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Translator's Note.

N

[f any excuse for its translation after so long a period were necessary,

ArLy half 2 century has elapsed since this treatise was written.

it would be that since its completion has appeared no better work upon
the subject, in point of simplicity and clearness of expression, and faith-

fulness to the principles of ecclesiastical music instinctively recognized

by musicians of the highest authority, and most sensitive appreciation of
the element of individuality in music.

At the time which marked the appearance of this work there was a
crying need of reform in France in the prevailing methods of plainsong
'.u‘.cmnpunimunl. Today, in England and America the need of sucha
work as that here presented is hardly less impers

ive. The recent
decree prescribing the restoration of plainsong in many portions of the
Roman ritual in which its use has gradually been superseded by the
introduction of modern polyphony, together with the increasing use of at
least the Gregorian Tones for the Psalms and Canticles in many Anglican
parishes, have been emphasized by a singular lack of published works
from which may be obtained a thorough knowledge of plainsong, through
a simple and yet sound exposition of its elementary Structure and rational,
artistic treatment.

English readers who are familiar with the various melodies quoted
throughout the work, including those in the appendix, undoubtedly will
find an appreciable number of slight variations from the form of the
melodies and Tones, and arrangement of syllables and accents to which
they are accustomed. In this connection it must be remembered that
the liturgical books commonly used in France, not only at the time
this treatise was written, and at the later date at which the appendix was
prepared, but even at the present day present sensible differences of
version from those generally adopted in' other countries.

But since the
melodies are here provided solely for the purpose of furnishing examples
in harmonization in general, the question of faithfulness to tradition,

ever difficult of establishment even by the highest authority, need scarcely
concern: us.




iv Translator’s Note.

To the authors’ chapter on the Gregorian Tones have been added
some remarks upon their treatment in the Anglican church. 1In all other
respects, whatever in this work is laid down for the Roman offices is equally
applicable to the Anglican ; since the book treats of plainsong accom-
paniment, and not of ritual.
The translator has taken the liberty of omitting certain examples
given by M. Niedermeyer, in view of the fact that their place is amply
filled by the illustrations contained in the appendix.
WALLACE GOODRICH,

MANCHESTER, MASS,,

August 22, Igog.

o Interlibrary Loan wepaiuns:
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Preface.

Ty conception of this work is not my own.

Those who have read my Dictionnaire de plain-chant are well aware
of the opinions I have held for a long time regarding harmony as ap-
plied to Gregorian music.

I have maintained that plainsong is essentially a melodic system ;
that harmony, being the product of elements which are foreign to plain-
song and were introduced only after many centuries, cannot be asso-
ciated with a species of melody for which it was never intended ; con-
sequently, that to apply harmony to plainsong refroactively is not only to
couple two dissimilar elements, but to destroy one by the other; since the
musical system from which the one is derived differs absolutely from that
upon which the other is founded, neither possessing the same origin, nor
being destined for the same purpose, I have admitted as a single excep-
tion a few faux-bourdons adopted by the Church for use on certain feasts.

As will be obvious, I have no desire to modify these opinions, which
are expressed at length in repeated instances in my dictionary, notably
in the articles under Melody and Harmony. I refer the reader to them
as unreservedly as I proclaimed them at that time ; moreover, I still
maintain them in a sense which will be explained later, and 1 affirm that
in view of contemporary examples, my objection to the harmonization or
accompaniment of plainsong holds good to-day in all its force,

I have always avoided placing in the same category those who, out of
respect for the seriousness of ecclesiastical melody, are content to re-
strict their harmonizations and accompaniments to the use of a few simple
and consonant chords, with those who do not hesitate to profane the
sacred melodies by the employment of dissonances and of every device of
secular art.  And yet the one class is no less completely engulfed in the
waters of modern tonality than the other, the former by the exclusively

consonant system, the latter by the combination of consonances and dis-
sonances. I am still compelled to repudiate all harmony, for if these lat-
ter openly violate the laws of rona/ity, the former at least destroy the modal-
ity, because their system renders it impossible to distinguish the modes
v
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one from the other. And I hold that all these methods were condemned
in advance by the bull of Pope John XXII entitled Docla Sanctorum; and
that there is none of them which is not included in the general disap-
proval expressed in these words: Adko wt interdum Anfiphonaris et Grady-
adis fundamenta despeciant, gnorent super guo acdificant, fonos nesciant, guos
non discernunt, tmo confundunt. (Extravag. commun. Lib, JIT)  “Tt may
be said that [certain disciples of the new school] make light of the fun-

.- -y o -y . o ad .

damental principles of the Antiphonary and Gradual, that they ignore

the foundation upon which they are based, that they neither recognize
‘he modes, nor are able to distinguish them one from the other, rather
confounding them with each other. "

Enough of the present.

As to the past, I was first confronted by the great Roman polyphonic
<chool of the sixteenth century, in the center of whose constellation
shone Palestrina, surrounded by his brilliant satellites Orlando di Lasso,
Claudio Merulo, N
Gabrielis, ete. I am told that in Palestrina must one seek the secret of

ni, the two Animuccias, the two Anerios, the two

the harmony proper to plainsong, since the compositions of this school are
written in the ecclesiastical modes. But to write i the ecclesiastical
¢ to them. The truth is that in
most cases the masters whom we have mentioned chose one or more

ely to write accord

modes is not precis

plainsong melodies which they developed in a manner fancy-free, and
the choice of this or that subject implied no obligation to confine
themselves to the limits of the maode to which the melodies belonged.
Without referring to a certain number of dissonances which may be
s (although but rarely, it is true), it may be said that
merous alte

found in their w

throush the ations in the tonality their compositions pre-

t a new tonality

on the eve of its birth. A sense of the major or

minor made is alme

t constant, with the effect of modern cadences in
the terminations of the various periods: here were new elements whose

did not e

wst, for it is not given even to genius
to discern all that may be contained in the germ which it has produced.
But the possibilities have been developed by the successors of the great
man to whom must be traced back the birth of dissonant harmony. I.ln]\'
to a certain extent are the compositions of this school of a C-||:1r:|clu'r
fm:llngr:u-: to that of plainsong, and they are far removed from the latter
1[| |u'rirl1t of tonality, For my own part, it is difficult to conceive the rela-
tionship between a harmonic em so scholarly and so rich, of so marvel-
lous a fabric, and one sufficiently simple and serious to befit the traditional
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Gregorian melodies, and which wr;.ulcl contribute pr?panionamly toward
setting in relief the distinctive physiognomy of the various modes, through
elements of the same nature as the melody.

The same is true of the systems of harmony and plainsong accompani-
ious to the sixteenth century, which confronted me in the second
ight to light from the dust of libraries, which are pa-
certain air of triumph which would be comprehensible
were an a “hazological discovery 1o be heralded, but which 1 cannot under-
\d if the solution of a musical problem is in question. We will pass
¢ in silence the essential elements upon which depend the distinction
that is to say, their respective scales and the
mi-tones and by the final and the

the introduction of new

ment prev
place; systems brou
raded before us with a

star
ove
between the eight modes:
positions occupied in each scale by the se
dominant; at least we will speak of these thir
in order to take no account of them when it comes to an applica-

But these old pedagogues submit
able way to the prescriptions of a

1gs only in a purely speculative
manner,
tion of their pretended harmonic rules.
the ecclesiastical modes in an indefin
system which 1s uncertain, variable, uncouth in construction, regarding
much less the proprieties of eccle: al melody than the equivocal
I ask for a system of plainsong har-

promptings of an ill-trained ear.
mony founded upon the ancient tonality; I receive the shapeless rudi-
|nuni.~s of modern methods. In truth, archmology is a fine thing, but
here, possibly, we have to do with musical art!

In the face of such anarchy, of such total lack of foundation, of object,
principles, procedure and unity, tossed about between empiricism and
absolutism, whether I interrogate history or contemporary facts, ancient
chefs-d'ocuvre or modern products, the pretended theorists of the past or
the pretended reformers of the present, it will readily be understood why
1 have taken refuge in my inner being, and, strengthened by my personal
convictions, have finally come to this conclusion: Plainsong is unhar-
monic! plainsong is essentially melodic!

But while thus speaking I have had before my eyes one terrible, fatal,
inexorable fact, against which it is impossible to contend : all the churches
have adopted harmonized, accompanied plainsong in consequence of the
installation of a choir-organ?® in their edifices. The signal once given,
the enthusiasm has been general. What dam can stem the torrent which

1[# In the larger churches in Paris (and in that city the greatest attention is given
to the production and cultivation of Plainsong) are usually found two organs; the
larger one located in a gallery, or seibune, at the west end of the churchs the smaller
one with the cheit (invariably of men and boys), sometimes placed behind the altar,
between it and the ambulatory.  This smaller instrument, often augmented by one or
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for which musicians, organists, the faithful and even (e

vided a channel ?
rongly reproach the clergy, and let us respect the

preoccupations (in_crea.sed in every ce':‘t::rgg r::ll;:h :11:3 3::' ga}' prevent them
from giving the tme and the‘attenno e ¥ : B0 the study of
ecclesiastical music. In'the mll:.lst of the dou t‘an uncertainty produceq
by this chaos of opinions, theories and contradictory systems, a veritable
musical Babel, the clergy have not ku.ow_n to whom l_o l1fsten; and always
too confiding (it is their fault even as 1t 1s oné c.)E their virtues), they haye
yielded to the first organist, precentor Or ChOLI‘master' who has assured
them: #I have discovered the religious art of the nineteenth century |

1 have found the harmony proper to the needs of the hour; establish m
system ! »__and tired of the struggle, the clergy have accepted the system,
well or badly constituted. The pressure has been overwhelming ; I knoy
not what argot of apocryphal knowledge has found its way into the sacris.
ties. . Upon every occasion they are the scene of dissertations upon con-
sonant harmony, dissonant harmony, the leading tone, the chord of the
dominant seventh, of the diminished seventh, etc. There is no cleric ever
so little informed who does not discourse with assumed authority against
the so-called extremists, ingeniously observing that chords have nothing oF
the heretical in themselves; that no songs of the cabarels and byways can
be so vulgar or so brazen that they cannot be regenerated and purified
by their association with sacred texts; while as to the tritone, the dizdofus
in musica, which is such a bug-bear to some, did not the Council express
the opinion that so long as the devil remained within the confines of

the musical domain, he would not be particularly formidable?

To find their way through the midst of these discussions and idle gos-
sipings of a new variety, the clergy had much to do. In the meantime,
with the advent of harmony, modern music installed itself at the lectern.
The opera, too closely confined in the theatres, made its way into the sanc-
tuary. Of Rossini and Meyerbeer, what shall I say? St. Gregory was
dethroned by Musard.

At such a time I undertook the long and laborious task of writing my
Dictionnaire de plain-chant. In the face of the interminable nomenclature
of my articles on the one hand, and this inundation of secular music on

engu]fs all. a.tld

clergy have pro
But we must not 00 st

two double-basses, serves only to accompany the choir, while the larger organ, called
the grami-orgue, 18 treated only as a solo instrument, either anl'lphrmaily with the -i:hoir
a.l‘ltl‘lhe small organ, as in the Ayrie, o1 in solo selections, often improvisations of great
merit, as at the Offertory.”" —( jokann Sebastian Bach, the Organist, translated from
the French of A. Pirro by Wallace Goodrich. N. Y., G. Schirmer, 1goz, p. xvii.) Tr.]
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Preface. X

