . -
T 1 ¥ =t

Notice that E minor is
but on the third, which is

not written on the second syllable of the word
more important. As the two unessential notes

imply F-sharp, we change the tenor to A.

8) Once again we must

accompaniment. - We are going to e

thé end of zuis, and this

A minor as the melodic fourth suggests :

in

wait until F-sharp occurs before using it in our
nd on the first inversion of G for
is easy if we introduce the first inversion of

tar-  ri- bus ta- is.

j%f;‘ii?_,i_:ﬁz
- » U=
Lo

i ,T'“ ~—

. J/ 'P\}AJ/—"
o= =
= =

Notice the use of the added sixth, with a tenor pedal.

9) Looking ahead to the pressus,

Alleluia Ascendsz.. As in that case we may have either :

=

or: ’
sy el l i RS et
= s — e
_L‘\._‘T? » l” Lijm - r) i. T s)
=

we see that it obviously demands
a single bass note for itself and the subsequent note, But the chord of
D major here would be premature. We met the same difficulty in the

Y
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" It would be far from true to say that all the meloglles in ,}tih1sagxlzc:§,v
even the longer ones, give a similar importance. to-the u}l)pgr 1 neXI achord,
Nevertheless ‘the procedure occurs extremely fr_e'quenlt-1 y. D roits,
which are far less ornate than Graduals and Allelux.as, t _i rnﬁ1 tion is
very fleeting, and for this very reason may easily take .t’e' % g i
by surprise when he has not prepz}red his accomgarpm;ep_tésccufé ig
careful not to use the tonic chord while the charactenstlg B o“ & s B

the melody : 4 A
e
v i
.

—

R

e e |
1 . | § T

In cases of this kind we must either treat the high ncte as an
unessential note on a neutral chord :

- qui- a i- pse e-vél- let

o P N———3 j_; (1)
@u .k‘ 'm‘ =! - .‘ - .“A - ot ¥ i1 .
" g [ |
f

z )

3 2 ——q
E il ' H—

(Introit Oculz, Third Sunday of Lent.)

'cx'}-jus impé- ri- um
I — .
B
i g
5 === *
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or else establish a chord containing this note before it occurs;

f Sos=s=E
— -

(o - Se——" —
P r i H—
=1 (1)

)

(Introit Psalmody.)

When the note in question has the ictus, there is no difficulty.

With regard to the Introit Deus in adjutorium (Twelfth Sunday after
Pentecost) in the form in which we have it in the Vatican Edition, it is
easy to recognise in it a tetrardus on C with B-flat (original pitch) to
begin with, turning into a tetrardus on G with B-natural, a fourth lower.
This sort of modulation is already familiar to us. All we have to dois to
take the usual precautions against false relations and anything that savours
of them. .

IV. ALLELUIA: MAGNUS DOMINUS
(Eighth Sunday after Peniecost).

We come now to the Alleluia Magnus Dominus, one of the masterpieces
of the repertory :

(1) (2} . ’
L . : -
SEe—msmE=erten e s

Y AL le-it- ia. * 3. ‘ :

. (3),
e e e
v, 3/ & @ .“'/. r 2 1/ >

@ ©®
Vv g ¥ d ——
Y. Mé- gnus Dé- mi- nus, et lau-
e v
ses——==roeestooer T
o2 _g
Vg MR - a4 —¢ (4 — -

di- bi- lis val-  de, inci- vi- ti-te

4] - e ‘-‘II*:? i e . '
T '/ hd bl 'T. L4 e '\'

~

De- . i - *
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in ménte sdncto é- jus. etc.
In the

1) The intonation gives us the characteristic fifth of the mode.
absence of the third of the tonic, and indeed of any semi-tone, we do not
deem it necessary to examine the sequel in order to interpret
the intonation. . The emphatic fifth D—A compels us to write D major,
and we return to this chord for the énd of the intonation. Obviously

F-sharp does not occur in the melody; but in spite of the analogy

between the end of this intonation and the beginning of the verse {which
we interpret otherwise), the chord of A minor, by imposing C-natural
(which has not yet occurred), would decide the question unfortunately, as
regards both the modal character of the entire melody and the analysis
of this particular passage :

Al-le-lt- ia.
e
&%.u—!—d-ﬁ--—'—;——g:
V) /K [ — hd

! !
- (D w——"y o
X - = " i =
g — e e

2) The first plirase of the jubilus modulates and clearly indicates

- A minor as the main chord; this chord can retain its rhythmic importance

by means -of secondary movements; but we must take care not to
overburden the melody :

1 ) )

b o — 5

Y o —— T

<
w i) =)

O ——— — - i r } H"" 4

R - s ——F { 727 # » L 3
T (. ' i {

It might be better if we kept the previous chord for the beginning :

- N ’ - — .
FaSerErreTEesimerittenErrals
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3) F-sharp now appears in the melody : a 9—8 suspension in the alto
provides™a, good way—of “emphasizing the unity of the long vocalise.
D major-dominates-the entire-phirase, with transitional chords to mark
the rhythm : ' : :

There is no point in changing anything in what follows. The cadence o
is-easy to establish, the bass.F-sharp leading quite naturally to G for - ;

the plagal.cadence formula :

)

Fa)
1= . i
. = ":)s;‘_;,;’_ _H:
@3 = —

v B

T
SEE

N

4) We come now to the verse. We might, of course, begin on -

D major. But if we read the original text an octave lower, it reveals
such a very characteristic mode-II formula that it is impossible to avoid
using A minor (in our transposition) as a sort of tonic chord for this
passage. We can therefore begin on E minor (a neutral chord);
at Dominus the melody indicates almost exclusively A minor, so that
it is difficult to find an intermediate chord which will give A minor
its rhythmic importance at the end of the phrase. E minor is the only
possibility, though the result is somewhat monotonous :

V. Mé- gnus D6- mi- nus,

m—_ T e
[eree=tr oo
o -t i \-/lf

!

