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PREFACE. 

Modern notation is used in this book in response to requests which 
have reached us from all parts for some time past. France, Italy, Switzer· 
land, Germany, England, Canada, the United States and other regions 
abound in colleges, schools, choirs, missions, whole dioceses even, where 
rightly or wrongly it is maintained that the sacred chants will never come 
into popular use, if they are written in square notation. In such places we 
frequently bear of plain-song being entirely negleCted, and too often replaced 
by the most commonplace melodies. Thus the taste and appreciation of 
true ·sacred music have finally disappeared in even thoroughly catholic 
quarters. · 

How are they to be revived? How are we to get catholics to appreciate 
and love the chosen chant of Holy Church, unless we meet their wishes 
and do our best to help them, by giving them under the well-known forms 
of modern music the ancient plain-song of the Roman Church? 

The love of archreology for its own sake may be carried to extravagance. 
There is no need to imitate the monks of St Gall, who, up to the XVth cen
tury, refused to adopt the progress sh0wn in the Guidonian notation, and 
carefully preserved their own neumatic lineless notation, so difficult to 
understand. The event proved the unreasonableness of their conduCt. On 
the other hand both wisdom and charity are shown in yielding to the 
progress of different periods, and in sacrificing one's personal preferences in 
order to conform to the needs and disabilities of a large number of people. 

Gregorian notation, completed and brought to the ancient perfeCtion of 
the Romanian period, must remain the official ecclesiastical notation; but 
si?e by side with it, modern notation, despite its less imposing claims, may 
shU be very highly useful. 

But can Gregorian melodies be transcribed into modern notation with 
faithfulness? 

Undoubtedly : nor can anything be easier than so to transcribe them. 
To ensure stritt fidelity, it is enough to employ the signs used in the same 
sense as the Gregorian charaCters. This is just the point. For in reality, 
in spite of the tones, the 1nodes, the gamut, the rhythmical groupings, the 
length of the notes, remain the same : there is no change either in the 
melody or the rhythm; so that it matters little whether the note is repre· 
sented by a round sign or a square one, by a letter or even by a figure. A 
choir, singing the same piece in the two notations, will not fail to keep 
perfectly together, provided that the whole has been correCtly transcribed. 
Do we not constantly find that organist?, in their auxiety to accompany 
plain-song _correctly, write their harmonies in modern notation, while the 
choir makes use of square notation ? 

It has been said that to transcribe plain-song in modern notation is to 
copy the method of learning to speak a modern language by ch~mging the 

. spellin~ of the words and indicating the pronunciation by the use of figures. 
It is easy to point out the difficulties arising from such transcriptions in 
spite of their practical advantages. They accustom the eye of the pupil to 
faulty spelling and to a pronunciation which may be approximate but can 
never be exact. 

But this analogy is less true than apparent. If we are to take a compar· 
ison from modern languages, there is only one which is ·possible. It is 
when the same language is printed in two different types : as when a word or 
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vilj. Preface. 
phrase is represented in both ancient Wack-letter and in modern charaCters 
e. g. ordinary Long Primer, without making any difference, the sense and 
sound remaining unchanged. So it is with the two notations, Gregorian 
and modern. 

It may be supposed that the precision of modern notation is inconsistent 
with the freedom of movement that characrerises the Gregorian recitative. 
But this is a mistake : for modern notation has its recitative ad Hbt'tum. 
It does not then make use of another notation : it only does away wit)l 
bars, leaving ·the performer an even greater freedom than is found in the 
liturgical melodies. Nor must the freed<?m that charaCterises Gregorian 
rhythm be misunderstood. Certainly neither time nor time-bars, in the 
sense in v. hich they are too often understood in modem music, are adapted 
to the suppleness of plain-song. Yet this suppleness is not without a 
precision of its own : for old authors while teaching the measure of musical 
oratory (in modum soluta ot·atio~te legentis - in ?Jtodum h£stor£ce recto et 
tranqttillo crwstt), in order to make it better understood, did not shrink 
from borrowing their comparisons- though they were comparisons only -
from a very exact science, viz : metrical science. 

Furthermol'e Hucbald (IX-X centuries) considered rhythmical precision 
absolutely indispensable. In his Commemonztio brevis he does not hesitate 
to recommend the choirmaster to mark the march of the rhythm by a beat 
of the hand or foot, so as to impress on children from the earliest age the 
theory and practice (discZ:plina) of rhythm (catzendi ccqteilas sive nmnero
sitas). 

Hence the rhythmical precision we have adopted is in no way inconsistent 
with genuine tradition as to the execution of plain-song. But the most 
exact notation cannot dispense with artistic taste, nor, since the liturgical 
chants are prayers, can it do without piety and love. 