the other, I felt as though I were drawing up an obituary. Thus in the
preface of this voluminous work I could not repress the cry: “ Plainsong
is dying! Eoclesiastical tonality is dead 1”  Which meant: The theatri-
cal taste which dominates us has driven the meaning and the spirit of
plainsong from our intelligence and from our hearts as have worldly
sounds from our ears A cry of pain, a cry of anguish, but also a cry of
larm, for T wished to awaken from their lethargy the faithful, the people
of taste, the clergy. Nevertheless, while on the one hand I declared
plainsong to be dead, on the other I strove to save it. Did contra-
diction lie therein? 1 was told, yes. Then at the same time that T
wrote: ©Plainsong is dead ™ I should have struck out with one move-
ment of the pen all the rest of my work! If my statement was contra-
dictory I was conscious of it: asa physician having declared his patient
beyond hope of recovery spares ho effort and ceases his exertions only
when no spark of life remains.
Whatever may have been my repugnance o admit any system of har-
mony ot accompaniment whatever as applied to plainsong, I must admit
that between the method which least endangers the maintenance of
Gregorian tonality and the complete overflow of secular art into the
Church, there could be no hesitation ; without thought of inviting danger,
at least sacred art must be sustained against declivity, in a word time
must be taken by the forelock. In this serious question of the accompa-
niment of plainsong I thought it best to reproduce an article already pub-
lished in Danjou's * Revue de Musigue Religiewse ;” and that 1 might not
be accused of confining myself to a single authority in a matter of such
importance, I requested of a distinguished theorist a still more extended
essay upon the same subject ; while relieving myself of personal responsi-
bility, I was thus able to enrich my Dictionary by the contributions of two
competent writers; 1 was perhaps justified in not sharing their opinions, .
since they did not even agree with each otherl
Those who will amuse themselves by discovering contradictions in what
I have written regarding plainsong will indeed find me an easy mark ; for
having declared plainsong to be unharmonic, 1 have accepted a share as
collaborator, and consequently of responsibility in the present treatise.
‘This conviction that «plainsong is unharmonic™ T still main b
with one reservation. My declaration holds good as far as me
ity is concerned, since between the elements of the ee
and those of modern music there exists a radical difference,
demonstrated on every page. But plainsong may ‘be hi
own tonality, In other words, ecclesiastical tonality
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powers that one can derive from it a hsu:mony sut generis, of its own king
at the same time that harmony which 15 the product of a system Cons
structed upon different foundations1s rcpu!:hatecl by‘ it. I had never made
this distinction in the principle, and I will say \\_rnhout any sacrifice of
pride that undoubtedly I never should have made it.  But I testify with 5
sensible feeling of gratiﬁcation that I owe to my esteemed collaborator
and friend the honor of a conversion which made clear to me g RN
which I had but partially discerned, M. Niedermeyer convinced me that
not only is plainsong capable of being accompanied by beautiful harmony
but further that this harmony is only the natural development of the melgdié
Jaws of plainsong itself. Then I recognized the fruitfulness of the system
of ecclesiastical modes, by virtue of which, far from being cut off from the
advantages of the modern system, it may and should produce as well as
this latter its own theory of harmony.
M. Niedermeyer forced this conviction upon me by the simple exposi-
sion of two fundamental rules :

1. The necessity of employing exclusively the notes of the scale in ac-
companying plainsong.

2. The necessity of assigning to the chords of the final and of the domi-
nant in each mode, functions analogous to those exercised by these
essential notes in the melody.

The first of these rules furnishes the laws of general fonality in plain-
song; the second those of modality, whereby the various modes may be
distinguished one from the other.

The assertion of these two rules was for me a gleam of light; instantly
the foundations of the Gregorian harmonic system were revealed, 1 saw
without effort that since proper harmony in every tonality is but the pro-

duct of four simultaneous melodies (the three accompanying voices or mel-
odies added to the principal one), far from rendering uncertain the
re:;r;gnition of the mode, on the contrary would do their share toward
bringing it into a clearer light; since each of these melodies in turn is
governed by the same laws.

'In my opinion, such a theory could hardly have been evolved in any
earlier epoch; it is the fruit of the slow and profound labor of analysis
and actual comparison to which the two tonalities, the ancient and the
modern, have been subjected, and from among whose folds and creases
have been unveiled and laid bare, so to speak, the constituent elements
of the two systems, 1 realize what my title of collaborator imposes upon
me, and that it is forbidden to me at this time to praise him whose name

Preface. X1

is associated with my own ; but T can not prevent facts speaking for them-

selyes. May I be permitted to add that the foundations of such a theory

could have been laid only by a man at once 2 great musician, a great

harmonist, a great authority upon plainsong, equally versed in knowledge

of the various schools of harmony, especially of the modern school and of

that of the sixteenth century, Only such an one could unravel with clear-
ness and rationally discern what are the elements of one tonality and what
are those of another; elements varied, unlike, antipathetic in nature;
which, unlighted by the torch of musical science, clash and contradict one
another in the gloomy brains of certain theorists and musical archzologists
to such a point that these scholars, otherwise s0 estimable, must confine
themselves to pointing out in the same book, in the same chapter, on the
same page the why and wherefore, the black and the white, all with an
ease which cannot be too much admired.

Since, as has been said, the rules of Gregorian harmony flow rationally
from the purely melodic laws of plainsong, the plan which we had to fol-
Jlow was one of extreme simplicity.

In the Introduction we have stated as precisely and as succinctly as
possible the melodic laws upon which plainsong is constructed, as they
have been taught by the most esteemed theorists: Guido d’Arezzo, Odon
de Cluny, Dom Jumilhac, Lebeuf, Poisson. We have explained the
theory of the eight modes, of the connection of each authentic mode and
of its derivative, the plagal, by reason of the identity of their final; of
the difference between the modes caused by the diversity of their scales,
by the position of the semi-tones, by the finals and dominants, etc. We
believe that everything has been included in the Introduction which is
essential to the further study of the subject in hand.

The general rules of Gregorian harmony follow, some relating to
the subject of fonality, others to modality ; after which we have provided
successive examples of the application of these general rules to the
eight modes, reserving for two digressions (one interposed after the
first four, the other after the last four modes) the discussion of some
difficulties which can be solved only by the aid of special consideration,
to a certain extent, and which cannot easily be disposed of by didactic
Jormule.

The rules to be followed in the transposition and reduction of m
naturally fall into place after the rules for the modes themselves, and
have concluded with one of the most interesting portions of th
Office, the accompaniment of the Psalms, numerous examples
are furnished. '
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Gecular art has its theatres, its concerts, its salons, its OPen-air fee
that is enough! We demand 1'.or church music no other Place €5ti-
the church; but W& insist that its reign there shall be sov ereign thth.'a.‘n
shall cease to be subject to the laws of a strange art, and shal| On‘ce at jt
be accorded its rightful authority. The emancipation of the one \.']r]nofe
in the development of the other, for as history attests, as long as re\l'l - aid
art was free possessar of the sacred edifice, it stretched out its bep 121ous
hand over secular art and guided it in its progress and governed i‘iv'c}le-nt
ons, We demand that everything which will contribyte t111 its
is religious art, — voices, the choir-organ as well 0 the
all again be directed toward their true destimt.as the
Is wearied of the tumult of this world may find r‘ 10n, tg

E[uge at

and forgetful of worldly distractions, there enj
0}' a

vals;

transformati
splendor of th
grand-orgue sh
the end that sou
the foot of the altar,

few moments of rest and peace.
J. DORTIGUR

Parts, December 20, 1856
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Gregorian Accompaniment.

INTRODUCTION.

usical, that he can read music at sight,
and has some knowledge of harmony.
are the natural expression of
tant that the following

We assume that the reader ism
can play the organ or the pianoforte,

As the rules of plainsong accompaniment
{he laws of ecclesiastical tonality, it is most impor
shall be thoroughly understood :

CTION OF THE ECCLESIASTICAL SYSTEM.

1. FOUNDATION AND CONSTRU

rst order of musical practice adapted to the Christian religion
was formulated by St. Ambrose, who was Archbishop of Milan during the
years from 374 t0 397. "This system was based upon four series of tones,
each made up of eight notes in diatonic succession, which corresponded
to the four of the Greek modes most commonly used. And as in point
of character and expression, and, so t0 speak, of physiognomy, each mode
differed from the others according to its constitution, the Greeks distin-
guished them by names in accordance with these characteristics; hence
the designations Dorian, Phrygian, etc, Thus the four modes chosen by

St, Ambrose were these:

The fi

K e} et
Dorian: de¢ f g a b ¢ d
5 F e s~
Phrygian: ¢ f g a b ¢ @ &

)

Lydian : fegabcd c’}.

—

Mixolydian : gabcd c."} Z.
Tt will be noticed in this little table:

r. That the starting-point of the second, third, and fourth series re-
spectively is one degree higher than that of the series preceding; the low-
est note of the first being 4, of the second ¢, of the third £, and of the
2. That in each of these four series, whatever may be its start-
the two half-tones are invariably found between e and f and

1

fourth g
ing-point,



IPrct‘ace.

X

1 derive from it a harmony swui generis, of its own king
harmony which is the product of a system coni
structed upon different foundations is repu.diated by. it. I had never made
this distinction in the principles and 1 will say “_’Ithout any sacrifice of
ride that undoubtedly I never should have made it. But I testify with g
sensible feeling of gmtiﬁcation :h:u.I owe to my esteemed collaborator
and friend the honor of a conversion wh1c.h made clear to me a truth
which I had but partially discerned. M. Nteder‘meyer convinced me that
not only is plainsong capable of being accompanied by beautiful harmony,
but farther that this harmony is only the natural devel‘opment of the meladic
Jaws of plainsong itself. Then I recognized tl}e fruitfulness of the system
of ecclesiastical modes, by virtue of which, far from being cut off from the
advantages of the modern system, it may and should produce as well as
this Iatter its own theory of harmony.

M, Niedermeyer forced this conviction upon me by the simple exposi-
tion of two fundamental rules:

powers that one ¢
at the same time that

1. The necessity of employing exclusively the notes of the scale in ac-
companying plainsong.

2. The necessity of assigning to the chords of the final and of the domi-
nant in each mode, functions analogous to those exercised by these
essential notes in the melody-

The first of these rules furnishes the laws of general Zonality in plain-
song ; the second those of madality, whereby the various modes may be
Li:'.-;ting"uished one from the other.

"The assertion of these twWo rules was for me a gleam of light; instantly
the foundations of the Gregorian harmonic system were revealed. I saw
without effort that since proper harmony in every tonality is but the pro-

duct of four simultaneous melodies (the three accompanying voices or mel-
odies added to the principal one), far from rendering uncertain the
recognition of the mode. on the contrary would do their share toward
bringing it into a clearer light; since each of these melodies in turn is
governed by the same laws.

In my opinion, such a theory could hardly have been evolved in any
earlier epoch ; it is the fruit of the slow and profound labor of analysis
and actual comparison to which the two tonalities, the ancient and the
modern, have been subjected, and from among whose folds and creases
have been unveiled and laid bare. so to speak, the constituent elements

of the two systems, I realize what my title of collaborator imposes upon

me, and that it is forbidden to me at this time to praise him whose name
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is associated with my own ; but I can not prevent facts speaking for them-

selves. May I be permitted to add that the foundations of such a theory

could have been laid only by 2 man at once a great musician, a great

harmonist, a great authority upon plainsong, equally versed in knowledge

of the various schools of harmony, especially of the modern school and of

that of the cixteenth century, Only such an one could unravel with clear-
ness and rationally discern what are the elements of one tonality and what
are those of another; elements varied, unlike, antipathetic in nature;
which, unlighted by the torch of musical science, clash and contradict one
another in the gloomy brains of certain theorists and musical archeologists
to such a point that these scholars, otherwise so estimable, must confine
themselves to pointing out in the same book, in the same chapter, on the
same page the why and wherefore, the black and the white, all with an
ease which cannot be too much admired.

Since, as has been said, the rules of Gregorian harmony flow rationally
from the purely melodic laws of plainsong, the plan which we had to fol-
low was one of extreme simplicity.

In the Introduction we have stated as precisely and as succinetly as
possible the melodic laws upon which plainsong is constructed, as they
have been taught by the most esteemed theorists: Guido d’Arezzo, Odon
de Cluny, Dom Jumilhac, Lebeuf, Poisson. We have explained the
theory of the eight modes, of the connection of each authentic mode and
of its derivative, the plagal, by reason of the identity of their final; of
the difference between the modes caused by the diversity of their scales,
by the position of the semi-tones, by the finals and dominants, etc. We
believe that everything has been included in the Introduction which is
essential to the further study of the subject in hand.

The general rules of Gregorian harmony follow, some relating to
the subject of fonalify, others to modality ; after which we have provided
successive examples of the application of these general rules to the
cight modes, reserving for two digressions (one interposed after the
first four, the other after the last four modes) the discussion of some
difficulties which can be solved only by the aid of special consideration,
to a certain extent, and which cannot easily be disposed of by didactic
Sormaudi.

The rules to be followed in the transposition and reduction of modes
naturally fall into place after the rules for the modes themselves, and we
have concluded with one of the most interesting portions of the Divine
Office, the accompaniment of the Psalms, numerous examples \dim

are furnished. -

O.I



Preface.

xi1

Secular art has its theatres, its concerts, its salons, its open-air festi-
vals; that is enough! We demand for church music no other place than
the church: but we insist that its reign there shall be sovereign; that it
shall cease to be subject to the laws of a strange art, and shall once more
be accorded its rightful authority. The emancipation of the one will aiq
in the development of the other, for as history attests, as long as religious
art was free possessor of the sacred edifice, it stretched out its benevolent
hand over secular art, and guided it in its progress and governed it in its
transformations. We demand that everything which will contribute to the

splendor of this religious art,— voices, the choir-organ as well as the
grand-orgue shall again be directed toward their true destination, to
the end that souls wearied of the tumult of this world may find refu t; at
the foot of the altar, and forgetful of worldly distractions, there enjgo

few moments of rest and peace. e

. D
PaRris, December 26, 1856, T ORTIGUE,

Gregorian Accompaniment.