P I !
o - c—" - |
L - n- ‘a o — ’. o

5) At Jaudabilis the melody returns to the lower part of the scale, but |
without touching F-sharp; nevertheless the modal fifth occurs between
laudabilis and valde. Is the cadence of walde to come on.A minor or
D major? Of course the melodic formula of valde is identical with that
of magnus, and yet from the fact that the melody has descended to the
low F (of the original, C in our transposition) we gét the impression
that the principal tonic has resumed its rights. And so, without
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nning of the:verse, but in
R

ing about the contradiction with the begi
we write:: 7 '

rmity with the intonation of the Alleluia

et lau-dé- bi- Tis val-

e

‘(Notice the tenor suspension).- R ’ g

In spite of everything a case can be made -out for A minor (not its
root position, however, for that would be too extreme); but if we use this,
chord, we must have G major instead of D major for the end of /audabilis.

6) For the sequel there is no need to alter what we have already
. written : '

in ci- vi- téa-te
4

T B S Wt s |
L an — Tl j—g—-5o—H
H——e—3—¢ o 1]
Y ® » . IP .
] | — — et
— | 1
T2 Jh - _J N = H__
F—0—» 3 P i
L:_’__“, e m— £ H

A

But at Def there must be a cadence (or a half-cadence) on D major,
thus:

Dé- i,
o ¥ - () -~y 18]
A — 1 e i = |
g~ R H ¥+ 4 'l u—
L4 hd bl 4 —_— -
7 =
or: | | .
_gzi' J -S‘ 'S s— -} ‘9' )
- L 1
5 E e e — —e—{— \

7) We begiﬁ again on D major, the only suitable chord, w'ith
a tenor movement required by the rhythm, and the sequel remains
unaltered: ¢ ‘ .

‘ in ménte sancto é- - jus.
H
H
| § -
I g
A=t
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AlI_ViI-modg‘ melodies belong to one or other of the types we
have just examined. But notice that some melodies descend to the
fourth below the tonic (e. g- the Antiphon Cum appropingiaret

and the Gradual Qu: sedes), a matter which will be elucidated in
" connexion with the plagal mode. -

There are also cases where B-natural and F (original . pitch) are
brought close together, creating an almost insuperable difficulty for the
accompanist. The Antiphon Exaud; (Ash Wednesday) at once springs

to mind.  All the first part belongs to the upper hexachord, but soon we
are confronted with this : _ ’ '

n.E__ e
S
j (an? ¢ & ¥

¥ H
)

o/
mi-se- ri-cér- di- a

In the context it is quite clear that the F-sharp is like an intruder in
his nelghbour_s house.  And so, without any fuss, we let it come on the
chord of A minor (*), and even return to this chord for the cadence of #za s

mi- se-ri- cdr- di- a ti- a
—
H

7

7 — . o -
| | v]\/i’
4/"‘"\' - - )

n . - . 3 h—
g ya” X0 Py H
Z 0 1 2. ) -

\ - | H I

Then there is the beginning of the verse of the Gradual Clamaverunt;
but in this case the accdmpanist does not experience the same difficulty ;
he merely has to bring the two chords together rather brutally :

¥. Juxta est Dé- [minus]
I PO SP— ; —
I)Q'u r—1 Ry S s o i H
) 4] | & [P AN = [ W g T W =T 1
A3 2 & = = ; 'L » - = 'l l"l:
. T F—rr r
i
| ! il 4 |
i = e | -
y7x) = — 5. & =
T i |1 L i

(') In analysing the F-sharp -from the harmonic point of view
we must understand an intervening G :

Instead of A in the bass, we could have B, with D in the tenor.

£ In that case we
could have A in the bass for the tristropha. '

[
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V. ANTIPHON : URBS FORTITUDINIS (Second Sunday of Advent).

The Antiphon Urbs fortitudinis possesses 'tpe unusual” featu::ni(():f.
beginning in the minor and ending in the major on th}? s:tmﬁd onic;
th; phenomenon is not unique, but the Antiphon is short & y
embarrassing to the accompanist :

' . (2) : )
e
teomtr e i
= T.'Irbs * forti- ti-di-nis néstrae Si- on, Salva-tor po-né-
) 3) - . @. . L
i e i
» == j-o o ¢
_h '_hLE 'ﬁ.l ! ) r J [ 1 ‘.’: ! 'V 1 f.t : 6r
tur in é- a2 mu-rus et an-temu- ra- le: a-pe-ri-te p
(3) _ 7
e
g —c——l—c—l-—d—:p—d L - -‘l'w ¢ —9—3 d_‘
tz; qui- a no-bis- cum Dé- us, al- le-l0- ia.

1) The intonation introduces the characteristic ﬁftfh Ogl';}:-e t{::tcll;;,e ;h(:,)x}
ist i the dominant: familt )
the melody rises a third above catures o
doubt as to the nature o
mode VII; hence we should have no i’ e ok e et
. i t yet occurred, were: this precis )
(s e el the & it is im ible to begin with D minor,
i t Salvator. All the same it 15 1Mposst gin with «
'{)nel::L:sZ the intonation-formula of ltse(l)f sugl:cl__{estslc t{)erm?lﬁélmn(;?tntfg:m:;}é
the o ,
with the character of the mode. n , ther e
i i be treated as an-unessential no
tonic nor the dominant of Urbs can be d as an ential note
i i d without its third; no other s
All that we can do is to write a chor o o
i i i i tly corresponds to
; - and this harmonic vagueness exactly t
ltixep ?rslill}?)lg}; The chord of A minor is then mdlca_te;d by the high C, and
‘we return fo the same chord after a chord of transition: {'
) 3