I. 

Notes and signs 
used in transcribing into modem notation. 

A. SIMPLE NOTES. 

Ordinary plain-song notation comprises eight forms of single or simple 
notes. 

I. P-zm.ctzem or square note: • 
2. Punctum or d£amo1:d 1zote : • 

3· Vi'rga: 

4· Apost-ropha: • 
5· Oriscus : ~ 

6. Square note with episema 
or t.'ctus of subdivis-ion : ~ 

7. D£amo1zd note wit It 
episema: tt 

8. QztiHsma : 

J 

These five are represented in mo

dern notation by one sign : i. e. 

a quaver J~ 

are shown by a point over a quaver . . 
thus: ~ or J' 

) is indicated by 

\ quaver J' o1· _., 
A¥ ~ 

__.. along with a 
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Preface. 
No·1~E .. _. . Th~ · polnt, following a grego~ian note, indicates a mora .vocis, 

a_nd nearly douples the length of ·the note. Thus a nole with a point after 
I 

it is showq by a crotchet : == ~ 

B. NE.UMS OF TWO NOTES. 

Pes or Podatus 1-. ~ ~-. :S= Clivis 

Pes Ritard. ·--~ ~- ------ C!ivis ritard. 

. ~ 

~ Clivis Pes wit/z o11e poiut .:::j: - witlz one point -- ;..<---

b:·~ Pes Clivis .. 
wit/z two points -s- . - rJ--·- with two points -- -~ 

C. NEUMS OF THREE NOTES. 

Porreftus 

Porreftus 
with a point 

. I 

~ Torcrdus 

Torntlus 
with a poiu t 

G---r· 

·'* 
I r..-
! __ 

• 
~-a:-

episema on the -~ _:_•::j • 
Pon·eftus with I ~· _; 

last note _,_ 
Torculus ~itft : A 
episcma otf. the 

Scandicus 

Scandicus 
with a point 

last uote ---

j m . Climacu> 

• • Climacus 
-- witlz. a point 

I 
I 

, ... -

~ 
~ " 
~ 
~ 

Standicus with G---
episema o1t the ~ 

last note . ---

• ·- f Climacw with ; ~· • 
-~1 episema. iu tlze • ,. : -JJ-..J..-i-. 

- last uc-te . -~ ~·11-. 

NOTE. -Observe the difference in the plainsong notation between the 
SaHcus and the Scand£cus. The .first note of the Sa!z'cus is separated from 
the n~xt note, which means that the z'&us is-on the second note, not on the 
first, as in the Scandz'cus . 

.Sulicus 

_.., . 
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-x. Preface. 

D. NEUMS OF MORE THA~ THREE NOTES. 

Porretlus jtexw 

~ca1Uiicus j!ex11s 

Sa licus jlexm 

Torcttlus resupinuJ 

Climocus 1·esupinw 

Sca1zdicus subbipunctis 

Epiplzomts 
or liquescent 

Podatus 

Cephalicus 
or liquescmt 

Ctivis 

·----I~K-::::---
i ~ .. ~. 
~ .. ,_-___,J:::-..1.0d-~-· ·-'~--

m ~ 
.·~··· 

~-+Jrn- ~Jt 

' ~=j:Jqj_ ,... 

E. LIQUESCENT NEUMS. 

Liquescmt 
Torculus 

A11CitS 

or liquescent 
Ciimacus 

F. PECULIARITIES. 

In our transcriptions we have made use of modern notation as far as 
possible; but·nevertheless we have tried to give them a stamp which might 
recall some of t-he peculiarities of plain·song notation 

They are as follows : 

I.. The double vt'rga. - The virga shows a note which is relatively highen. 
·~t is <?(ten doubled, and is then called bivirga. It is represented by two 
quavers united by a slur. 

1-,--
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Preface. xj. 

2. The apostroplza is never found alone and may be repeated twice -
dist-ropha, or three times - trisb·opha, or even more often. 

~ Distropha: 
~ .. '---_____ .,._ 

·>- ·:::::=-••• 
Trisf1·opha : ••••• ~ T== _U..t "' --.--
The distindion of the notes in the di.rtropha and !1·£stropha is kept as in 

plain·song, but the slurs above or beneath the notes show they must be 
slurred in practice. This at any rate is our interpretation. Possibly these 
notes were formerly distinguished by a slight impulse or stress in the voice. 
In practice we advise choirs to join the notes. The sign -< or ::::::- shows 
that according to circumstances they may be sung lightly c1·escendo or 
decrescendo. The sign adds nothing to the strength of notes over which it is 
found. Their strength, like the strength of all Gregorian notes, is determined 
by their relation to a given syllable, or by their place in the melody. 