INTRODUCTION.

e reader is musical, that he can read music at sight,
knowledge of harmony.
e natural expression of
ant that the following

We assume that th
can play the organ or the pianoforte, and has some

As the rules of plainsong accompaniment are th
the laws of ecclesiastical tonality, it is most import
shall be thoroughly understood :

1. FOUNDATION AND CONSTRUCTION OF THE ECCLESIASTICAL SYSTEM.

The first order of musical practice adapted to the Christian religion
was formulated by St. Ambrose, who was Archbishop of Milan during the
years from 374 to 397 This system was based upon four series of tones,
each made up of eight notes in diatonic succession, which corresponded
to the four of the Greek modes most commonly used, And as in point
of character and expression, and, so to speak, of physiognomy, each mode
differed from the others according to its constitution, the Greeks distin-
guished them by names in accordance with these characteristics ; hence
the designations Dorian, Phrygian, etc. Thus the four modes chosen by
St. Ambrose were these:

—

] P
Dorian: de fg a b c¢d
Phrygian : ef-_}\’ g a bede oy
5 45 L I
Lydian : fgabecdelf )

Mixolydian : g a bedefg
Tt will be noticed in this little table:
1. That the starting-point of the second, third, and fourth series re=
spectively is one degree higher than that of the series preces the
est note of the first being #, of the second ¢, of the third /£, and of t
fourth g 2, That in 2ach of these four series, whmw ¢
ing-point, the two half-tones are invariably found between
1
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petween fand & Through this t‘:Ombi.natiOn. of the immobility of the tyg
half-tones and the mobility of the starting-point there results a radical gjf.
erence between the various series as to the order and arrangement of the
intervals. It is this which gives rise to .the modes, \\:h:l:h, as Dom Jumjl.
hac has said, are “ maniéres de mélodie™ frOEn which are derived the
melodic contours, the constructive forms which are th.e characteristic
propety of each, and which prevent one mode from being confoundeq
with another.

But the general Gregorian system is not based upon these four modes
alone ; its very name indicates that after St. Ambrose another reformer
achieved its completion,

St. Gregory the Great, who occupied the apostolic see from 5971 to 6oy,
recognized the insufficiency of the Ambrosian system, since the large
number of melodies which had been introduced into the Church during:
two centuries exceeded (in a majority of instances) the limits within which
St. Ambrose practically had confined the voices of the faithful. The great
pontiff conceived the idea of enlarging the vocal compass, as it were, and

of adding new scales in which to place the new melodies. The old scales
were four in number ; he increased this number to eight, but in what way?
It is important to know this in order to realize that St. Gregory wished to
develop rather than to create; to derive a new scale from each of those
already existing, rather than to add four actually new ones.

And so from each of the four modes of St. Ambrose, St. Gregory
derived a second series, substituting for the division of the octave by the
fifth, otherwise known in harmonic theory as the harmonic division, the
division by the fourth, or arithmetical division. Thus the scale of the
first mode harmonically divided is this :

3 Fourth.
Fifth, _=—
)" r] = II
L‘ ==7——__

In this example the fifth is at the bottom, the fourth at the top. To
produce the second mode the reformer had but to transpose the fourth to
the bottom, by inversion, and the fifth to the top, in this manner ;

Fourth, Fifth,

=

which produced the two following series for

; the first mode and its deriy-
ative

kb

Introduction. 3
Harmonic Division,
Fourth.
Fifth. [ b S
== - = PR e "
- ] = 1 B
Authentic = y j— Ei
Mode. ‘
Arithmetical Division.
Fourth, Fifth.,
ey
r d_._._'g = I
e = I
And thus with the other modes of St. Ambrose :
Harmonic Division.
Fourth. Fourth. Fourth,
Fifth. Fifth, — Fifth, = .
3 e e e e
‘ e :
1 = a i |
Authentic O)i———=—— 1 = | 11
Modes. = 1 1 | ¥ | \
Arithmetical Division.
Fourth. Fifth. Fourth. Fifth. Fourth. Fifth.
4, — 6. =% 8. -
= I = iu|
Plagal ©O:i———= = == x|
Modes. = 1 | H

The modes added in this manner were called plagal or derivative,
also inferior, collateral § while the first four, which had the merit of age,
were designated as authentic, or principal, or superior.
The names given to the last four modes indicate that they were
regarded as variations and modifications of their forerunners, rather than
as new and distinct series. The final of the authentic remain_ed the
same in the plagal ; & for the first authentic and its derivative, ¢ for the -
second, f for the third, and g for the fourth! Each plagal was
interposed after the mode from which it was derived, so that th_g second
authentic or Ambrosian mode became the third, the third the fifth, and
the fourth the seventh. Hence the designation odd and even given to
modes according to their order; the odd modes being the authentic, the
even the plagal. -
The following table will show this at a glance :

1 This will explain why certain theorists recognize only four or&
others, as we will presently see, fix the number of modes at twelve ; for
pal modes but dowdles, that is to say, that to each mode is added a second
For the same reason these theorists have recognized but four or six
common to a principal mode and its inversion,
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4
T MODES. :
TABLE OF THE BIGH Here are eight modes which arrange themselves two by two, each
: air having a common final; the first and second having 4, the third and
z fourth ¢, the fifth and sixth £, and the seventh and eighth g
S 15 Tone One can readily see what diver.sity of chfu'a.cter and.expmssnon is
g == impnrted to the various modes by this final, sometimes, as n the authen-
1st Mode. = e e tic, fixed upon the lowest note of the scale ; sometimes, as In the plagal,
st] = , fio
( Dorian.) =

| cituated in the middle.
i " But it is not only the final that determines the character of the vari-
Dom. ous modes. The contour, the tonal strength of each mode depends upon
the recurrence of other essential notes. According to all theorists, these
are the two extremes of the scale, the mediant (or third above the final)
and the dominant. *The dominant,” says Dom Jumilhac, ‘“is as it were
the mistress or the queen of the other notes, and the one which occurs
most frequently in the course of the melody, and which taken together
with the final, chiefly determines the form and character of each
TS o The learned theorist adds that in reality it is these two
notes which give to the modes their distinctive form.!

Let us learn to recognize the dominants of the eight modes as we
T 5 gl | | omile : already have learned their finals; for if of the latter the same note is

+d Maode.
(H}'IJDdOI’iRﬂ-}

[11]

3d Mode.
( Phrygian.)

( Hypo- = common to both the authentic and its corresponding plagal mode, the
phrygian) - = case is not the same with the dominant.
= The rule may be formulated that the dominant is found in the
-»-|-2 authentic modes on the fifth degree, in the plagal on the sixth degree of
sth Mode. = == the scale, provided that this fifth or sixth note be not &, the changeable
( Lydian) =

note which is given no name in plainsong; also that when the scale
begins upon &, as in the fourth mode (second plagal), the dominant will

be found a sixth above ¢ that is to say, it will be @, since the initial
Plag| Fing _ [Pom- TRe| note & is not counted.’

e — Notice in the preceding table the place occupied (by exception) by
the dominant in the third mode (second authentic), in the fourth (second
plagal) and in the eighth (fourth plagal).

We will now proceed to show:

|
|
I
|
1\

Hth Mode. )
( Hypolydian.) ‘2_— - B

L

I

| Auth e | =

Fin
-4 — — .-— T
7th Made. ‘)‘ = - : = = ; '
( Mixolydian.) = = e

A
7

1. Why twelve and even fourteen modes are sometimes recognized 3
2, Why the church has limited the number to eight

d \ La Science ot o Pratigue du Plainchant, Pars, 1673 Part 1V, Chap, 11T
l."'m' " \ and TV, pp. 146 and 147.
8th Mode. =

(Hypoe i ot ; e L [I‘nssil_l!‘\- the following might be a simpler rule: the dominant of an miw
wiixoldiany I——t——t— — = — —| mode is the fifth degree of its scale; the dominant of a plagal mode is & third below

- . the dominant of its corresponding authentic, excepting in both cases that a dominant
thus falling upon & is invariably ransferred to the next higher tone, & Tr) i

a
NINNAES

Y
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3. What is meant by the reduction of modes ;

4. What is meant by the fransposition of modes,

The diatonic scale is composed of seven different tones, each of
which may be taken successively as a starting-point. Thus seven diStin?:t
scales may be established, each commencing upon one of the following
notes :

= =

Since from each of these scales is derived a plagal, in the manner
already described, their total number is fourteen. It must be observed
that as from the seven notes but seven different scales can be formed, the
insertion of the plagal modes must necessarily bring about a repetition of
these scales, but in an inverse order: in so far that the scale which
appeared to be authentic reappears as plagal, and wice versa.  This pro-
ceeding, however, does not limit the number of modes to seven, because
of the difference in position of the finals and the dominants, which
impart to the modes their characteristic form.

Interlibr:

- et

ary Loan uepe
puhlic Library

Introduction.

TABLE OF THE FO

AR

URTEEN MODES.

gg 1
T, = ;o lone
Tone. E,E s =
(st Mode. | =
2d Mode. — —
| =
3d Mode. ——
4th Mode. —— —
—
] e =
sth Mode. —
6th Mode. — 1= —
Dom| . jo] =
T\—l- ol s —
7th Mode. =
Dom.
=] =
gth Mode. Y | = = =
-_; Dom
oth Mode. K e i H e B! =
( Aeolian)) [ ot ot o Py S = —| — =
¥ il —1{DomfC || —
I~
roth Mode. | ol Ll
{Hypo- —
zolian.) —— =
- Dom.
11th Mode. e == =
(Locrian.) i _., ; ——t '§'§
N fe— =3
- =
12th Mode. 21 lup, |Rom o3
(H}'PD' =S ‘85
locrian.) D= _
Fin.
=3 - | n Do -
13th Mode. — —
(Tonian.) — — o i
5, y Fin, [ o |-® :
14th Mode. [+ L_'_ 4 —{— oo} o Dom =
(Hypo- |F=—i—= = . —
jonian.) je—

AL
:
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3. What is meant by the reduction of modes ; TABLE OF THE FOURTEEN MODES.
4. What is meant by the fransposition of modes‘. 72 e EE e
The diatonic scale is composed of seven different tones, each of - . BE Ty =
which may be taken successively as @ starting-point. Thus seven distinet (st Mode. = ==
geales may be established, each commencing upon one of the following =
notes: —d=—l—xl
2d Mode. —1
e . ___];)\um —=
_—— P I =
# 3d Mode. 'E‘_—;_ —

Since from each of these scales is derived a plagal, in the manner 5t o
already described, their total number is fourteen. It must be observed 4th Mode. = e o e = e
that as from the seven notes but seven different scales can be formed, the = ~; B
insertion of the plagal modes must necessarily bring about a repetition of o o=
these scales, but in an inverse order; in so far that the scale which sHLATodE: = —

appeared to be authentic reappears as plagal, and @ice wersa. This pro-
ceeding, however, does not limit the pumber of modes to seven, because 6th Mode.

of the difference in position of the finals and the dominants, which

impart to the modes their characteristic form.

7th Mode. )

ath Mode.

gth Mode. |[§y=—
( Aeolian.)

1oth Mode.

{ Hypo-
weolian.)
11th Mode. [ — —
(Locrian.) 9 === — -g%
] R —IF 11— i ™ f
Plals N g 2=
12th Mode. |=<—|" - L= 8
(Hypo- == o ——l=
locrian.) 2 E

13th Mode.
{lonian.)

A

14th Mode. |,
(Hypo-
ionian.)
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Of these fourteen modes the eleventh and twelfth are considereq
defective and impracticable, because of the diminished fifth, although
a numerical position is assigned them. This is why the theorists haye
absolutely rejected these two modes, and for the sake of precision recog-
nize but twelve in all, assigning the numbers eleven and twelve to the
thirteenth and fourteenth. As we have seen, St. Ambrose contented him-
If with the first four of the seven authentic modes, and St. Gregory

se
wisely restored to plainsong the four plagals derived by mmversion of the

first four authentic modes.