Urbs * for-ti-tudi-nis néstrae+:5{- on,

, N -' -
0 o AT W N I s A i EC
Vann ¢ ) 9 :' — j "I.‘_E
O { I
“
—— = == E
i —

t to use F-natural as a
5) In the sequel we must be careful no
?narznony-note u?ntil we come to the cadence of murus. Before that we
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-must prepare the transition by means of the neutral harrﬁony A minor
—C major. With regard to the actual cadence, remember what .
was said in Part I about cadences of this type, which in practice
:{;t;eat 315 conl)pounfd ct:ladences with the accent doubled (but without -
ring the value of the written notés of i iti
Sorare g ' n notes, the rhythmic editions of
~Sal-vi-tor poné- tur in é- a mui-ru

that object we of course avoid F-natural in ani

ot [ - our accompaniment; but .
after leaving D minor, we need G major as a preparation for F-sﬁarp; '
and therefore before we come to the chord of G we introduce the chord
of A minor which will dominate this little phrase; then on the high

D we put the first inversion of G (the onl ibility, b i
introduces the required B-natural(:- y possibility, by the way), which

3) We must now adroitly pfepare for the coming F-sharp; with

et an- temu- ri- le:

4) The melodic F-sharp is taken as an appoggi
sh _ giatura of E, a fre t
pro;:ed:ée v&;hen g qultlllsma has two notes of preparation. The er?:i]egf
orin . - - e A
fn th; ba(;rsc): :ore as the chord of E minor (with an optional passing-note

a-pe- ri-te por-tas,

(*) 1f at the start of this phrase, the F-natural seems to’& harsh again
alto can’ begin on D and return to E on the last syllable of Sah/ator.ga'mSt the B, the
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) The ¢ ,

shes with a normal cadence :

‘qui- 2 no-bfs- cum Dé- _us, al-* le-lt-"fa. 'b

The end is comparatively éfmple; .fqr;_'it-_doe_s not modulate and’it

=N —~— —_ N
P e e e e e e
— d T — g T w VT ATY
— o
: : ol : . L
— Ny i | ==
[ 7 [l H . & S,
M —— 1 E4 &
£=£ f i. I3 3 H

The chord of the ninth on the bass A enables us to avoid consecutive
cctaves between' the outside parts, which would be very obvious if we
kept C in the bass. . ' -
. In the Gradual Qus sedes there is a very awkward B-flat which cannot
possibly come on the chord of C, still less on G major: -

bt
G-
4

vé-ni

A chordal changb on the A would be heavy.. It is better to treat the
G as an appoggiatura, thus (transposing) : :

vé-ni .
}9-& T ﬁ—_—ﬁ—TT'—r——PCE
T e
- or: _fJ I i

] ‘A‘ .l ! ‘ !
S e e
_—_—IPI f' — =t l. —

We shall find B-flat again in the plagal mode.
2. —The Plagal Tetrardus: Mode VIII. ' !

As the authentic tetrardus rises above its dominant, so the plagal
mode descends below its tonic. But the low D.does not play the same
réle in mode VIII as the high D in mode VII; its character is quite

" different, - The upper D leans on its tonic as a building stands on its
foundations, it suggests it even after a modulation in which the D has
itself acquired the status of a temporary tonic ; but the low D,on the
other ‘hand, seems to separate itself from its tonic; of course .it. does not
cause us to forget it, but it does not suggest it. And so for the lower
region of mode VIII we must adhere strictly to the laws -of the natural
hexachord. As regards the hexachord of B-natural, our accompaniment
must on principle be hexachordal; but F is possible in chords of
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movement (D minor or F major) once it has occurred in the ‘melody,
especially in accompanying a cadence formula. -
There is no point in giving a melody in which F does not occur and
where in consequence the plagal cadence is inevitable (e. g. the Alleluia
Benedictus es). We have already studied this type in dealing with
the authentic modé€ in particular and with the hexachord of B-natural in
general. We are going to examine melodies that are more characteristic,
Notice that everything we are about to say concerning the interplay
of the natural hexachord and the hexachord of B-natural, the réle of

B-flat, etc, has already been dealt with: in this chapter we are only
considering the particular application in mode VIII.

I. OFFERTORY : AVE MARIA (Fourthk Sunday of Advent).

Like a good many melodies, the Offertory Ave Marza begins in the low
hexachord and does not enter the hexachord of B-natural for a.considerable
time. Even the final cadznce is approached from the low hexachord.:

() - _ (2)

. a, gra- ’ ti- aplé- na, Dé-
P S S . L
.‘ - y - o . "} —
@—*-E—’-'—i—'_—j‘r‘-'—}—-m% = Sk
mi- nus té- -
- ———— (63 . [ |
: T P B A S B R A I R et i e
o ¥ ey I T [ L | I 1 b ¥ [
ANYVA hAll '1 - - 1 p==} - ¥ P [P] o L
cum : be-ne- di- , cta tu

n () T o BT P»‘*;‘" (8) N e B
Wﬂm,ﬁz!:;ﬁ:qiw_
o/

in mu- - é- ri- bus, et be-ne-  di-
o {9)_ . - o ' ‘
-] - - - -
e e e e e e
o 3 \' [ 4 [ g
ctus fra- ctus vén- tris ta- i .

t) The intonation rests mainly on F major (or D minor); A minor (61’
C major) is needed on the doubled E; and C major for the end of the

http://ccwateg
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pree chord : : béginning; A minor
e chords are enough: F for the ! 1no
et he first inversion of F; then C major:

h‘rase. _ are
Ifaof the melodic E. changing into t
Lyl i A- o o ve

——
L Es an s R
RN =

e e Mo Wi R
— T T -H—

- =
I

| Bt

" .+ In could not be simpler. . o -
] ' ] ; ister. of the scale, 1t .
' uch Maria takes leave of the lower register. ol The &
ne\ZILrlt%ﬁ::kllgsusgavoids B-natural. And so the Fadence, which bls 1119t one V&?é
the usual formulas, is inconclusive, despite the ful}l1 dar; x:ge.c [ Ve
therefore prefer not to use G major yet as a cadence-c orﬂ,] ad. chooss
C major. For the first part of the phrase, A ;an fsetrt;/e ?isrst ?nversién th