3· 01·iscus. - This is a kind of apostropha which is found at the end of a 
group, most frequently between two to1·cztlz'. 

It has the same notation and execution as the distropha, but it must be 
sung very lightly. 

4· Pressus.- This is when two notes meet on the same pitch, which may 
occur thus : 

a) when a pu:ndum precedes the first note of a cliv£s : 

; ·~ :~ 

b) when two neums meet, the last note of the first corresponding with the 
first note of the second. 

Podalus a1zd Clivis 

.. 
i 

r·~-Clivis and Ctivis 

r:timacus and Ciivis 
~-~--
__ ·•_.L 

... '·;c.wdicJlS alld Climacus 
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x ij. .P reface. 
The two notes in juxtaposition in the Gregorian notation combine in 

practice only n)nking one, of double length, with a strong £ctus. The 
transcription of the pressus into two joined quavers equalling a crotchet has 
the advantage of retaining some likeness to the Gregorian notation. The 
point with sforzato ( A ) over the first of the two quavers shows the place 
of the ictus, making the singing quite easy. 

5· Qteilisma. - This indented note is always preceded and followed by one 
or more notes. Its value is the same as that of other notes, but it has a 
retr0spective effect : it's execution is always prepared for by a light r£tm·
da11do of the note or group which precedes it. In modern notation this is 
indicated by the Jittle line placed above such notes. vVhen a group precedes 
the quil£sma, it is the first r.ote of the group which is lengthened and 
emphasised : thus the first note of a podatus or d£v£s may be looked upon 
as doubled e. g. stth tht'01UJ Dei below : 

r· • 
et su-per et su- per 

l'il", • 
II• •• Ei_~p J' JJ=E 
~ -~ 

Sub thr6- no De- i !:)ub thr6- no De- 1 

II. 

Pa.uses, ·111 07'ae vocz's, Breathing. 
It has heen noted that, in transcribing notes and neums, all notes 

whatever their position in a group, are represented by a quaver. Therefore 
double notes in the Gregorian notation, distropha, oriscus, pressus, are the 
same as crotchets., or two joined quavers, and triple notes (tristropha) are 
like dotted crotchets, or three joined quavers. In reality, the syllabic chant 
has every note of a length and stress corresponding to the syllable to which 
it belongs: but the average value of a syllable may be reckoned as a quaver. 

Nevertheless this reckoning of notes and syllables is often modified by 
their position in the textual or musical phrase, specially at the end of passages, 
phrases, iuc£sa (*) and, all rhythmical divisions in general. These divisions 
are marked by a lengthening of the final note or notes (mora vocis as they 
'"'ere formerly called), nnd pauses proportioned to the importance o( the 
rhythmical divisions. 

A truly practical notation has tc mark plainly every inciswn, every 
phrase~ every passage or period, and to indicate with exaCtness where the 
mora vocis should come. This is very important because the rhythm largely 
depends on the attention paid to these divisions. The value of each rhyth
mical division must b.e shown by a sign specially fitted to indicate its worth. 

Here are the signs used in: this edition to indicate the morez vocis and the 
various pauses. 

The crotchet marks the 11zora vods for all the divisions, indsa, phrases, 
and passages or periods. 

(*) lucisum = a part or seClion of a phrase. 
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Preface. xiiJ. 
T.he crotchet is intended not · only to help those who are unacquainted 

with Latin, but to determine the execution of some passages, where even 
LatJ.:isls may feel ·some · hesitation. · Very often, especially in the smaller 
iu'cis.~, the mo1·a is quite undetermined : the singer may mark or ignore it 
according to his feeling, fancy or taste. In singing alone he may choose 
as he pleases. But this will be an · exceptional case, for plain-song is 
generally performed by numerous choirs; and it is therefore necessary, in 
order to secure completeness, to fix the execution to be followed by means 
of the notation. This exaCl:itndc in the notation. and its general effect 
cannot possibly injure the freedom, ease and suppleness of the Gregorian 
rhythm. The use of the crotchet is only the choice made by the choir-master 
between two possib le alternatives. · 

The crotchet then is made use of, whenever a division occurs in a passage, 
to indicate the mora vocis. 