We have already remarked that the modes are characterized not
alone by the position in their scales occupied by the half-tones, for then
the eighth would have no more raison d'étre than all those following,
which as far as their scale is concerned are but duplicates of the first
seven, We repeat that what invariably distinguishes one mode from
another is the position of the final and the dominant; so to speak, it is
the modulation® of the melody flowing as it were from these two modal

notes, upon which the melody rests here and there before ending upon

.

the final.
It will be seen that the eighth mode, for instance, although presenting
: =3

exactly the same succession of notes as the first, is most unlike it, for its
final is g and its dominant ¢ while those of the first mode are respec-
tively @ and @. This is shown in the preceding table, which should not
be lost from sight during this whole explanation,

It is not the eighth mode which resembles the first, but rather the
ninth. In fact, although the first begins upon & and the ninth upon a, the
first note of the scale is the final in both modes ; the fifth is the d.omi-
nant in both cases; the lower tetrachord® of the one is the repetition of
that of the other, a fifth higher; and the analogy between these two
modes would be complete if the half-tone of the second tetrachord were
found between the sixth and seventh degrees, as is the case in the first
mode ; but in the ninth it is situated between the fifth and sixth degrees.
It may be observed that in order to avoid the tritone, it is frequently
necessary to flatten the 4 in the first mode; the fact that in that case the

1t is e o i 5 &
t is unnecessary to observe that by this word modulation, is not meant the tran-

iti s : key to @ i ich i
sition from one key to another, a thing which is unknown in plainsong; but rather the
movement of the melady within tl 0 ]
- 2 Sy 18 compass or amébitus of a mode whose essenti
notes it empliasizes, 5 Y s
1By £ : ) :
ks d} tetrachord is understood a series of four notes succeeding each other by con
et degree ‘Hose extremes i :
tetrach grees, and whose extremes form the interval of a fourth, Two consecutive
chords may be conjunct or disjunct. ( See examples on next page,)

W :
to be designate
that is to sa?', a
words, the ninth mo

i Loan Lepaius:: .
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e identical has caused melodies of the ninth mode
e “at the fifth,” or even “in.A";!
al instead of 4. In other

COI
d as in the first mod

first mode having « as its fin
de has been reduced to the first.

o scales be

F. B, > =
_.___.:.,_—.__—’ Lo H
First Maode. e H
F. D.
—= 11

Ninth Mode. é:——-—-—'—' - — T

S
= — - -

-

Example of Conjunction.
i - ~—n
——SSCT— T
= i

Example of Disjunction.
e =—H
2=k

P
————
.‘“-—_..——_-_/

The # flat occurs frequently not only in the first mode, but also in the
tl and sixth. Similarly, in comparing the three last modes
thirteenth and fourteenth, it will be seen that with the &
em except as to their starting-

second, fifth
with the tenth,
jiat there exists no difference between th
point, and that the tenth might be called the  second in4 7 ; the thirteenth,
the “fifth in G,” and the fourteenth the “sixth in €. This is why the
church has done well to simplify plainsong by suppressing the last four
modes ;2 even though we must not forget that in order that the resem-
blance should be perfect, the & always had to be flatted in the second, fifth

and sixth modes, by the introduction of the accidental.
efly and as clearly as possible the theory of
ith what is called

We haye explained as bri
the reduction of modes, which has nothing in common W

their fransposition.
Melodies belonging to the various modes are transposed just as any

modern composition is transposed up ordown to favor the compass of the

L This expression *in A4 ' signifies in the key of 4.
{hat in authorized editions of liturgical plainsong issned

(1t may be noted SSue
recognition has been given to these last four modes by

since this treatise was written,
the occasional introduction of melodies wri

accredited to them, Tr.]

L&)

tten in one or the other of them and

7
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voice. What is most essential in the transposition of modes is rigorously
to maintain the scale of the mode being transposed, at the new pitch, In
transposition the mode must be pr(iser\-‘cd, whatever may be the Starting.
point, or the note chosen as the final. 'In a word, while the reduction
of modes is always to the fifth below, their trfz.;t:fprasir:bu may be effecteq
at any interval. A simple means of transposition to any desired degree
will be given presently,

1. TONALITY AND MODALITY.

In the preceding we have shown that the eight scales of the ecclesias.
tical modes are founded upon the diatonic order, to the exclusion of 4]
semi-tones save the ones between ¢ and /; and & and ¢, which are invariably
found in every scale, whatever may be its starting-point.  Further, that
every chromatic interval is likewise excluded, save in the purely excep-
tional case of the conjunction of the two notes / and & in a melodic
phrase, when the modification of the # by the flat is rendered necessary
in order to avoid the frifone : an interval known as the diabolus in musica,
and proscribed from earliest time.

Tonality is the ensemble of musical elements, presented to the ear by
the melodic expression and the combination of modal scales formed in the
manner we have indicated.

Modality is the characteristic expression produced by the particular
elements in each modal scale, an expression which is determined particu-
larly by the action of the final and of the dominant, and by the position
of the semi-tones,

III, VARIOUS SPECIES OF MODES.

In all the modes the melody may exceed the compass of the scale by
one degree, either above or below. Confined within these limits, a
melody makes a mode complete or perfect.

Incomplete or imperfect are the names given to modes when the melody
does not entirely fill the limits of the scale,

Finally, those modes are called mired in which the melody is written
now within the scale of the authentic, now extending into that of its cor-
responding plagal, so that the composition is a combination of both.

IV. THE CHARACTER OF THE VARIOUS MODES.
From earliest times there have been attributed to the several modes

certain capacities for the expression of various sentiments, which prevented

the confusion of one mode with another. The church has established

K vepdiuiisne
]nterllbra:? L»?;:arvl..hlﬂ | ihrarv
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various characteristics by employing this or that mode {or' the ex-
wERs. “‘1 of certain sentiments, and finally the modes have been given dif-
essic

pr g mysfic"l designations, in accordance with their expression. FPrimus,
pTE 1 4 - . - . - -
fer® iy werndies, Iristis ; terfius,  ySEIcHs | quartus, Jarmonicus ;. quinius,
g See ]
gn!’ TSy

 sextus, devoties ; SEPHMIUS, angelicus; oclavus, perfectus. F:‘!.I' be‘ it from
il R:- i )1.1 the rectitude of these designations ; but we believe it to be
i qmb]l li accompaniment of plainsong melodies by harmony founded
i lhﬂ: ‘ 1:;4;-;11&:11 laws of ecclesiastical tonality, in a word harmony
i : “il bL the natural development of these same laws, will contribute
whlc: ‘1\5.. bring out with clearness the various characteristics of these
muc =]

oces V. PSALMODY.

psalmody is the Cantis psalmorum, or * Song of the Psalms.” The
psalms are divided into verses. In .car{h verse there are four eleinen(t1§ to
1;;.- observed : the intonation, the ruc1}auon, the mediation anc'l ﬂ-'lL ending.
The intonation is used only for the first verse of t]\f.- psalm ; {t is r_h.e %or-
tion of the melodic phrase or the species of inflection by ‘whu:h this :Et
verse is introduced. The following verses are 1Jeg1}11 directly upon e
recitation, upon which the greater part of _the'verse is sung ; this not.ftells
always the dominant, which in this connection1s called.the (kﬂ?'t:{z’ or rae: 1:g
note. The mediation is the inflection or paxllse made in the middle o t e
verse to separate its two parts ; the cnding‘ls the cadence or r‘nodlulatwn
with which each verse of the psalm or canticle ends. The ending is tfon";—
plete or incomplete; complete when the mclody. et:.ds upon the final,
incomplete when its last note is above or below this final. :

There are melodic forms, fozes, so-called, for all the modes; their num-
ber is unlimited. These tones never call into requisition all the notes of the
scale, nor, as we have already seen, do they always end upoH the finalj
furt]ﬁ:rmore. the same melody sometimes serves for two dxfferer_lt modes.
All this often renders it impossible to recognize the l'l.'.lOdf: to which a tctne.
really belongs, which, however, is most important if ?t is to be flccompam_esl
pmp'erly. But it must be noted that the antxphf)n which prece%es
each psalm determines the mode in which the psalm fs to be sung. or
this reason the organist should never replace the antiphon by an mstn.i-_
mental prelude, as is done in many places,— ?speciallgir \\fhen the psalm is
sung without accompaniment; for not only in a majority of such cas?:;
would the mode of the psalm remain indefinite, but the ps.a-lnj_ W‘.Ol-!lﬂ. o
separated from the antiphon, with which according to rule it should form

one complete whole, (See the Traité sur le chant ecclésiastigue” of

AbLé Lebeuf, pp. 242-243.)

-
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Beginning with page 62 will be found examples of the ok o
of the endings most frequently employed.'

—_—

1 Although perhaps less importauf than the free melodic species .Of Plﬁinsongl
owing to the place held in the great Pllurg}' by l'hc latter, these Greg:onan or Psalm.
tones are in much more general use in the Anglican Church, where in a majority of
parishes the Choir Offices are the services more frequently rendered choml]}.. This
does not preciude the fact, however, that in far too many cases are tl.w Gregorian tones
not only accompanied in the manner which this treatise seeks especially to controvent,
but there is often evident a complete failure to understand their structure and (he
proper use of their various forms. ' : ,

This latter fault is particularly noticeable in the use of the fnfonation before men.
tioned as one of the constituent members of each tone, and in the choice between fasta?
J forms of the melody. The translator deems the matter of sufficient impor-

and feria - ‘
t him in digressing temporarily from the text in hand for the purpose

tance Lo warran
of making the subject as clear as possible,

The tones are the melodies to which the Psalms and Canticles of the Choir
Offices are sung. Two forms of each tone are provided (except in the cases of Tone
V and VIII, which have but a single form each). These two forms are known respec-
tively as Fesdad and Ferial ; the titles are self-explanatory. The former is used for
the ['Evnngelical Canticles, so-called —those derived from the Gospels, as Benedictus
and .‘.arr{;')l;['ﬁ-r.'-lf. Such canticles are rendered with more solemnity than those taken
from the Psalms, which, however, as well as the Psalter itself, may be sung to the Fes-
tal form on the higher feasts,

A third, the Jutroit form, is used only at the Jntrort of the Mass ; except in the
case of Tone V it is much more elaborate than either of the other forms. The whole

i Loan Department
[Pterlib_f ar\rg-r:eﬁ Puihlic Library
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UsE OF THE [NTONATION (IN THE ANGLICAN CHURCH.)
wid Canticles derived therefrom. FEvangelical Canticles.
ar 2

Psalm sy

I . first verse of each Psalm and }When sung festally (as
All Sundays ‘ ';: Li{;({hls::rs‘us of the Gloria Patri} |they always should be), at

and Feasts. | levery verse of the Canticle
' land “at both verses of the

-""'_'_'_._-_-_-_-_| |G!orfa Patri. N
NG {(Special  Intonation for
cariag - at the first verse of each Psalm or | :
Ordinary PR 0%{1:{‘1-:13. Not at the Gloria Patri. |Tones II and VIIL See

| page 12.
e ——

Jasts, Peniten- |
tial Seasons and|
Offices for the

Dead.

Intonation entirely omitted.

horities differ as to the use of the Intonation at the Gloria Patri. Tt seems
1 Authori z St 3 - ]
Au.ugneq its adoption, however, excepung possibly on the Sundays in Advent
wise to SUBEE

and Lent.

o : gntiphkon (G1. drripuwréw, to raise the voice in reply) is a verse ha\'ing.its
S ation in the Scriptures, sung before and after each Psalm and Canticle
5 e.s_. and similarly preceding the Psalm-verse of the Intrfjit,.Gradna].
Its objectis to bring the Psalm or Canticle, or veise which it accom-

2 re closely into sympathy with the sentiment of ll'}u pm'tlacumr feast or day
It “}: it is prescribed, through its own expression of this sentiment, Its absence

s “‘]:1“.3 Anglican ritual since 1549 is to be deplored, because without it the musical
from th

galms more o

source Or inspirﬂ
of the Choir Ofiic
ete., of the Mass.

ending of the P
the majority of €

ften than not is incomplete; for while as has been stated
ndings of the Tones are izcom  plete, the antiphon, which is sung either

/ k)(é

hi : i : salm. but always in its entirety affer it, invariably ends
[utroit is in some places sung to this form of the Psalm-tones, but incorrectly; for as {n part or as a W hole before the psalm, b ¥ y aft

i i ich 1 c he antiphon, however, it will become
will be seen on pp. 8g and go, the antiphon has its own melody, to which it should upon the final of the mode, In the absence f)f the 1 . " ot
he duty of the organist to complete the ending by playing a short phrase or pmeum
th \ 2

fter the Gloria Patri or last verse sung, ending in the melody upon the final.

L 1 ‘e v

i This will not often be necessary at the Introit, even though the proper melody of

the a1\\i|;!1011 be not sung ; since the Introit form of the tone (excepting in the case of
1

‘Tones 111 and V) invariably ends upon the final —Tr]

invariably be sung.