. ; < .
damental’ chord of A minor and © :
%f rrtla:;orfunOice again therefore we have the minimum of chordal changes;

Ma-ri- a,
ST — =
. S e
iy | g 7 i |
A ——d
—Z‘E_'r — y E
- a 2 ————

' G ' lodi¢ fourth at grafza as
e cannot treat both notes of the me
haiznc\jzy-notes. Following the methods we have alreacli)y en'lploy‘f’?ﬁ:vg
treat the G as an appoggiatura of lF on ltkf': Chorl?/[ Oort(’3 D ﬁl}r;l:rc’:hord 2,
i 1 fore the resolution. ot "
harmony-note intervening be ; e e O this
i i til we come to the cadence.
D minor suits all that follows un e nce,
i i i f B-natural, we have a regu
‘time, in spite of the absence of b-nat e : gl e,
’ i i te impression of repose. )
formula which gives a very defini n of repose Cich the
‘or soes too far by imposing a harmonic 105
geﬁ;gf ce%tainly suggests but suggests w1éhdd;sc(§e3;rtl.do?snn’gkéea ;)Ft’k;j:
maior would leave the sense suspended, and s nof
- }t]ca)l r‘tl)i gr.:he “erel » of the melody. We opt for G major. By keeping D in

. . .
the bass for a chord of the ninth on the pressus, we treat the thre
smccessive G’s as unessential notes :

¢
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i ot think ‘of putting -the chord "of G ma]oF o the

: o firs Wef .iglgisffz,rllaecause of the F in the melody; we thefx_-elﬁgre Ea‘tllpc;allﬁ ‘
C fhajor (in root position); G rpang_;ii's Po}fsg)lbe tf:,xée:‘hiwg (I;I’lsg Sorth i
the melody because the low D is sandwiched between tw :
.wi%hr’r’;i: p)lfag'al cadence afld, s0 avo:d;-laipoxvntlesjs‘ cI}?.ng‘e‘:\' in the_baés )

-On :this bass pedal the three G's of the. melody go quite well as
unessential notes. But it is also possible to treat the first ‘as an
anticipation of thé second, and change. the bass on the end of
gratia ;. . - . :

e e e ecumr

PR ;ﬂ . j-,i.HE
R R

4) In ény case, since A minor is indicated for the beginning of
Dominus, the fifths between alto and bass are inevitable if the chord

. : ) ) . . .
of & minor is to be complete: 6) The sequel calls for A minor to begin with, then C major

ic insi ! 1 begin at once
sistence on C and E. Butif we )
e et melqcclle;: clJrf1 C;, this makes it easier to mark the rhythm by

N with the first inverst
. _.-n: = conjunct degrees in the bass:
i _j; T ‘ bene- di- cta " tu.
L _ SIJ D N
. . ) o a5 L#—n— ' s Bttt | H—
= — == fep
. _ e 1 | I l-l" o £
—— — |
; . ’ —5 A I i ﬁ
, - After a cadence there is not the same bond between the chords as e —— Ca— |
there is in the middle of a phrase, and in our opinion’ these fifths are = i K b

tolerable. However, if we insist on avoiding them, all we have to do is
. to.suppress the alto (the fifth of the chord) when we begin the chord
E R of A minor.

o The high episematic D (preceded by A) does not seem to have
‘acquired as yet the “ feeling” of G major; we write the first inversion
of D minor for it, and G major comes, of course, on the B-natural,
followed by C major on the doubled G; we can stay on C major
until the second doubled G, where we put the first inversion of G major;

- for the next phrase (which is a repetition) we keep the same harmony,

- . - . .
" Let us be lenient over the octaves between melody and alto (%).

/ j i D minor (because
/ eribus indicates C major or A minor, then ecau,
e aftef' that, A minor leads to G major for

Id * obviously have E minor. Beul’;

7) i '

of the rising melodic fougth),

dence. This cadence cou I or. B
t]éliniiclir is less in the general feeling of the mode and it is also less

suited to the sequel which rises to'D :

finishirig’ with a cadence on C major, in -accordance with the indications. in mu- li- é- ri- . bus,
*  of the melodic intervals and the inconclusive{na‘cure of the half-cadence o . | o~ —
. itself.” To do that, we introduce a transitional chord on the second ‘é;—_—_—b:ﬁj:j—i:;‘f:ﬁu,,_,'_;_r_a—i‘-ﬁr_—g~ﬂ_
Tt 77 Usyllable of the word s - . s @~ f 7
) Yo/ l \_/l S . J
Dé- . mi- nus | | i e L
e e T T DN — 0 s . g :G!__._'-:f;—_.ﬂlg
e e e e Pe=r=r |
% e o 2 . e | .
>y L) - - P
TR T i—1 F 7 L
b @ A 4L v A :
S .= .g = . ; g ;ﬂ : y — #:D () Instead of D in the alto, G is possible.
) 4 . .

1
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8) For et benedictus, after G major, the indication is clearly A minor or
C major, but the pressus must come on the same chord; and so we need
- a harmonic movement before the pfessus, on the end of the word :

_ et be-ne- di-°  ctus
. ’ -0 _ N
A7 4 A !1 H =‘ i_, HE . | Ja—y 2 : [ &
gg:;“—'_—_:.—i‘:d_‘. e e - S |
{ ] ~ ‘l r f
£ -J 4 1
) r ] >3 L 4 27 5 -
]
— L 1 18]

Notice 1) that the downward bass leap of a sixth is “corrected ” by a

subsequent rise; 2) that the last G in the tenor, doubling the resolution .

of the appoggiatura, is necessary so as to avoid the effect of a six-four
chord. ’ ‘

9) We begin fructus on the preceding chord; but we reserve D minor
for the end of the word instead of putting it on the pressus. The rest
all' demands D minor, which leads to the final chord of G major,
but. which at the appropriate moment receives first its seventh and
then its ninth:

fra- ctus vén- . tris ta- i

i

Although the cadence is approached from below (i) e. from the
natural hexachord), by the very fact that it is a cadence it imposes a
modulation to the hexachord of B-natural.