But it must be clearly understood that the length of the mora vot"£s varies 
in proportion to the importance of the rhythmical divisions, which a'·e 
indicated as follows. 

a. - Simple mone vods, or unimportant short £ncisa, which do not, or 
scarcely, allow time for a breathing, are adequately marked by a crotchet 
at the end of such a section. 

b.- More considerable £nc:£sa, which are really sman phrases are indicated 

by a crotchet followed by a quarter of a bar =L= 
This sign is often only the mark of a rhythmical division which does not 

admit of a breathing, especially in short antiphons. 

c:. - Ph1~ases, properly so-called, composed of one or two parts, are 
---

indicated ~y half a bar ~--:1= 

Here breathing is generally necessary and the time required may be 
taken from the length of the preceding crotchet. 

d. - Passa,f'&S or Periods are closed by a full bar, H where a 

breath must be taken, or by a double bar at the end of a piece. There the 
morce vods are longer : and they are indicated by a half-rest : '1 before or 
<:~fter the bar. 

e. - The comma is only the sign of a breathing taken from the length of the 
---~-

l?receding crotchet ±-- or quaver y--
·- . -l;l 

Of course there is no attempt to mark all the breathings which may 
be taken in a passage of music : · the interpreter must be allowed, accor ~ 
ding to his powers, such freedom as does not in any way mar the melody 
or the rhythm, provided that such breathings are taken rapidly (quarter 
breaths). The study of the melody and its parts shows where these must 
be taken. 

In the same way breathings marked by commas, especially after quavers, 
are not alway$ ohligatory. 

f. - Th~ !z'ttle line above or beiow a note shows that it must be slightly 
lengthened. This 1-z"tt!e Jiiu may extend over a whole divis or podatus. 
Then both the notes in the neum will be slightly lengthened. These 
shadings give much suppleness and grace to the melody. They are not our 
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x iv. Preface. 
invention. Vve merely borrow them from the Romanian notation which is 
so supremely valuable. 

,t:· -We have abolished the double bar showing where the choir ta.kes 
up the chant after the intona tions, and at the end ofGraduals, after Alleluias, 
TraCls, etc. This double bar had th e g rave disadvantage of always causing 
a heavy and often clumsy interruption of the melody. T he close of the 
intonation and the commencement by the choi r a re henceforward ind icated 
in .the text by, a star. T he double bar is replaced by the rhythmical 
punctuation suited to the circumstan ces. Sometimes no sign is necessary, 
as the melody requires no b reak. · 

The following examples of the various pauses may be useful. 
a c b a a c 

G-------------- ------------f------------
~---~~-=--=-----t ! · r. ---3-! --==- Jt;;:--~--t----~: --1 a Jl II JL- a!a--1.;...• _ _ _::.i _ _,.,.!=t~a--=- j .-~. __ ! ..... -itl-fla-• ---::=--· Q •. r--,, •. • •• ~ • 

Agnus De· 1, * C]Ui tol- lis pecca-ta mtm· di, mt-se-
a fb a a d 

! t------,·i---.r:·-=-· I --..-- r· •••• •\ .,_.._.. _____ --------- --------
••• 

re 
, 

no- his. 

The precision of modern notation makes matters still pla iner. 
• • • f.\ • • • • • ;.). 

~)~;_! J~=~=:~1 ~~~:::;;fl~}_'9--f= ~ + - . _ ....... 
..._,/ 

A- gnus De- i, *qui t61 · lis pee- d -
. . . 

1111· se- re- re 
, 

no-

~s=r=~3~~----------
--+-·~---:::::3-~~--------------------------.... 

-' bis. 

I !I. 

Notes on the rhythmical· punctuation used 
in this edition. (*) 

Only such hints are given as are essential to the use of this t ranscrip tion. 

Since G regorian music is based, not upon time but upon rhythm, time
bars have to give way to indications purely rhyth mical. F or this purpose 
we have made use of poin ts over the score in our edition in modern notation. 

(")The question of R hyth m is fu lly dealt with in vol. VII of the P allographie Musi
cale, a quarterly review edited by Dom A. MOCQUEREAU ({}escMe and Co. , Tournai), and 
will be further treated in the .J1ethode T!tioriq11t! et Pratique de Clta11t Grtg-.,rien shortly 
to appear. 
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Preface. xv. 
The proper use of this notation requires a brief account of the true 

character of rhythm. 

The elements of rhythm. 
Several elements go to make up rhythm: stress, length, pitch, tone- and 

above all - movement. 
An analysis of the different impressions we receive on hearing a passage 

sung or spoken gives the following result. 
The voice has no sooner broken silence and struck the first syllable than 

it seems to fall and pause on the second or third. Thus it gathers impetus 
to carry it on two or three syllables further, where it touches ground anew 
in order to resume its flight, and so it goes on every two or three syllables 
till the end of the passage is reached, where it stops for a more or less 
complete rest. 