The Festal and Ferial forms of each tone have a common intonation; save that in
the ease of Tones [ and VIII a slightly elaborated version is used for the Evangelical
Canticles. Although opinions differ somewhat as to the correct use of the intonation,
I believe the following table to be the expression of the best authorities, as well as the |
most logical and consistent application of the theory and traditions of ecclesiastical
ritual.

In this table the rale given for the use of the Intonation in the case of the Evan-
gelical Canticles is the one generally accepted, In the compilation of the first English
Prayer book in 1549, known as the First Book of Edward VI, the ancient offices of
vespers and compline were both drawn upon for the new service of evensong, the can-
ticle Nune Dimitiis being derived from compling, in which office it was sung in the
same manner as ordinary Psalms, i. e, to the ferial form of the tones, The solemn
significance of Magnificat would seem to permit a deviation from this rule regarding
the Evangelical Canticles eallectively, and to favor the simpler rendering of Musne

Limitiis (atleast on all but the highest feasts) as being more in accord with the spirit,
if not the letter of the established rule.
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CHAPTER L
GENERAL RULES OF PLAINSONG ACCOMPANIMENT

‘I'E accompanimen ainsong is arne

I'ue accompaniment of plainsong 1s governed by a few very simp

rules. ple
The first and fundamental one s

1. The exclusive use, in each mode, of notes of the scale.

This rule, unfortunately, is ignored by a majority of organists a
choirmasters, and even by a goodly number of educated musicians, S
[t is certain, however, that a little reflection will make clear th
truth of this principle: thata melody written in one of the church mod ;
can not be accompanied by harmony founded upon an entirely differefls
arrangement of the scale, that is to say, upon the system of mode t
tonality. Four-part harmony being considered as the combination ";_
four melodies which are heard simultaneously, the principle that one 0{
these melodies may be written in one tonality, while the other thrO
belong to quite another, is wholly absurd. .
Such harmony, or to be exact, such cacophony, would destroy not only
the plainsong melody, which would be entirely ab‘snrbed, but the harmo }-
as well : since the latter, impeded and restrained by the melody \:'hichn'}
accompanied would necessarily be unassisted by the conditions of mod -lt
modulation. The absolute impossibility of establishing rules for a q\-'stem
S0 (.:hm_:rtic. the necessity of abandoning everything to the Elﬂ;it]‘:ll“-' f1 E':m
plainsong accompaniment to the caprice of each. organist ; so ti:tl'l—r o
Iplete anarchy reigns upon a subject of such importance. : .’1‘0 “]l:"i :;]:;
:1\;):}; ljtr.::] l:fr::ih:._ii;l:ﬁ\I??.ict:‘e tf;r{ .wi_d.cly s‘p{'eﬂd error of belief that
: : adically in ympatible tonalities can exist. Until this

tenet can be uprooted, it will be impossible to penetrate into the spirit, tl
meaning ‘:-mcl the beauties of a distorted composition, or .to ho.l rit, t‘1.e
regeneration.! : A

This incompatibility s . ;

e m]}jc]rl dll;ltzr::;asll()]cl:‘r':L];ptllnnl to everyone. Certainly there
y e system of the eight ecclesiasti-

! Upon this poi ight i
point we might invoke a numb i
= a number of convinci horiti i
2 BT g u onvincing anthorities; we will ¢
s : : s; we will con-
he words of Adrien de la Fage, who writes as follows in rhit; excellent
: s excellen

uor','Dz!' repr (A ] L] T H
k, & @ ‘ﬂ’ oduction des livres du f’."u: - fant, Y, T48% Above all T
] maintain

absol IEI)’ the opini

ol 10 {

A ']: 1y and I have pOth_k:r{:f] the S{ll'ijcct too ]l"r]]g' ever to Ch'll}gl_ my
VIEW 1§ E VETY essSence o ainst } ’ r ’

. o h Ty essence of ]?]:I.iT‘l. ong ane that of harmony, as we unders' ﬁ'.f. e
atter to- ay, are “ho”y L'(J'I'Ii!&(liclﬂr)f i fi " "

RS .

cal mode
is bgtwcen
the effect in m
melody in t

ploy
tonality

it wil
plainsong ac
liable to be
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s and our own based upon two modes, major and minor, as there
these two latter themselves. Then consider what would be
odern music, of an accompaniment in the major mode to a
And wice versa? It might be possible of accom-
er might be the art and skill em-
doing violence to the

he minor ?
lishment, Were it necessary ; but whatev
ed they could produce but a strained harmony,
and rendering the melody unrecognizable.
The first Tule given has to do with polyphony in plainsong tonality 3

| suffice to Preserve the general character of plainsong. But if

companiment stopped here, the various modes would still be

confounded one with another ; while the great beauty of
in the variety and peculiar quality of the characteristics
In a word, the first rule is one affecting
relates to modality, whence

plainsong lies
inherent in the different modes.
the second, to which we now come,

fonality s
t is no less important than 1ts predecessor.

it follows that i

2, The frequent use of the triads of the final and dominant in each

mode.
We have remarked with Dom Jumilhac that © it is properly these two
final and the dominant, which chiefly determine the form and
ady been demonstrated, the rules
pment of its melodic

notes, the
character of each mode.” As has alre

of plainsong harmony are only the natural develo
If these two notes (the fnal and the dominant) impart to the modes
ads built upon these notes must determine the harmony
which is proper to them. Accordingly these chords upon which the
harmony chiefly is based and supported, and which recur most frequently,
must exercise the strongest influence upon the harmony in general.
Thus in the first mode, whose final is @ and whose dominant is a, the
triads built: upon @ and @ must be frequently employed, to the end that
the characteristics of the mode may be preserved and emphasized har-

monically as well as melodically.
harmonic formule proper to the cadences of

laws.
their form, the tri

a. The use exclusively of the
each mode.

certain conventional endings called cadences, which
belong to it and which are derived from the construction of its scale.
One of the several causes which have contributed most markedly to the
alteration of the ccclesiastical tonality is the expedient upon which organ-
ists have become accustomed to rely of applying the harmonic peculiar-
ities of modern theory to the accompaniment of plainsong cadences,

Tach mode has

v

™

o
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4. Every chord other ¢han the consonant triads and their first inversiong
should be barred from plainsong accompaniment.

It is understood that the dominant seventh chord, which belongs
exclusively to modern harmony and whose adoption marked the birth of
dramatic music and of sensual expression, must rigorously be proscribed,
as well as its inversions.

5. The laws which govern plainsong melody must be observed in each

of the accompanying voices.

This rule is tacitly implied by Rule 1. Nevertheless, we have thought
it best to give ita special place, in order to emphasize this point ; that the
obligation to flatten the # in the melody whenever this # produces a tri-
tone, extends as well to each of the voices in the accompaniment; whence
it follows that the & faf may present itself in the harmony even though
there be no & in the corresponding portion of the melodic phrase.

6. Since the melody is the essential of plainsong, it should always be
placed in the upper voice, whether it be harmonized in several
vocal parts, or simply sung in unison and accompanied by the
organ. In the latter case it will be necessary sometimes {o
transpose the piece, in order to place the melody at a pitch
convenient for the voices.

In France the custom has been quite general of placing the plainsong
melody in the bass, and of accompanying it by the right hand with a pro-
fusion of suspensions and dissonances which have been dignified by the
imposing title of counterpoint. This custom, partly fallen into disuse of
later years, is inadmissible, for the reason that a melody can form but a
poor bass, upon which one might defy the most skilful artist to produce a
counterpoint ever so little worthy of its name,

This usage of placing the melody in the bass is the result of the pre-
dilection for very deep bass voices (woces taurine) which has prevailed in
the church in all times. In some parishes, where tenor voices have been
given the preference, the melody naturally has been placed in an inside
voice, This system, although less objectionable in that it assures the
melody of a proper bass, nevertheless has the disadvantage of condemning
the upper voice to the emission of a monotonous series of “filling-in" nolcs-;
al'though this part, which properly should outline the contour of the melo-
dic phrase, is the one which most strongly strikes the attention of the ear.

. Thus it follows that the melody should be placed only in the highest
voice, whct.hr:r, let us repeat, it be harmonized in several vocal parts or
sung in unison with organ accompaniment,

TS EIs =y e —
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It should be observed that of thcse_last two methods, the s.eccmd is
pest for geveral reasons. Tor nothing is finer than the unison of a
i \mber of voices of every kind, to which are added the grand har-
e mof the full power of an organ; at the same time it is the simplest
e nd that which has the advantage best to preserve the melodic

peans, a ) = :
- f plainsong, SNCe the melody is displayed in strong contrast to

character 0

the accompaniment.

These rules, always €asy of application, are the only ones which can
preserve the general character of plainsong, ‘.‘lf‘ld bring out the pecuha.r
phj-ﬁi(}gmnuy and essential form of the wvarious modt:?. Upon their
gbservance depend that unity of color and that uniform chaf'ac'ter
which the ecclesiastical melodies should always present, wiLh.out pre juchc?
to the variety which individual taste may introduce in their accompani-
By this unity of color and uniformity of character we understand
a perfect correspondence between the harmony and the melody, _bct\\'e:en
the accompaniment and the voice-part, which causes the mode in which
the choir sings to be more readily recognized by the ear than if the
melody were heard alone. For it is evident that if the rules above given
are ul*;scr\'ed. each of the three melodies which, joined to the theme form
four-part harmony, will do its share toward bringing into a clearer light
the mode to which this harmony belongs.

We can testify from our own experience that pupils to whom the
study of plainsong tonality has been entirely new, because of their
cnrli-er education, in a very short time have become able not only to dis-
tinguish the various modes without trouble and at first hearing, but event-
ually to harmonize in each of the modes with facility, correctness and

ment.

elegance.

This is what a majority of organists have failed to realize up to the
present day, while they have been forced to depend upon the chance of
routine and of their imagination, in the absence of all definite rules.

NOTE.

Before proceeding to the application of the preceding to the eight
modes, let us repeat that the only chords to be used in the accompani-
ment of plainsong are the consonant triads and their derivatives, the
chords of the sixth; since all dissonant chords are forbidden by Rule 4.
Thus, a triad being composed of but three tones, cach note of the melody
may be accompanied by but three chords. For example, the note &
which is a member of the following triads:

.
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will be accompanied by one of these three triads, according to circum
The case is the same with the other notes of the scale, except
1 2 -

stances.
b, d, f, which together form the diminished triad

ing the following three,

=
= == . . . - -
the accompanist will then have at his disposal but two triads. But all
the notes of the scale may be accompanied by a chord of the sixth eitl;e,-r

to avoid the fundamental position of a triad which would produce a poor
bass, or to prevent a disagreeable interval in any one of the voices, And

the chord of the sixth &, f, & _igzﬂ although derived from the pro-

triad, may nevertheless be employed ; particularly in
Fhe seventh and eighth modes, where it is almost indispensable, such as
its association with their modality. This chord must not be confounded
!Jecause of the tritone which it contains, with the tritone which clﬂ.aracterj
izes the modern chord of the dominant seventh; which, as we cannot too
strongly emphasize, is antipathetic to plainsong. The essential difference
between these two chords lies in the fact that of the two notes which
form the tritone, in the dominant seventh chord the 7 must always de-
scend and the 4 ascend ; while in the chord of the sixth the S and the &
may each ascend or descend indifferently, as will be seen in this example

4 chord inadmissible plainsong. For these three notes

seribed diminished

in the eighth mode:

+
[ / 4 o h]
- S— — —— = = E
——%—%—2—7—% >\
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CHAPTER IL

D MODES AND THE FIRST MODE

[RST AND SECON
MIXED.

THE F

1. THE FIRST MODE (THE FIRST AUTHENTIC).

nal of this mode is 4 and its dominant &, the chords

gnce the fi
d most frequently are the following triads :

which will be use
Chord of the dominant.

Chord of the final.
-:_ﬂ jg_____—
— —=
__.____E'Z-——__-—

Z—

before one, whether in accompany=
ritten in this mode, or in writing such an accom-
In the latter case, it will always be well to indicate the final
t at the beginning of the selection, as the editors of the
tions have taken pains to do. This suggestion

They must be kept constantly

ing at sight a melody W
paniment.
and the dominan

pest modern plainsong edi

a1l the other modes as well.
ell to begin with the chord of the final.

he first note of the melody is the final
o other notes of the triad.
hord for each of

applies to

Generally speaking, it is w
Nothing is more simple when t
itself, or in most cases where it is one of the tw

The following are examples of the use of this ¢

these three notes:

Ex. 1. Melody begins with final :

¢ example the dominant is accom-
¢ few notes the mode is pe

Let it be noted that in the abov
panied by its own triad ; thus from the firs

fectly established.
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Beginning with the third of the final :

Ky - - ri - e.