’

IL.- ALLELUIA: OSTENDE (First Sunday of Advent).

p (D - g = g
— e i T e — e
— e e e s e s e v
A\ =
AL e G- ia. * 4
G R - | 1 |l(3)
e e e e e e e
X et - 181 14 1 | ) 4 —— iy [} M o - 1 -
o Sl - =
de né- bis Dé- mi- ne

¥. Ostén-
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e e e e s T B
ot ] . ] .

The Alieluia Ostende will show how we can avoid B-flat and how
cafefully we must choose our chords when B-natural and F come close
together in the melody.

If in our accompaniment we systematically disregard the B-flat, the

" melody only modulates to the natural hexachord at its cadences on F.

On the other hand the chord of C must be rigidly avoided while B-flat
occurs in the melody. v .

1) In the intonation, beginning with F major and D minor, we have to.
proceed to A minor, which leads to the first inversion of G. Since tI;e
principal ictus of the cadence falls on the pressus, we must have a simple
movement in the alto to mark the end of the word :

for the repear :

Al le- - ia
o e s et e iy 1
REE eSS e s ==
l.\/{ l\_/r ‘ (]p) ele.

‘ PR e e T SRS TER

D= : —— =

2) The. jubilus naturally begins on the previous chord (¥); but the
descent to F necessitates an intermediate chord which enables 1us ht_o
avoid having the two extreme chords side by side. As usual this
melodic F is accompanied by D minor (sometimes the first inversion

of F) which we can maintain for the quilisma-formula, as a chord of

) i j i i tice
movement leading to G major for the pressus. In this connexion, no
that D minor (orgF major) leads quite well to G major (arsis followed

(*) Tt could begin, however, on the first inversion of C (E in the bass).
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by thesis) despite the opposition between the chords; but the converse,
which is illogical, does not. sound well and is not in the spirit of the
melody, here or elsewhere, except when D minor (or the first inversion
of F) marks a simple transition. Moreover the pressus has the character
of an appoggiatura by reason of its close connexion with the melodic B,
which is much less closely united with what follows. After that, we
have C major because of the melodic fourth, and then the usnal cadence
by conjunct degrees, thus -

D e Lt -
F — - e o — '
| e Rt e §

(The fundamental chord of F a/ways has its seventl: in such cadences).

3) The beginning of the verse is almost entirely confined to the two
notes C and B : hence the chords of C major (or A minor) and -G major
(or E minor), with as few changes as possible, because the melody is
merely a kind of ornate recitation :

Ostén- de né- bis Dé- : mi- ne
B o S W N o S =i S O T
i e B B S b e S iy e e b ||
o o3 e
& | | r\._,r r I
;o t~—1 |
e, .
v 4 4 4] <
] r 1 - — - [ ) (N |
F 7 o B r 3 1 R I ——— H )
= f 1 1 1 1]
= e — = i

Notice why the tenor moves from C to E on the first syllable of noé7s;
for it is right not to treat the two melodic B's as unesséntial notes,
especially as one of them coincides with the end of a word and even of a
group ot two words (Oséende nobis) with a measure of independence,
Thus the chord of G turns into the first inversion of E minor on
the same bass. ' ’ :

4) We automatically place the two chords of G major and C maj.or on

anisericordiam. But at tuam we have many precautions to take. First, -

" we must avoid F on account of the B-naturals in’ the melody;
furthermore we must avoid B-natural on account of the approaching
B-flats: Hence only two chords are available: C major and A minor.
Then from just before the first B-flat down to the cadence, only F major
and D minor are possible. Granting that we move from F major to
D minor to mark the doubled punctum on F, what will our cadence be?
G minor shrieks its falsity. C major leaves the. sense suspended,
although the melody has finished. Only G major remains, and that
creates an obvious false relation. - That paleographically these flats are
incorrect, there is no doubt; but we sing them. :

[ W —

s 5.

wever they are treated as unessential notes and E ‘is introduced
he accompaniment as a connecting link, it is_certain that dG fajet
not jar and that it preserves the general unity of the melody : .

- di-"am th-

'.if;:If'\'&e“bréfef,' ‘we can keep D in the bass so as»to-haie"”atchqi'd' of .
' the ninth moving to G major. : : : »

We begin again on G major; we mark the end of sa/'um}:z with the -~
chgz-d of A ?nino?, preceded by C in the bass. A simple F in the alto

“facilitates the descent of the melody to this note, but we postpone. it -

“until the last moment; the B-flat theréforé occurs as an' unessential 'note
. on the chord of F. If the smora vocis is not marked, that cannot be
‘helped : after all it is nothing more than a transition to the tristropha. .

We return to A minor because of the sequel. The chord of D minor,

" although “in movement”, is nevertheless possible before a quarter-bar,
“and ‘it links up easily with the chord of G major which the sequel

demands : -
et sa-lu-ta- re ta- ‘ [am]
) — N ey f——— |08
fal P ¥ 1 H H 5 ; ’ . [P
e - S dd e — ] —
Eﬁzﬁ:ﬁ:._._._g:r"—::‘gﬁ;}?_ e e 2 H——
L—F (et —— — 1 I — L
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A e e s = VP I
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I+ 7 ]\_T : il H:

6) In the next phrase we find the same problem and apply the same
solution. ] . : . _ o
- We naturally begin with G major. But as soon as the doubled G
comes in the melody we prepare our transition with the chord of C. On
the B-flat we write the chord of F major (the B-flat, taken as an
appoggiatura is nevertheless resalved) and we reserve the chord: of

_.D minor for the cadence :

[ta-] ‘ ' um
fiu’’ —p =t ' —f—
e e
o T~ P — | —— |
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’ s s 7z — - » S—
7= == {— e 2-—j

Ne792 —8



2y

226 ° PART II. = "PRACTICAL STUDY OF THE REPLRTORY.