But this movement, this progression of the voice, this well-ordered 
succession of flights (tlans) and falls (1·epos) is the essence of rhythm. 
Stress, length, pitch, tone contribute in different degrees to the making up 
of rhythm, but, though necessary, these are bnt secondary elements : the 
vital element, the soul of rhythm is movement, or rather rhythm is O?'de·red 
movement, after the ancient definition. 

But it is especially the end of the movement, the rest, * or fall (repo.~·), 
which makes the rhythm appreciable. The rest felicitously checks the flow 
of words or melody at intervals, breaking i t up into incisa, and phrases · 
of various importance, thus rendering them sensible to our impressions. 

To illustrate with an English example : 

Rhythmical Period 

Rhythmical Phrase Rhythmical Phrase 

R. iucisum A R. incisum B R . .Zncismu A R. incisum C 

0 0 tr ' X z 3 4 

0 Lord, hear our prayer : and let our cry come unto Thee. 

Here are four falls or suppo1·ts, {appuis) where the voice touches g1·omzd: 
but they are not all equivalents. The first (A. r.) is quite transient and must 
not be at all dwelt upon. The second (B. 2.) is more important and easily 
allows the syllable to be lengthened : but here the fall is still provisional : 
though indeed it is not only afall, bnt a true 1·est though only a slight one. 
The third (A. 3·) is like the first. The fourth is even more important than 
the second because it ends the verse : the rest is more decided. 

It is therefore to the falls even though fleeting, and especially to the 
rests marked by a l~ngthm£ug of the syllable that we owe the distinctive 
charat'ter of the various rhythms. Lengtlt i1t tlu thesis may be consz'dered as 
marki1z.g the end of a rhythm£cal movement: amt le1zgth is proportioJZed to the 
importmtce of the rhythms. 

The ancients called the upward movement ars£s, i. e. the rise of the 
rhythm. They termed the downward movement thesis, i. e. where the flight 
falls and rests. 

*Rest, ·nat used in the ordinary sense of the cessation of sound, but in the sense of :m 
aligkt-in.fr, lodgemCJit,./ail, or sla,·kelling of the voice after the tla1t· 
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xvj. Preface. 
-------------------- - ·--··- -- - --

We shall use the expressions m·s,is and thesis to signify 1•ise and fall 
respeCtively. The exaCt point where the movement t<?uches ground is also 
called the £tltts. vVe indicate this point by an ep£sema o r little line found 
with the note 111 ,. in Gregorian notation, and by a dot over the note in 
transcriptions into modern notation. 

Application of the above notes to Plain-song. 
A. ELEMENTARY RHYTHM. W ORDS AND NEUJ\IS. 

'~' ORDS. -Every Latin word of two or more syllables, taken by itself and 
pronounced in the ordinary. way, is a dt)'t4m7 * that is to say, it consists at 
least of a 1·ise or arsis and a fiz.!l or thesZ:s. 

Merely putting two syllables together does not make a word. The word 
owes its unity to the accent which charaCterises it, to the single aCl whereby 
it is uttered, in fine, to its rhythm. In faCl:, to become a whole, each word 
in the syll_abic chan.t7 must be uttered with a single impetus, performed with 
a single movement. . 

This movement is divided into two parts or beats; the part which rises, 
called ars£s or impetus (elatz) ; the part which falls, called thes£s or 1·est 
(re)Oos) . · 

The accent in a Latin word is always in the rising or arsic portion of the 
movement. It is just the acce·nt which gives this portion its charaCteristic 
impetus, for it is itself the culminating point of the impetus: but its place in 
the arsis is determined by its place in the _word. 

(!) ' x . a . 
Example i' 

De- us, eleme1~tary b£1zary rh;1t h m. 

A rhythm consisting of one arsis and one thes£s is elementary. 

Elementary analysis of a succession of binary rhythms. 

G) ""\ (!) " ~~ 1 2 J a J 2 . . . 
1' )'-. J' )' f f ,; 
A - ve ma- ris stel- b. 

Place assigned to lm.gth and the part it plays in Rhythm. - In 
words, as in rhythms, length inclines towards the last distinct syllable of 
a word (the rule of the mora vocis). If then some breadth is given to this 
mora vocis we get a simple ternary rhythm. 

A -ve ma- ris stel· la. 

* Rhytlem : we use this word in a concrete sense to signify a rltythmicaltmit, either 
!letiUJ~tary or comjotmd. 
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Preface. xvij. 

In natural rhythm, length belongs so essentially to the tlzesis, ·that it is 
impossible to give it only one beat. In fact the following rhythm is lame 
and must Le banished from plain-song, which requires a smooth and natural 
flow. This is shown by singing. 