Tn certain cases, nevertheless, the immediate establishment of the
modality may be sacrificed for the sake of variety. Thus, there is no
reason ;"h\-' i;i the Kyri following, as well as in the subsequent examples,
the triad c:ffsl-.nuld not be substituted for that of « on the first note; on
condition that the appearance of the determining chords of the mode be
not too long delayed.

Aside from one of these three notes, the melody may begin with the
lower ¢, and with g, but as observed by Odon de Cluny, very rarely with e
In case it begin with ¢ followed by the final, the harmony will be that of
one of the final cadences (q. v.). With ¢ the case is the same; as to g,
that chord must be chosen which will best preserve the contour of the
phrase and conform to the exigencies of the modality.

II. THE CADENCES OF THE FIRST MODE.

We will not conceri ourselves here with cadences which are purely
melodic, that is to say which consist, according to Dom Jumilhac, of
. . ! 2 = § g ‘

certain tones or notes fitted to divide each plainsong melody into vari-

ous parts, and to render one distinguishable from the other,” For these,

N ey — . i
A ~rnuie Christi Public Library
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hich only serve momentarily to emphasize the djvisifms of thf: melac.ly,
i no specially formulated rules of accompaniment, The choice
there.:(r;; will depend upon the movement of the melodic phrase, and
2 m;he succession of chords already heard. It will easily be under-
. c::l (hat it is impossible to govern the accompaniment of plainsong by
smlhem“ical rules, and that it would be folly to undertake to assign to
Lnath ]w;e in advance and for all cases, the harmorlzy which ufust accom-

any it. To do this would be to deny every function of the 1111agmalton
and all latitude of taste. But it is neuertheltless true that the'obsenfanon
of principles derived from the laws of jtonahty themselves will assure to
plainsong the uniform character which it dem:.mds, whatever may be the
variance of detail suggested by individual instinct. :

But to return to cadences, — those which mark the concluismn of the
Gregorian phrase. The sense of repose being complete, it m:ust be
cxpressed by the harmony as well as in the Inelody; theljefo?'e this e’qd—
ing must be made upon the chord of the final. Ecclesiastical tonality
has suffered grievous affronts because of the too frequent attempt :1:0
assimilate the final cadences of plainsong with those of modern music.
Thus it is most essential that rules of harmonization shall be formulated
which are consistent, and which will ensure to each mode the preserva-
tion of its constituent character.

The final cadences most frequently encountered in the first mode
are the following :

0 2 . 4.
= 3

e — :
e == b— .._“-L—___"_—,“'_—E,_l:*_:.'—_u

In the case of the cadence marked No. 1, it may be observed that
organists, following certain manual habits, so to speak, contracted
through practical experience in modern music, and involuntarily influ-
enced by the feeling of tonality peculiar to it, often accompany the two
notes of the cadence by the following bass:

Those who are faithful to the Gregorian tonality give to them
following chords :




That is to say, two consecutive minor chords; of which we dis.
approve for several reasons, of which the two principal ones are these -

First, we always maintain the principle that in every tonality good
harmony is the product of four melodies, subject to the same laws and
progressing simultaneously. It is thus evident that the best bass will he
one of those melodies which furnish the usual cadences of this first mode,
And we submit that the interval a, 4, is never employed in a final
cadence in the first mode.

Secondly, we disapprove of these two minor chords because of the
almost complete analogy with the authentic cadence of our minor mode
which they present; an analogy which renders them insupportable to us
becanse of the absence of the note (the ¢ skazp) to which the modern ear
is so accustomed, but which is not included in the scale and conse-
quently in the tonality of plainsong. It is perhaps not uninteresting to
notice that the earliest harmonists of whom written record exists, as
closely in touch as they were with the prevalent domination of the
ecclesiastical tonality, never hesitated to alter the ¢ by the sharp, that is
to say, to alter it, undoubtedly without taking account of the tonality in
the modes in which they exercised their genius., All of which proves
that even at this epoch, which may be fixed approximately at the middle
c;r toward the end of the fourteenth century, ecclesiastical tonality was
threatened in a manner no less real or profound than at a la i :
of the innovations attributed to Monteverde and other cmn]:\z;e(r]:tf)’f tll]l:lt‘t
sixteenth century.!

Before indicating the harmony proper to this cadence, let it be
nﬂ.tcd. that as a logical sequence of the alteration which slipped in at
tf:].‘-i tn;me, a far Inr}r-:_-.f-;r:riruis modification has appeared ; for it affects a
:11111;:: ;;LECT;CT:]:r;r]i_::;lz;:tz? ’.ﬁrs.r. raf.thr: sr:r:fmr.] cadence, 1. €., ¢, which

acti ading tone of our minor mode,

! Read care Féti ondl arti
e ead I]I\‘fu]]_\f Feétis second article upon “ e demi-ton dans le plain-chant,  (The
onein plainsong,)  (Kevne de musigue religiense : March, 1845.) '

|nterlibrary Loarn usps:
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the only manner of accompanying the first

Let us then affirm that :
A, being moreover one of the melodic

cadence is as follows, the bass ¢

cadences of the mode :

The second cadence will be harmonized by an inversion of the first:

Or in certain cases even thus:

e

the harmony by which we accompanied
the first cadence is plainly justified by what we have said concerning
it,— in a word, if it is such that no other could be conceived,— then the
flows from it, so to speak, since it is but

Tt may be remarked that if

accompaniment of the second

the inversion of that of the first.
The third and fourth final cadences of the first mode may be con-

sidered as simple modifications of the first two, since the harmonic end-
ing is really the f, the & existing in the melody only in obedience to the
law that the complete ending must be on the final. Consequently the
harmony of the penultimate note # must be the triad of a.

3a. 4+

"%: — al 0.

@2_—@:&:}] ,@_—v:g:—_g_l:l @;_—ELT‘:H
i or or 4

=== s l==== ==

Let us consider for a moment the example 3a. Here is an opporty
to apply the observation made in the gth general rule relati

ve to the em-

L k(
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ployment of the b-faf in plainsong: It is evident that this succession of
chords in the accomp:mi ment, where one finds a &-Aatin the third voi:
of the first chord, is admissible only when an / oceurring in the same pai
justifies its presence, as is shown in the example following : ifl

arding the tritone, applied to each of

It is purely and simply the rule reg
£ which are considered as melodies

the voices of the accompaniment, all o

Interlibrary Lo v
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EXAMPLE OF THE FIRST MODE.
( Digne Edition.)
e
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3. THE SECOND MODE (FIRST PLAGAL).

mode being the plagal, that is to say, the derivative or
frst authentic, naturally demonstrates strong analo-
s final being the same. But through the transfer
to the lower part of the scale of the upper tetrachord, the #-Aaz will
be found more Tarely in the second mode than in the first. Thus the
scale or ambitus of the first mode being from & to , the notes fand & are
found in the middle, and their conjunction is frequent; while in the
second mode; the scale being from @ to @ the & is relegated to the lower
part, and consequently is less frequently employed than when situated in
the higher positions. The flat hardly appears except in melodies which
exceed the scale and borrow the high &. Furthermore the dominant @ of
the first mode, as We have seen, cannot be the dominant of the second, in
which it would occupy the highest place. The dominant of the second
mode is £, From all this it results that the second mode presents new
lines in the melody: instead of tising to the octave of the final, it
nly the fifth @, but on the other hand descends to the fourth
thus placed in the middle of the scale.
blished, the second mode is allied to the
ell as of their final cadences.

g The second
the inversion of the
gies with the latter, it

reaches ©
below this same final, which is
These differences once well esta
first through the identity of their finals, as W

We would only point out that the cadence No. 2 EE—'_:__[I is

——a——

harmonized upon the first note by the triad of /£, and that this triad, being
that of the dominant, becomes characteristic of this second mode.

Interlibrary Loal wer== -
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EXAMPLE OF THE SECOND MODE.

- ctus, San - ctus, San = - ctus,
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28 Gregorian
Iv. THE FIRST MODE MIXED, OR THE COMBINATION OF THE FIRST
AUTHENTIC AND FIRST PLAGAL MODES.
Once forall, we will lay down a general rule for the accompaniment of
hat the rule must be simply this: to

mixed modes. It is apparent T

observe the rules of accompaniment enjoine
the case of melodies written therein ; for me
elative procedure.

d for the authentic modes, in
lodies in the plagal modes
L

the same I

The analogies which we h
cond modes su
presents no difficulty whatever.

ave already pointed out as existing between

the first and se fice to convince us that the accompaniment
of mixed modes

MIXED MODE (1st and 2d).
DIES TRAE.

il -la, sol-vet s@ - clum in fa-wvil-la;:

Di-es i—r._\:‘di--_‘s et
==_==c———=xcc=——c=cCn

ist Verse, B N _);‘ { |T51._§t".5‘_ \?—% _5_—_5‘—&\—
: azJa _"5|:g‘_-a

2d V. same as
1st V.

per se-pul-cra re - gi - o-num,

Tu-ba mi-rum spargens sontm
e .
]
R e e e e e
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4th V. same
as 3d V.
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counters melodies of which certain por-
de from that in which the selection i

happen that a phrase of the first mode will end in
This is the sole method of mod-

In plainsong one passes not from
o another, as in modern music, but from one mode to another.
ts itself, care must be taken 1o recognize the
of the phrase, in order to apply to each its

ometimes en

In plainsong one S
y different mo

s belong to @ totall

Thus it may
peculiar to the ninth.

lesiastical tonality.

tion
written.
2 melodic cadence
ulation proper to ecc
one key t
When such a case presen

modality of all the members

proper harmony.
Such are modes
The rules already given are su
des; we will not repeat them

known as commixed, irregular, etc.
fiicient for all these commixed and

jrregular mo in the following chapters.

or thus, avoiding the tritone.
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CHAPTER IIL
THE THIRD AND FOURTH MODES.
i, THE THIRD MODE (THE SECOND AUTHENTIC),
ant of this mode being respectivelyeand ¢, the

e final and the domin
Just give frequent recurrence are the triads

rds to which the harmony 1

cho

of these two notes: E —o—+F

In order firmly to establish the modality from the beginning, the first
chord should be that of the final whenever possible; the last chord must
be this same triad of the final. It must be understood that no melody in
the note &, which in like manner is excluded

according to the rule laid down in the In-
never be fixed upon the changeable note.
d at the beginning only when the

this mode can begin with
from becoming the dominant ;
troduction that the dominant may

The triad of the final may then be use
note to be harmonized is ¢ OoF £ Should the melody begin with £

followed by ¢, one of the final cadences would be found, which would be
accompanied as such (q. v.). 1If the first note of the melody be a, choice
will be made of the chord which will best conform to the general harmony
of the phrase: finally, if ¢ be the initial note, its own triad will be used,
provided the phrase permit.

{f. THE CADENCES OF THE THIRD MODE.

The cadences of this mode are: L—;__.:.E .
4

—— _,,-__—_Tg_‘_:[l

_ We submit at once the only rational and possible harmonization of
thTs.t‘.adun('u No. 1. For it is inconceivable that the £ should be accom-
panied by its own triad, or by the triad of 2, since the progression f, ¢

- = '

w0

[IRTLARTLEAR LA
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hass but a parallel of the progression of the melody, vio-
f consecutive oCtaves; and the & must be prohibited no
1d be formed the interval of a dimin-

uld be in the
the law ©

ating g :
: olutely, smnce with the f wou

Jess abs

ished ffth, the tritone.
We assert that this harmonization 15 the only natural one, because it is
the necessary expression of the laws and of the elements of modality.

The cadence No. 2 presents the same necessity as to harmonization, and

ould be accompanied thus:

shi
i = - mern.
—T— — _H

Jic cadence is the reverse of the first, since
bass by the second mel-
the same as in the first

Tt is obvious that this harmor
Je melodic cadence Fak accompanied in the

th
and wice versa. The case is

odic cadence 4, ¢

mode already mentioned.
this second

The following is @ second formula of accompaniment for

cadence :

——
e
— =

present in the chord of the
ends upon £ and that the
ding. The

since the g 1s
ence actually
completion of the en

As to the cadence No. 3,
it is evident that the cad
a prolongation ot the
¢ this third cadence:

final ¢,
¢ following is but
following is the harmonization O

In certain case
dence might be formed

s, however, for the sake of greater variety, the oca-
of the notes g and ¢ harmonized as follows

e~
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a procedure which would more especially characterize the mode through
the presence of the dominant triad:

or even

EXAMPLE OF PLAINSONG IN THE THIRD MODE.

[nterliprary swes: ==
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111, THE FOURTH MODE (THE SECOND PLAGAL.).