7) We are now conveniently placed for the new beginning at the
asterisk; we return to A minor for-the first syllable of 70éis because
of the B-natural. The end of the word receives E minor which is easily
transformed into the first inversion of C; fof if we were to put the root
position of C major on the beginning of this syllable, the octaves between
the outside parts would be too obvious.

After that, it is difficult to avoid F major, which is clearly indicated
by the melody, but we prepare for the quilisma with the chord of
D minor; the melodic insistence on B-natural and C leads us to write
A minor. The long B in the melody must necessarily have G major (or
E minor); but we must take account of the melodic ¥ and of the B-flat
of the next phrase. And therefore the G before the quarter-bar has
C major, which we also use previously when the F occurs; hence we
require a transitional chord in order to be able to return to C major (this
timeTits first inversion) :

* da né- bis.
@%ﬁs@‘ ;
‘__1
—r::] .
} | f— | /
2 - . | -
l/.: = ——— :——3-—0——-
] T S

8) As we approach B-flat we again make use of F major and D minor
(the latter marks the long F). Then, in preparation for the B-natural
(which must be treated as an unessential note), we introduce A minor,
and the cadence follows without difficulty : '

R eEEEnE

Thanks to all these precautions, we not only respect the unity of the
melody but also assist the singers; for they are sometimes puzzled
by the alternations of B-natural and B-flat, and by B-naturals and F’s in
successive chords, and so lose all idea of the tonality.

This very typical case is not the only one of its kind. We use
the same methods with regard to the B-flats in the Introits Lux
Julgebit and Duin medium, for instance, and in the Offertory [mmitter
Angelus, etc.

We shall find other examples in studying the Tract formulas.

.
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IIl. THE TRACTS.

| ‘As an example we take the Tract De profundss (Septuagesima) :

o (0 . v ‘ ] f\ (2)—‘—
. + N ———— T

' De profan-  dis-  *cla-ma- vi ad te, Dé4- mi-

am. Y. Fi- ant du- res td- ae...

Conclusion.

() N o S : -

1) With regard to the intonation-formula, notice once more that the
ictus is on the isolated punctum in front of the torculus. It is here

" the normal thing to begin with C major and to reserve G major (first
. inversion) for the lesser cadence, for with the reverse formula (G major

—C major) the accompaniment would anticipate the B-natural of the
melody. Then, as the F of clamavi cannot come on the chord of}
G and as the G is repeated, we have to return to the chord of C; but E
in the alto would sound rather harsh against the F in the melody. We
therefore keep D in the alto, as a suspension of E, thus:

De pro-ftn- dis ¥ cla-méa-  vi
7 n-0 — -~ h

==

v A—d —¢ S —s—
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We then go to C major.on the melodic G :

4) In thxs way we lmk up w1th }< major for ,vocem, followed by
A minor because of the B-natural of meeam. The doubled F before the
". quarter-bar _has D minor; and in the cadence formula the B- natural is
treated as an unessentlal note '

cem mé- ~am. -

6_.,-.: .
'g L,azg_—:a 4_:;‘415—.5—,-:3&-_4—#,

2) At the word Doniine there are two points to consider: the end of,
the word, and the final pressus, The chords of C major and A minor,
leading to D minor for the cadence, suit perfectly : :

—"j"ﬁzﬁ—h——ﬁ == L A e R
@9:2“ —s 2 # ,-.:i::i_—tt.j?_. —f= | ! P A N
W H \—’v i — Z. = - = % T
d ]/1' 'I o ’,,. &= = o= — i ; ' =.
R . R ’J/\ | ;i z
- —< ot & = (3)
‘ E— = = l'—i— Notice that in the cadence the B-natural and the G on the chord of

F imply A.

_5) The beginning of the verse is harmonized without difficulty :
As always, we red uce our chordal changes to the minimum. 5) = = Y

! Y. Fi- ant au- res td- ae
3) In the next phrase notice once more that the punctum in front of . s
the torculus (at the end of Domine) has the ictus (¥). In order to avoid qﬁi‘—’—'—-‘l—t—‘—i—:—l‘ﬁ-‘j—i—ﬁ—ﬁ—
the fifths that would result from the sequence D minor (A in the B | L = )
melody)—C major (G in the melody), we change the chord of D minor 1 It l
to F major. A minor is the appropriate chord for exraudi, but the end _J/'—\J_ ]"J_’—‘_i g
of the word requires a chordal change; this can only be the first inversion - T ; = =
of C major, which turns into E minor on the final clivis: - T H=

Dé-mi-  ne, - exau- di

6) .Similarly, the concluding formula, which is common in Tracts of.
this mode, presents no real difficulty; nevertheless, before the first’
quarter—bar the chord of G major (even its first mversmn) would certainly
be excessive; we mark the end of the word with D minor (on the end of,

- the word, not on the doubled F): G then becomes an appoggiatura of F} 3
and A an auxiliary-note of the appoggiatura :

Do- . mi-ne.