<i) ' <!) "" <i)~ I ·Z 3 I •Z 3 1 -Z 3 . . . 
1Vrongly t ~ I }' J f • fl • 

A- ve ma- ris stel- la. 

This produces a syncopation in the music, causing a jerkiness which is 
antagonistic to the even flow of plain-song melody. The syncopation consists 
in the fitful fusion of the second beat of the thesis with the following beat of 
the arsis. Below we indicate this by an asterisk. 

~~ (!) "' ($"'" ' 
I 2-J I 2:·3 I a . . . 

Right d~ J f J t J 
A- ' ve ma- ris stel- la. 

<!) ' <!) ' <!) ' :I·Z 3 X·Z 3 I·Z 3 . . 
J. t" J f J I 

fi ; 'JIV:rongly 

* * A- verna~ ris .~tel- I a. 

NoTE. - Trlte syncopation has in itself nothing to do with stress .: it is 
purely a matter of rhyth::n, and interrupts its even flow though sometimes 
quite legitimate in modern music. 

Cannot then more than one beat be given to the ars£s? Yes : it may be 
found as follows : 

a) made up of a ~·ompomzd 
binary beat : 

<!) ' :I z 3 . 
I 

tJ 

<!) ' I Z 3 4 . 
b) or a compound ternary beat: J J J J 
Example : .Dact;y.ic trisyllables. 

:::----
r; ' G) 

I z 

G f-1 .tJ • 
D6-mi.nus Do- mi-

' 3 . 
I or 

li 

nus 

The arsis consists vf two syllables, and is bin.a1-y. 

<!) " I z 3 

~ Ej _ _i 
Do-mi· nus 



ccw
atersh

ed
.o

rg
/ca

m
p

io
n

 —
 B

ran
d

 N
ew

 E
x

trao
rd

in
ary

 F
o

rm
 M

issal &
 H

y
m

n
al w

ith
 1

0
0

+
 F

u
ll C

o
lo

r P
h

o
to

s o
f th

e M
ass

xviij . Preface. 

So it is if a monosyllable is added to a spontlaic word : 

::::=-- == :::--
~ <!)--"""' <!)~ 

t z 3 X z 3 

I 
. tt' . ~~~ J __ • or =·~- --~~~-

De- us es De- us es De- liS es 

The thesis tts disappears. being carried on to the final monosyllable : the 
two words are pronounced with one aCtion as if they were one. 

In plain-song the suppression of a final thesis occurs pretty often in the 
course of a passage, when words are closely linked together, . when they are 
nearly bound to each other by their meaning, or swept along in the movement 
of the melody. 

The same phenomenon occurs if we add a monosyllable to a dacrylic 
word. In this case we have a ternary arsis. 

:::::: :::: == (j) ' 
<!)- (j) ' I z 3 4 I z 3 4 

G-- ~- ~; 
. 

~ I c-t )-J_ ! ____ 

J or 

Dominus es D6-mi- nus es. D6-mi- nus es. 

In a succession of such rhythms as these, the thesis should ahvays comprise 
two or three unities. 

:::: == = (j) ' 6""--""' ~ ' J z 3 J 2 3 l a 3 . . . . . 
n I I D I J f ~" I r 

~ ti 

D6 ·mi- nus De- us Sa-ba- oth. 

For the same reason as the one given above, the following rhythm is 
inadmissable in plain-song : it produces a syncopation. 

* . . . . 
J' J' I )' J J' I J 

Sal- ve rna- ter De- 1. 

NOTE. - What has been said above shows there are two ways of dealing 
with words : they either are rhythms or they become compound beats. 
T he context of the passage of music rnust determine which. . 
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P reface. x ix. 
They are tre~ted as t·hythms when thei r last syllable coincides with the 

thesz's : they are not so treated when their dactylic or spondaic ending is 
included in a compozmd beat. 

N eu ~l!). - N emns in elementary rhythm are treated in exaetly the same 
way as words. They can be treated as 1·hythms or as making a compomz.cl beat. 

Neul'!lS treated as rhythms : 

~ (f)~ c;;--.., J: 2 I 2 12 3 4 

I . 
~ II ~1. I~ 

~·· ••• • • I . I ~=-%$4flt~~=E 
N eums not treated as rhythms : 

~ (i) ' 
~ ~ I 2 3 I 2 3 4 

~-·--··[[ ~=1Fi9 ~~ ~--=Jf-=v--•--
De~ us me~ us. De~ us us. 

In these latter examples the divis (ta1a} and the torcultts (sol-la-sol} Jose 
their thesis which is carried on to the next sylJable. 

Length then specially belongs to the thesis both in words and neums. Is 
it the same in the case of stress? 