Like the other plagal modes, this one differs from its preceding authen-
tic in its dominant and in the transference of the higher tetrachord of the
latter to the lower part of the scale. Thefinal being ¢, as in the authentic,

and the dominant a, the triads of these two notes E_ﬂg__
o

{"‘—-
, F. D,
are those which must become +he foundation and the support of the
harmony-

A melody in this mode may begin with any note of the scale save
4. the changeable one.

[f the first note of the melody be ¢ or &,

cither of these notes may be
accompanied by the triad of the finals &

2. and even ¢ by that of the
dominant; but this rule may be somewhat modified, in certain cases.

The notes @ and ¢, forming natural cadences of this mode as well as of
the preceding one, will be accompanied like the cadences themselves,

The following are several cadences taken from various melodies in the
fourth mode, which differ in no wise from those of its authentic.

~—
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a procedure
the presence @

ian Accompanimcnt,

Gregorl

which would more eqpeciul]_\- characterize the mode through

f the dominant triad:

—l ———\

—

g
o ——
=\

or evel

Ie i - son Ky 1§ =€
e
—,f:_z;i_'ﬁ_-évz’: 24—
: <oy o o
2
e =
: Z - —
— I = R f r’ o
o = i o = |

e BATTIERE A0 W Rt
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Third and Fourth Modes
e - i- som. 11 Ky - - n-e 33
fﬁ-—?—?—i‘—i—"‘ H—zw??
= = r-_g—;ﬁ:-p—

- -_ le _- i - son
— = = —
= e
& — % =— o :
——— % ° === |
z 2 = Ef._ =1
ﬁ_—-—-—r}——-ﬂ-—'—‘“ — ® = ¥

;c::f‘:_.lf__._—__:__# —=Z
— — T = = —a—-‘lf_j-—]a:_'l
| | t It 1

{11, THE FOURTH MODE (THE SECOND PLAGAL)

1ike the otherplagal modes, this one differs from its precedi

tic in its dominant 4 and in the transference of the higher 1Ltrqcl_ng futhen-

jatter to the Jower part of the scale. Thefinal being ¢, as in the - ﬂoi e
e authentic,

and the dominant &, the triads of these two notes E :Ei:_—g
iﬁ =E |

must become the foundation and the .».upport 0[ th
e

are those which

harmony-
A melody in this mode may begi .
/ y begin with any note
= : of the scale
> save

b, the chan:reable one.

1f the first note of the melody be ¢ or g, either of e _
accompanied by the triad of the final; ¢ @, and even e el)rvm{t-f:s i
dominant: but this rule may be somewhat ‘“"C“Fwd h-‘ N th?‘l‘( of the
The notes & and & forming natural cadences < Tk okl certain cases.
the preceding one, will be accompanied like the cadences ‘f as well as of
The following are sever ral cadences taken from ""'Ti-.';“s 1en'{3(:.i1}fes:
fourth mode, which differ in no w ise from those of its authtl:\ttz ea R

Pre - ces  Sup .




Grcgorian Accompanimcnt.

Pec - ca = tis me

e ——a—e—

Z””

or less well:

hat those of the ahove cadenc

Tt is clear t
chord of ¢ occurs, are more particu
the triad of @ similarly introduced

rather indicates the fourth.

EXAMPLE OF THE FOURTH MODE.

es in which or near which the
ularly characteristic of the third mode ;

cel - sis De - o.
-1—-—-‘i—-——-—i
r_-—f_f_;___g___f i
e | —— P —— e ——
A

Lau da mus te i ne - di - ¢l - mus
i P —
= = — 1 e :
e i Z g—2 =
c—F—————¢ = ¥ o
- (- = :
= = ’;— e i3 L4
T e — = al — —
= - I 1 = —
— = = =1 | *
= ' £ z = £

e,

Interliprany wws: ==
Corpus Christl public Library
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ANOTHER EXAMPLE.

Spe - ci
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—&— o & T & -

- - ta es
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REMARKS ypPON THE FIRST FOUR MODES.

| following modes, it seems best

Before proceeding to the fifth anc mod
armonization of the cadences

further to consider the subject of the proper h
of the first four.

Upon close study 1 .
we have just discussed, are those which
modern tonality. For of the first two melodic cadences of the first and
second moiles'l-‘. 4, ¢ ) only the second is peculiar to plainsong, the first
pelonging to two tonalities and serving our major mode as well as our

e - - : 4
minor. The same is not true of the Orst two cadences of the third and
fourth. modes (/¢ A ¢): they belong exclusively to plainsong; in other
words, they are completely foreign toour two modern modes. A scale in

which the supertonic is but a hali-tone above the tonic 1S unknown in
take the three following series, each of three

t is apparent that the third and fourth modes, which
are the farthest removed from

our system. To realize this,

notes :

==

It will be seen that in the first series there is a whole tone hetween
the first and second notes, and again between the second and third ; that
in the second series the first and second notes are a whole tone apart, the
second and third but a half tone; finally, in the third series there is only
4 half tone between the first two notes, but a whole step between the sec-
ond and third. Of these series the first is the beginning of the scale of
our major mode; the second of our minor scale; the third, however, of
neither of our modes; it belongs only to plainsong.

Now notice that organists and accompanists, not being able, to speak
harmonically, to account for this / descending to ¢ in the final cadences
of the third and fourth modes, have been led to consider this e as the
dominant of the key of A minor, and consequently have accompanied it by

the major triad of ¢ f_éi 5 “ whether they approached it from #

W

O

T

or from f as follows :

Interlibrary Luan wer—:-
Corpus Christi public Library
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-

In this manner melodies of the third and fourth modes have become
to a certain extent pieces in our key of A minor, ending, so far as tllle
fourth mode is concerned, upon the dominant. And this is SO m.wT that in
the table of ecclesiastical keys adapted to those of the organ, which may
be seen in the Dictionnatre of Jean-Jacques Rousseau, we read, under
Third Tone, these words: 4 minor or G and under the fourth: w4
minor ending upon the dominant.”

Farmonists and organists, influenced by modern tonality, made’ use
of the chord of the dominant in the first and second modes as a form

of cadence.

[ =5
= =

or even

——

In the third and fourth modes, the dominant chord itself became the
ending. (See the example already quoted.)

It is undeniable that these latter cadences are less harsh to modern
ears; but it is no less certain that they effectually destroy the ancient
tonality in effacing the distinctive characteristics of the four modes which
we have just discussed. The result is a bastard harmony which is neither
plainsong nor music.’

It is therefore essential fully to realize the strict obligation to follow
the first fundamental rule, which enjoins * the employment in each mode
of none but the tones of the scale.”

In the search for the true system of plainsong accompaniment, it is
important to be well on guard against a certain tendency toward smoothing
over, so tospeak, to which our modern ears are but too favorably disposed.

! {1 have translated literally the author's designation of music 48 Wm

plainsong. In France a Messe en plainchant signifies a plainsong mass; & M:ﬁ

musigne 8 modern composition,  Tr]
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REMARKS UPON THE FIRST FOUR MODES,

1o to the fifth and following modes, it seems best

fore proceeding
- § proper harmonization of the cadences

further to consider the subject of the
of the first four.

Upon close study
we have just discussed, are those which are the farthest removed from

For of the first two melodic cadences of the first and

it is apparent that the third and fourth modes, which

modern tonality.
second modes (¢ ¢, ¢ &) only the second is peculiar to plainsong, the first

belonging to two tonalities and serving our major mode as \\'L" as our
minor. The same is not true of the first two cadences of the third and
fourth modes (fe, @ ¢); they belong exclusively to plainsong; in nthq._*
words, they are completely foreign to our two modern I'l'l.(‘ulilt:,‘,"i. A scale in
which the supertonic is but a half-tone above the tonic is unknown in
our system. To realize this, take the three following series, each of three

notes :
I.

—
@% : ==
==

It will be seen that in the first series there is a whole tone between

. _~xed oY [ ()~ YU_2iz
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#__ -
@ —e——= _—

In this manner melodies of the third and fourth modes have become
to a certain extent pieces in our key of A minor, ending, so far as the
fourth mode is concerned, upon the dominant. And this is so true thatin
the table of ecclesiastical keys adapted to those of the organ, which may
be seen in the Ditionnaire of Jean-Jacques Rousseau, we read, under
Third Tone, these words: “ .4 minor or G, and under the fourth: “ 4
minor ending wpon the dominant.”

Harmonists and organists, influenced by modern tonality, made: use
of the chord of the dominant in the first and second modes as a form
of cadence,

P = =
=
—

T k=

or even
=
r3 —= { 1 |

=

In the third and fourth modes, the dominant chord itself became the
ending. (See the example already quoted.)

It is undeniable that these latter cadences are less harsh to modern
ears; but it is no less certain that they effectually destroy the ancient
tonality in effacing the distinctive characteristics of the four modes which
we have just discussed. The result is a bastard harmony which is neither
plainsong nor musie.!

It is therefore essential fully to realize the strict obligation to follow
the first fundamental rule, which enjoins the employment in each mode
of none but the tones of the scale.”

In the search for the true system of plainsong accompmhnent,
important to be well on guard against a certain tendency towa:
ot'er, so to speak, to which our modern ears are but too favo:

the first and second notes, and again between the second and third ; that |

in the second series the first and second notes are a whole tone apart, the

second and third but a half tone: finally, in the third series there is only

a half tone between the first two notes, but a whole step between the sec-

ond and third. Of these series the first is the beginning of the scale of

our major mode; the second of our minor scale; the third, however, of

neither of our modes; it belongs only to plainsong. |
Now notice that organists and accompanists, not being able, to speak

harmonically, to account for this / descending to ¢ in the final cadences

of the third and fourth modes, have been led to consider this ¢ as the

dominant of the key of 4 minor, and consequently have accompanied it by

: _'é%_ n whether they approached it from &
— T

the major triad of ¢
' [I have translated literally the author's designation of music as distinet
or from £ as follows : Plainsong. In France a Messe ¢n plain-chant signifies a plainsong mass;

miusigue a modern composition,  Tr.]
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Such a proceeding: through the m i_uure.o[ the Chromatic wlith }l;he diatonic,
has introduced an effeminate element 1010 n.mstc ;‘and all the entrench-
ments of modern tonality upon the Gregorian system €Xpress only .the
aversion, the revolt of the ears against the .pretendefl severlt‘y of .ecclemas-
Nevertheless this severity is inherent in the (hatomc. system
upon which plainsong Tests. If there were need c.af ‘den‘sonstratmg this
fact, we would invoke the authority of Pﬂ.(il‘f‘ Martini, _\\-110 declarfacl the
true character of plainsong to be serious, firm and vigorous, while the

chromatic species, which is not based upon whole tones as is the diatonic,

has been excluded because of its effeminacy and the inappropriateness of

infamae nota non caruit).

its melodies,! (ob nimian molitien, 1 :
Incontestably, the true harmonization of plainsong must differ from
has to do with a totally different system of

tonality ; and it i inevitable that certain harmonies wl:xich are fmot only
justifiable, but indispensable in the accompaniment of plainsong; will shock
us at the outset, and, as M. de la Fage has well said, seem ‘ gffensive fo
aur cars’' because they are contradictory to the sentiment of the rules of
This by no means implies that one who would accom-
pany plainsong must abstain from being a musician ; on the contrary,
knowledge of both systems is absolutely necessary in order to make the
o emphasize the character and to

tical music.

that of modern music, for it

modern harmony.

one distinguishable from the other, t

mark the limits of each.
The foregoing justifies the harmonization proposed for the firsttwo

cadences of the third and fourth modes :

,

the only natural harmonies, we repeat, together with a third already given.

Upon close examination, the cause of the harshness of these two
cadences to our ears will be seen {0 lie in the fact that the & minor chord,
in the modern scale to which it belongs, suggests the note & flat, while
the ¢ minor chord in like manner implies an / sharp. But it is necessary
that the absence of any effect of our scales shall be as complete in the
case of the harmonization of plainsong asit is in the melodies themselves.

' Sue Sagpio di contragunio, p. 30.

~aQ YT B L P — N ———
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We speak not only to those who, carried suddenly from the region of
modern tonality into that of the church, are proneto find in the latter only
that which is disturbing and uncouth; but as well to those who, while
sincerely believing themselves to be faithful upholders of the latter system,
are nevertheless governed in their practice by their aural instinet, accus-
tomed as it is to the refinements of modern art. Perchance some will
cry out against the harmonization of the first two cadences of the third
and fourth modes: but it is to be hoped that the strange effect of these
harmonies produced upon their ears will be but a passing impression ; for
we are convinced not only that they will soon become accustomed to them,
but that they will eventually conceive a liking for them. For what is
there in these harmonies that is not found in the melodies as well?