But although this is logical enough, it links up very badly with what ) 1~f = \__/i? r (ﬁ»] i" 7
. follows, where we at once have F and then B-flat: we must therefore /r —
B - stick to C major and, by maintaining G in the tenor, strive to glve the . IA J, JAA 0'(3.) = ‘a ; 4'
L ' melodic A its appocglatura—character S,: — .,: — — S —— i
T L='s o ] L
i 1 1 1

" () Despite the indications given in the Paroissien 8co c. . ) .
(®) This tenor B is a passing-note; as an alternative, C might be held.
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We have just seen how to avoid B-flat. But some B-flats are essential
and must figure in the harmony. Thus in the intonation of the Tract

Ad te levavi (Third Sunday of Lent), which is really a Il-mode

intonation :
o) o -
v
Ad te le— Vé.- Vi . .

we must even treat the E as an unessential note, so definite is the
tonality of G minor:

Ad te le- vad- vi
P —
| é ~— st O . A O 0 | Hh‘._". ?‘%”:‘H—H_‘
e e ety
VTIT _F e 14T e | 2
1 ] vy T I~ l
Yy _J—=]—]. 1] |
(;’- 2 & 2= i I — ——
it } T — po H

Then by way of F major and A minor we prepare for the arrival
of the melodic B-natural. The same thing happens in the Tract Sagpe
expugnaverunt me (Passion Sunday). But here B-natural comes much
sooner in the melod}i. We lead up to it in the following way: . °

T aju- [ventiite]

e

L S d
J

DN, ]
==
=

The Tract Qui seminant (First Mass of Many Martyrs) pushes the
confusion with the plagal protus to still greater lengths, and exactly
reproduces the beginning of the Tract 7% es vas (Conversion of St Paul).
If we use the chords F major—D minor and C major—A minor,
the melodic' B-natural will then seem quite natural, as in the other
cases. : ' ‘

_The Alleluia sz'rz’lﬁs e]us (Ember Saturday after Whitsun) is a very
difficult case: it is clearly marked as mode VIII, but its cadence is as

follows :
i =
%ﬁ;};ﬁ_:ﬁ —— =

Lo

B
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Jeither G minor nor C major will -.do, and- G major involves an

sing the tritone. In any “case_ B-flat is incompatible ‘with the =
tetrardus, which requires a ‘major: third  ‘above. its. tonic.. ~With an ..

intermediate chord (despite the consequent heaviness) the false relation .. o

would be tolerable: =~ .- .77

SESCec=8
A :
’ * 4 d,)
. N ——— e

The alto E is indispensable here. But on any hypothesis, we are no
longer translating, we are interpreting. : ‘
Remember what was said in connexion with the greater compound:

cadence: . )
) ' S S U O O B RO ¢ |
— . dﬁ-a—ﬁ:
o

A prolonged suspension of the third ends by being harsh. We must
either have a double suspension :

s at

D .
[ :f—‘—d—}'i—i—j—ﬁz
——
_./‘ lp
]-\ ) i
<. g
[9== ~ H
t =1 i
U d

}

(Both the E and the C must be prepared).

or else we must break up the formula:

Remember too that sometimes the plagal tetrardus is determined
without any B in the melody (this is a matter of interpretation and
. general experience): for instance, the beginning of Kyrie X1V,
Kyrie VII, the Compline Hymn for the Epiphany. We have no
hesitation in writing G major at the cadence.

ediate false relation. Perhaps B-flat’is ' incorrect and we should - -
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. Except for its cadence, the general trend- of mode VIII is .'very

'similar to that of mode III; so we need not say more.

in all of them: the chief difficulties arise, not from the cadences proper
to each mode (determining what mode a piece is in), but from the

interplay of the hexachords and from the (fleeting or permanent)

modulations of the melody; for the accompaniment must always be
a model of discretion and never exaggerate impressions by its chords
— for, chords always last at least as long as a compound beat.

mmiar Besides, .
although we have arranged our remarks according to the traditional .
order of “the modes, yet the fact remains that modulations occur -

" accompaniment is repugnant, it is the psalm-tones.
- ‘than ever restraint is necessary. . The organ should confine itself to the:

233

- PSALMODY.

'THE AMEN FORMULA.

. If there is any part of the'--plainsong 'repértory to which . any
And so here more

task -of marking the cadences of the mediation and of the ending,
without any movement on the reciting-note. The ideal, ‘therefore, is to
‘have one chord for the reciting-note and another for the cadence; but in

practice this is not always possible.

+. Three cases occur :

vI:° A chord for the reciting-note, followed by a sin;gle chord for th‘e’

cadence (whether at the mediation or at the ending). -
20 An intermediate chord placed on a neum (podatus, clivis, etc).
comprised in the melodic formula. )
Notice that in these two cases the organist has not to bother whether
the cadence is spondaic or dactylic. .
. 30 ‘A wovable intermediate chord, depending for its position on
“whether the cadence is spondaic or dactylic. .
We now examine each of the eight psalm-tone formulas separately. <

 Mode I: Only two chords in the first half:_

T eetEE

—t

e

~ E-

- 1ot
Ll b 1
1

N

o]0

g | ~& ~% u.
1Q ‘Q‘_.. -

!:-.

"~ But in the second half, an intermediate chord is placed on the neum :

L === \
S T 7 |
f=t=

ade~
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Mode I7: (We here take A as dominant for all the modes). Twa

chords in the first half:
3 . '
s N a—
l'ﬁu e R |

\e' v A movable. intérmédi’éﬁe chord ih the’ ﬁrst half :

-

=

Spond. Dactyl. 1B ~ = - = ‘IL‘ ——7 o~

, i | N ~——H g“- ma' ———v ] i —H-—H — ﬂ

N—T N f o ' 4 -#—0—8 r 3

l" o —e— g —H—e— g —a—1— L I | ~—i f -r
T T . : . L
v[l I g I | __‘_:,Jg""r ‘.\ _gl. - ’ _s. - i _l J =I

/ = | PE= —— = [
W—; ——2" —H— o v] ! ‘0 ]
r 4

)

J

l
|
.]T%’
i

o/ i 1 /{— r -
i - = — A n—
i = H=r— H
o H—t 54 ~
’ |
A movable intermediate chord in the second half : - K
7 gu. N— b
o-bet G e
@“ - —;*5: — 7 :H: o : - 4
v ~F ¢ f T K IJ r T
, | l )
P N S
ZE" — e e f — :

(:I'he other endings present no difficulty). - 0 Transposed. a fourth lower.

- http://ccwat d.org - _ . =
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Mode VI : Two chords in the first half :

s} I
. | .7 - N i} p—y
=i
) b l .
! I By -~
F—2r -
7" &

T .