Place assigned to st?'ess and the part it plays in Rhythm. -

Rhythm cannot do without stress and softness of sounds : but nothing in 
the essential constitution of rhythm obliges stress to be confined to one 
special place. In other words stress may be found indifferently either 
in the m·sis or the thesis. 

A painter may make a given curve A B C. 

A c 
thicker at A (the begz'nning) B (the m£ddle) or C (the end) 

== X == st?·onJ[ ending 

== Y = weak end£n.g 

B 
A c 

=- Z == weak beginwittg atz.d e1td£1r.g. 
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0 xx. Pretface. 

So a musician is free to place the stress wherever he pleases m his 
chytbmicalline. 

---
G) ' 
1 z 3 . . 

He may put the stress at the end n j J and then he has a sl1·on,f 
thesis = X. 

. 
He may place it at the beginning n 

thesis. = Y. 
-< :::::=-
G) ' 

I Z 3 . . 

. 
J and then he has a 1.vea/.: 

Or he may put it in the middle n I J and then be will again have a 
·weak thesis, but the centre will be c1·escendo. = Z. 

These three rhythms are of the same value. Stress alone differentiates 
them and entirely changes their charaCter. . 

There ar~ then two kinds of ~hythms so far as stress is concerned. 

a) the rhythm with the strong thes£s (X), where the fall or rest is stronger 
than the rise or flight. 

b) the rhythm with the weak thes£s (Y and Z), where the fall or rest 
is weaker than the rise or flight. Z is only another for1h of Y. 

The place of the stress is determined by extrinsic or accidental circum· 
stances, the wish of the artist, composer or poet, the genius of the language, 
the accent or the word, the air, etc. The composer may use one of these 
rhythms exclusively or blend them together. This is what we find in every 
page of our classical music, ancient polyphony and plain-song. 

a) Example of feet with a strong thesis (X), £n F1·ttu:h : 

--
A A A A <!)0 ___ ?5 0 o---~ , , , , , 

Oui, je viens dans son temple adorer l'Eternel. 

in English: 

---=====--::: ::::: :: :::::::: -=:::: 
A A A A A 

(!) 0 0 0 0 ' 
0 

/ I / / I 
By the pain-throb, triumphantly winning intensified bliss. 
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Preface. xxj. 

b) Examples of rl1ythms with a weak thesis, i1t Latin. 

::::= =====- ::::-

~ 
(!) "' (!) 

""' 
G) " Spondaic or dactylic words 

. . . 
)' : ,. l' j\ f accented at the beginning (Y). 

( tl 

A- vema· ris stel- la. 

:: 
(!) 

""' . . 
fl' J 

D6- mi- nus 

In these last examples the accent is at the beginning of the word and 
rhytlm1ical movement, and the stress is at its highest intensity from the initial 
utterance of the first syllable : it aften\·ards grows weaker until the thesis 
touches ground. 

vVords unaccemed 
at the beginning (Z.) 

-=::::::::=--
G) " l z 3 

;~!t±dEJ-Mi 
Red- C:mptor. Cru- ci- fi- xus. 

In this case the impulse of the arsis and of the rhythm commences at the 
beginning of the word and reaches its climax on the accented syllable, then 
it dies away on the last syllable. Thus the accent is incorporated with the 
arsz's, but - and this shows its importance - it gives the latter all its 
strength and character, and is at the same time its climax in music, rhythm 
and intensity. It is, as has been often s~tid, the soul of the word. 

Various circumstances- either in the music or the rhythm or simply in 
the text - modify the maling of rhythm. e. g • 

... Red· emptor. Cru- ci- fi- xus est. 

But we cannot here enter into these details: practically the singer and 
s.ccompanist have only to look at the pointing. 

\Vith this last example we come to dactylic endings and long words, that 
lS to say, to compound rhythm. 
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B. COMPOUND RHYTHM. 

Rhythm is compound when it consists of more than one arsis and thesis, in other words of more than two simple or 
compound beats. 

It is made up of several linked simple rhythms, and may be divided into inL·isa, phrases, and periods. e. g. 

Rhythmical Period 

~--------·-----·------------------------------------------------------------------------·---------------------~ 
Rhythmical Phrase Rhythmical Phrase 

~-----------------------------------------------------~ .~--------------------.... -----------------------· 
Rhythmical I11cismu Rhythmical lncisum Rhythmical lncisum Rhythmical Incisum -----.... ,..--.-----~ 

A B B C A B C AB B B B B C 
r;;- 0 ~ "'\ G) (5" "'\ <!)~ ~ 0 ~ ~ 

Can- t<i- te Do- m1 - no 
, 

can- ti- cum no- vum, laus e- JUS ab ex- tre- m1s ter- rre. 