{with a movable intermediate chord for the endings & and 4).

. .

{See Mode I for the alternative formula). o .

ode VIIT “For the rﬁediation,_see Mode II. ) ‘ . e
‘Fort éééébnd half there is a movable intermediate chord :

A fixed intermediate chord in the second half :

- ¥~ [1=

- Euding G. Ending ¢. .
E R S i : 14} ~N—Tn ﬁ Y (0]
s : [ “ P - %&" . N N ﬁ S H N H o }rs .
R . : : 4 ~1 | A e —H 1% r n—ry r »
) : -19}- - - - 5 - f A
. . ' . . I " L - ]’ _/{ . i r { ’ ) )
SRR == ST S B S U S S BT :
| 7 . T B : = — —1 4 ————% #—1
| ‘ . * — —fH—» f fu} (ol ] od 5|
- ' 7 11 T { s t Y-} 1 I 2 a
U } — . 1 . ! | |

Mode VII : The mediation presents a serious difficulty : for the high
note does not have the ictus unless there is an extra syllable, and yet it
cannot come on the tonic chord (¥). Theoretically, therefore, we should

have to change the chord on the syllable immediately before the high
note ;

ntroi ; ffer no
The Introit psalmody and the ornate tones for the Magnificaz o ]
difficulty pfécisély because the neums fix the rhythm. ~Notice however
that in our opinion the mediation formulas for modes I, IV and VI

i ‘ o2 NN 0 -are compound cadences : hence the following accompaniments : .
AL oL Y A W ) n— ’ o
L : L - . i T _.__’_._{g_ — ; . v o
o o | — — (i - - N 1)
: g . . ST H ) 13 i~ v [}
B 5 ‘U ~ r f - ‘;—;‘—_'_‘__’_vl:‘#ﬂ =E - 74 ]
o o) = gﬁ:; :
: o : 37— : > 7 =
N 5‘/-\; o ) l S —— 41] A i i i {
E—=- { —_ —
7 U ﬁ 2] =y i‘} J .i i 4 i J ! } {
' ‘ I z e ey e S
l . * Iz - H T = o §
. \ — . i L & ; o 3
i : i icati i ; : 11 and VIIL
In practice, to avoid such a complication, we propose changing the . Mode IV. Modes IT an

AR chord on the high note in every case; this gives a rhythm which .is not
' ideal, but it is possible : S

But if, in mode II especially,l wev wish to avoid B-flat (original pitch, *

- 08 Y D-natural in our transposition),. we must write :
» - l—i—i—l—\’—-ﬁ— - o S P . . ;
| ' SEEmee— ‘
. —= —
. —| Y f i, i H
oJ [~ - f
M | t— } S X :
: _.Ja ': [ [2) R B
—2r—t H \ 4] 1. ,
{ & o P i S ol I | —— H
| O A e | H . ;
11 5 -

ARRRE ' (*) The tonic chord is the only possible one for thé reciting-note. D minor (original’
’ L pitch, A minor in our transposition) will not suit (see our general study of mode VII)




. to obtain the simplest accompaniment, without disguising the fact that

. final (doubled) podatus demands a single chord (and it must be a
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The /flexes present no special difficulty. In médes I and -VI, they
come on a bass pedal : : - .

In mode V, they come on the same chord as the reciting-note :

But just as in modes I and VI the pedal is not indispensable
(the bass can move from D to B-flat and return to D), so also-a pedal
is possible in modes II, III, 1V, VII and VIII (we have given an
example). : '

It has not been our intention to provide typical harmonic formulas,
but merely to give (with examples) the principles which make it possible

accompaniment of the psalms can never be satisfactory. As always, but .~
here more. than elsewhere, our chief purpose is to exclude what is bad
and .wrong.

- The four Amen formulas raise a difficulty of a different kind. The

different chord from the previous one), so that the first note of the group
is treated as an appoggiatura of the second.

Sy e A g4 o
ot e ey |

Mades 11, Iil and VIIL- Mode IV, Mode VII. 3
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i ‘hus‘ fn the protus we have : [

: f : Jo;‘r' rather T ‘
S TS | PR T
===t

it

prcpare the tenor G and avoi hord of D minor

But we have to prepare the tenor G and avoid the c mino
on the first syllablg of Amen. With the plagal cadence the solution is

Simp}.é g ' A- men. N

Bﬁt B-ﬂat seldom has sufficient importance in the course of a melody
to warrant its use in accompanying the cadence.
However, in some cases, on A, this formula (transposed a fifth

higher) is possible.
“Otherwise we can only write :

-0
13 IHL_.
@ [ —-== s =

— N
g.i,‘__—:_ig‘:ﬁ_:_
—-—'—' M——u—

or something equivalent.

{ S
- Of course; the inner parts are scarcely more than auxiliary-notes.

he melodic C
. But the very mnature of the chord and the length of t '
p::)duce ther(}a’ffect of a triple appoggiatura on the first note of the podatus.

In the deuterus we find the same problem, with roughly the same

solution : o A- men.

1“52?—: E

| A e

b
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3



~\In'the fritus we are faced with a problem which is practically

because ‘of the.‘melodic leading-note (a phenomenon whichi. is_ ¢er ain]
- posterior. to .the golden age of “plainsong).- Touse B-flat! would ‘only
 emphasize the leading-note. - A ‘formula'S}j.Ch”és“'f:' Sl R R e T

A: men.

4

- . N

is hardly elegant and sounds bad enough. ~ Perhaps, we must réconcile

ourselves to the leading-note and write quite simply, with a ‘movement
- in the tenor (which unfortunately emphasizes the rising movement of:the
~melody):, ' ' e L

[’

:

1 . The fteivardus alone, which permits the
. offers no difficulty : :

.

i
'

- For thb'e‘ other modes, no sol'uthi‘c)r'i‘ is really satisfactory.

§ L s Do .
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