~=-~-"==:!::_ ~---- ---~-·• • • ·r·--·-------- ~ : •• • • . !__ q---------~ II-• __ !!!_ .•. ---II 
. . c; l5 0 "'\ G) ~ " . Gi 0 tr 0 ~ . t5~ 

~---~j ::1'1~ _ .. ~ - ~~:_-,.=! >- ~- ··s- $ --~ -i I ~~~;;{ >- s·~- ~=~-d=-'1 j_ j_?E ~ h ~~"---~ h .. __ cr-~ _ _ h __ _ __ . -~----· . :=Jf= - -- . ill"' __ ,_ .. __ •.. --·V . ~ ~ 

>< 
X -· (.,..,, 

• 

1j ..., 
(I) 

-~ ~ 
(') 
(t) 
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P reface. xxiij. 

The linking occurs in two ways : 

I.- By the simplejunctio1t of two or more simple rhythms; each keeping 
its own arsz's and thes-is. · 

compoul'1d rhythm compound rhythm 

c;- ~ c; ~ 
Ist rhythm 
(£""~ 

2nd rhythm 

~~ 

1st rhythm 2nd rhythm 
(!) '\ <!)~ 

~ .. ~. -----=--.... --.~-- b ·~· 
A- gnus De- 1. A- gnns De· 1. 

This junCtion tnkes place without breaking up the unity of the simple 
rhythms as is shown by the above bracket. 

2 . - By coJZ.traction. ContraCted rhythm is compound rhythm, in 
which the a ntral po£nt wlure the movement touches ground, is at the same 
time the thesis of the first rhythm and the arsis of the following one. e. g. 

-=:::::::: ::::-=--
(!) ' A B C 

, (!) 0 "'\ 

~-i1 j ;;i_ 
.Mul- ti- tu- di- nem. 

The arst's here consists of four syllables, or two compound binary beats, 
and is called compound. The first part multi, being weaker, is.a secondary 
arsz"s; and leads on to the stronger arsis tt'td£, which has the accent. 

This is where we find the contraCtion. The central point H so far as the 
rise multi is concerned takes the place of the fall of the thes£s; but with 
reference to what follows, it is the starting-point of a new flight enJing in 
the final thesis. 

The same occurs in the above antiphon Cantate wherever the movement 
touches ground in the middle of its i-Juisa. They are indicated by n B. 

Successive binary rhythms 

c; 

)' 
A· 

'\ (!)--....... . . 
~ J' t t • 

ris stel-ve ma- la .. 
should be linked together by contraction, and should in faet be sung"thns: 

G) 2:5 t5 ""'\ . . . . 
~ J' /" ,;.,..., t ~~ J - • 

A- ve I mo.· ns stel- !a. 
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·xxiv. Preface. 

Here are other examples of contraCted rhythms : 

==:::: ::::=-- ---=::::: =-
~----B-;;;......;;._""\ G) B """\ 

~:;~~~~~ ~-=-·-7 ,; • ~Fi=-J~ .. ~--.J~ -=3t: 
(a) Consumma~ b1mtur. (b) Consumma- bun- tur. 

B B 
~----.:::(:5 (5--" 
~M t'_;~~ ; 
~::::i=~ ----.~~-.;-,;-

(c) ... Con- summa- b{m- tur. 

The pointing may vary in all these different ways: seleCl:ion must depend 
on the context of the melody or rhythm : for though Latin words have their 
own melody and rhythm·, frequently retained in the middle of. passages, yet 
they have often to give way to the more powerful movement of the passage 
itself. 

. 
The thesis may comprise several compound beats : it is then called the 

lengthened thesis. 

B B 
~~ . :::::--- . . . . . 

=$-1' M m=: 
-l~ - -· .... -·-.--- ",.;--

........._ 

tu- am. Do· mi- nus. 

We shall not carry the explanation of Gregorian rhythm and pointing 
further. What we have said is enough to lead on to the teaching which 
follows and show its importance. 

"When in reading. and also in syllabic chant all the syllables of the same 
word are swept in by the movement, then the latter must be so controlled 
as to end by fa11ing softly on the last syllable." (Dom. J. Pothie1;.) In the 
course of such a movement stress is laid irregularly on the various syllables 
and rhythmical supports : some are, strong others weak, others very weak: 
all depends on the syllable which corresponds to them and on the place 
they filJ in the groups of notes. It would be a serious mistake to give 
them the strength of the first beat in a bar of modern music. 

The preceding explanations are designed to prevent an error of this kind. I 
' 