This invincible logic of musical facts, which dominates us despite our-
selves when we have once opened the way to secular tonality, will no less
completely govern us if we return to the severe conditions of that of the
church. These harsh progressions, before wounding one in the harmoni-
zation, will disturb one even in the melodic cadences, not only of the first
four modes, but as we will presently see, of the seventh and eighthas well,
when the progression from the note below the final to the final itself is by
a whole and not a half tone. If our ears have already made an effort to
become accustomed to these intervals of a whole tone in ascending and a
half tone in descending to the final of a plainsong mefedy, why should they
refuse to accept these same intervals when encountered in the bass or in
one of the inside voices?

In conclusion let it be said that what we have characterized as the
harsh effect of certain melodic cadences, as well as of the harmonies
naturally and logically demanded by them, is truly such only to those ears
for which a “Gregorian education is not intended, On the contrary, we
find here a source of great beauty, and these seemingly elementary llm:ui
rough harmonies bear a singular stamp of calm majesty, of vigorous sim-
plicity which blends wonderfully with the expression of august placidity

and of heavenly peace. They float above the obscure region in whi&
we lli\-'e. They are the harmonies of souls, and not those of physical
bodies. They whisper of death, it is true, of the death of that which is
earthly, but they tell of the unspeakable joys of that life which ’hm.
out end, This is what imparts to plainsong that ine nmunicable
character which secular art vainly strives toachieve, a’aﬂw&, ¢
effaced in the attempts at accompaniment h\thermmda\w
when accorded the treatment for which we plead. C T R
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CHAPTER IV.

THE FIFTH AND SIXTH MODES.

I THE FIFTH MODE (THE THIRD AUTHENTIC).

Tae final of this mode being / and its dominant ¢ upon which notes

E.
are formed the following triads: %:—% =
S =

from our key of F major only in the & natural of its scale. But since the
b is siruate& near the middle of the scale, and therefore is frequently
conjoined melodically with the final, it happens that certain melodies
of the fifth mode appear to have been composed in our major mode.
But it must not be lost sight of that this resemblance is dependent
upon the presence of an accidental introduced solely for the purpose of

avoiding the tritone.

This would seem to be a favorable opportunit
generally prevailing custom of placing a flat in the signature of this mode.
Even if it be necessary to alter every & in the piece in the avoidance of

the tritone, the flat should be introduced each time as an accidental.

This unfortunate habit has served to introduce too many b fats into
melodies in which the accidental has no place.

The final and the dominant of this mode being identical with the tonic
lows that in pieces where all the b's
esent the strongest resemblance
As in the

[I this mode differs

y to protest against the

and dominant of our major scale, it fol
are flatted, the harmony will naturally pr
to that of an accompaniment of triads in our modern system.
other modes, chords of the sixth may be used when necessary; but in all
.rsion of a triad, that is to say, the six-four chord,

cases the second inve
must always be avoided ; lest the cadences of this mode shall become

melodically identical with those common to Our major keys. The intro-
duction of this six-four chord being relatively modern, it would impart to
plainsong the effect and the expression of secular art; which could never
be anything but a detriment to the true character of church music, Thus,

when the following phrase completes the melody (ﬁ_;{___—_g ___gz__u

it must be accompanied as follows

- - SN
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H | ‘ _“
= —=——
: =i = s

instead of

= s
= yj__ -._1_' —H '%” = = —H
| but by these: ] |
L__Fz‘_____&__ q—_—.":_z:':g:ﬁ
l | P i

B.ut if ‘it happen that a/Z the &'s of a melody are not altered, then the
tonality will return to its own ; in other words, from the exception we will
come back to the rule. The several voices of the accompaniment must
con’f’orm to the melody itself, and the & faf will be introduced only to
avoid the tritone, as in the other modes.

I\'[elo?hes in this mode usually begin with one of the notes /£ a. or ¢
all of which belong to the chord of the final. Some melodies will be,
found whose first note is g, which is a part of the dominant chord

EXAMPLE OF FINAL CADENCES OF THE FIFTH MODE.

25
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EXAMPLE OF THE FIFTH MODE,

SANCTUS.

ctus, San - = = ctus,

— - .

e ctus Do - mi-nus De - - us _.____E_-— — ——:“-1——'&— = lS‘ = i
?"—_‘_—____.1__—'—-_'_'_'_-_—_____— i e '—_—ﬁg:'_;-— = = F
’l:?g'jj—-—y'_ﬁzg — ——‘—g—__—_- o — [Later editions place this melody in the thirteenth mode. As the above harmon-

= - = = = o = Zae ization is characteristic of the fifth mode, however, the example is retained in its

original place. Tr.]

N
5 _____,;____"_.._.49-—— __._—:]_-—l
= /________9—-—2:__-_3—__0*—_—_':,,_._—;_%5’__2 : . [I. THE SIXTH MODE (THE THIRD PLAGAL).
In this mode the analogy with our major scale is less noticeable,
- = ba - oth despite the frequent use .of the b fat; f is the final as in the preceding
q mode, but the dominant 1s a, whence arises the frequent use of its triad,

e : £ __ D
p— p—— T which to us is that of @ manor %@E

w
—-———r?’_‘ i ; As to the cadences, they are exactly the same as those of the fifth
— 2= b .-—E-—l mode.

The accompaniment of a few of them follows :

Cor - - - = - de

T

L P —
==t == X 7
S 5:5‘5 F. D o g = .
e— g 2 & j J or
N = = =
> —— -
P = bo— _—_.rj_ﬁ_ff;ﬂ i : : i
— | - = = de
] m

Cor
' =
Fa) - ; ; - l * =
e = ﬁ
6=—227—-—- 2% 25+ 1l 5= =

P2 2 2 2 o & o #& >
- J J_g__ ‘ = ! F
e e i a1 i | — i o 1
= S8 = H P jjd—’v:;—:vu [An extended example of harmonization of a melody in the sixth
{ ] found on p, 8g of the Appendix. Tr.) e

-
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44 Gregorian Accomp e
Accompz'.muu.nt of No. 3.
(Ableluia from the same sequence.)
Al -le - - - - lu - - - - - in,
CHAPTER V. == —— 21' f s U
g 1 ! : -
. P == = £ i~ T AR =
THE SEVENTH AND EIGHTH MODES. = g_zlpg'—’ _d_’;—.gfg,‘_g_g:_k& ﬁ_ﬁ_‘]
AT T s fore -~ ‘L Ur ATITHENTIC e - 1.
1., THE SEVEX rH MODE (II[I', FOURTH .\l.'llllsl\l[t,‘l. - :___";"_ Ig'_?__ —E'—i’J_ . é—
A - ! By e B !__d-—P:-r———f——l : i" !__ﬂ_
W I +

Tue final of the seventh mode is g, its dominant &
The chords which will be employed most frequently in its accom-
n.

17
paniment are then the following : Eé g_J—_? ” - Nc: T mi - tu - o
— rr— - —-——6_,#{__&'_ e i =i
Melodies in this mode may begin with the final, g, with the fourth, ';:___dﬁz__g__g—:—g—g—-g—u
¢ less often with the dominant, &, and still more rarely with the third, 4. EaD: |, 1
If the first note be g & or &, the triad of the final may be used; 5: = ——a——— - |
d— = I I I H

if it be ¢, the choice of chords will depend upon the succeeding note of
the melody.

II. THE CADENCES OF THE SEVENTH MODE.

The final cadences of the seventh mode are the following :

==

oz —T1
=
___’J' — ]
—F e £ _r,-_ e ——
k- 15 = —— —
i e—

Accompaniment of No. 2.

( Example taken from the sequence Zauda Sion.)

-
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OF THE SEVENTH MODE.

EXAMPLE

e Feast of St. A gnes.)

( Alleluia and Verse for th
- = = dem .-  ted

Quin - que P

Be———on —
_.__5[9,_F_ —— S .~ E—"
| i I = I =
| ]
me - - i i
di - & an. - tem no - -
= - - cte

'_‘___1__—fl——'"‘—— o l
Z- —'g—g:?j'_—"fﬂ. —
Z—

bt ———————7 5 ¢ < - &

—p e —
; 1 it = 7z
e = ¢ = > 5
i = —_
|
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Il. THE EIGHTH MODE ('1‘}{13 ]"OUR'I‘H PT...!\G:\I.?].
gand its dominant ¢ whose triads are:

The final of this mode being

D.
ts similar to our scale of C

.‘_:—’_q] it is in many respec
=
=7

major. 1t differs from the latter in that its cadences end upon g our
and also in the absence of the

1 of upon & our tonic ;
nding or descending.

y be any one of the scale except e
ther modes in regard to the choice of

dominant, insteac
w-tone &, whether asce

Jeading
The first note of the melody ma
for o

the rules already given

and &/
| apply equally well in

harmony wil this case.

Iv. THE CADENCES OF THE EIGHTH MODE.

same as those of the seventh ;
;]

mode are the
e the triad of the dominant, ¢

The cadences of this
ever, to introduc

care should be taken, how
as often as possible.

| the preceding one that it is well to em-

It is chiefly in this mode anc
sixth composed of a minor third and major sixth

ploy the chord of the
(i. e.. the first inversion of the diminished triad), as shown twice in the

following examples. This chord, which is no longer common in modern

music, will thereby impart
perfectly with the character of plainsong.

to the harmony an ancient flav
: : y an - flavor and an effect
which accords e
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[ e REMARKS UPON THE LAST FOUR MODES.
-
5 ——F———~—— > —— — Let us again pause to consider briefly the last four modes as we did
gamn p }
e . .
—”'_'"f _ ctus, Do - mi-nus De- us the first four. We saw then how alterations had crept in, through the
- —r—— ——'—:—? raising of the ¢in the final cadences of the first and second modes, and
___)-_'—'F:«;{-_—-—stj____g——_y;_ similar treatment of the g in the final chord of the third and fourth. We
= T [ may observe that the seventh and eighth modes in their turn have
J ‘ suffered alterations of a like nature, The fifth mode is the one which
L2 e o
e resembles most closely of all our modern tonality, and, when the & is
o—& ‘9—_ T’—f;_ flatted to avoid the tritone, which is identical with our major scale.

Since in this mode the interval between the seventh degree of the scale
and the final is a half-tone, the ear is well accustomed to this series,

- T ———e—z—— which is not only exceptional but actually foreign to plainsong: £ & @,
= g 27— 2o— b Aat, ¢ d, e f.

NN

Led on by instinct and by this analogy, it is but a step to the altera-
é________j - tion of the seventh mode by the raising of the 7, without perceiving that
=2 2

——— thus altered, the seventh mode is identical with the fifth, as to its scale,
- is deprived of all raison ’étre, and is actually distorted. The following

example of the two scales one degree apart will demonstrate their identity,
¥ when thus altered :
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justify the us¢ of fsharp in the seventh
ain sentence of Guido d'Arezzo,
and disputed. This sentence,

riters attempt to
nce tod gert

which, however, is ambiguous
ise of / sharps would seem to sustain

though it is true that it refers to the v
the opinion of those who with us repudiate the / sharp as being an
alteration of the tonality, rather than of those who permit its use for the
sake of smoothness.”

Be that as it may, We
of all times and of all places has
for the reason, let u
the tritone can be
only one which may be

The moment when ecclesias
gainst it by
tion of a wholly
s the diatonic order upon which plainsong
en tolerated, when it was fot
night follow its admission into

Several W
and eighth modes by refere

the sense of

must not lose sight of the fact that the theory
admitted but one variable note, the &7
his note being the only one with which

s repeat, that t
other note of the scale, is also the

formed by any
modified by the flat.

tical tonality is
secular art is not
heterogeneous element, which

waging the most desperate
war ever declared a the one in which it can
disarm itself by the adop
without any reason destroy:
1If the f sharp has sometimes be
e the consequences which 1
duction to-day would be a fatal and deplorable con-
lern tonality. We must take care not to

ted as is this same modern tonality
]

rests.
possible to forse

plainsong, 1ts intro

cession to the demands of moc

fall into a pit as cleverly construc

which insinuates itself upon our ears.

f,.-’:h"lru.f seil mocet ) sa 17 .
[} ar , Jd !ﬂ( awtem masy

& 57 autent eam vis plenis proferve won Ligi
wint-Looronit), which may thus be

(Microl,, chap. XV, M de S

Placet Jiguescere.”!
o render srictly the £ natural in the I'l':IJU\\‘ing;'EiE-. - “

translated : “1f one wish t
more agreeable to render it as / sharp Accord

there is no objection ; but often it 15
f the use of the / natiral ;a8 1o the sharp, he
i he

ing to this translation, Guido approves o
admits that it is softer in offect, which is true.  But it is by no means certain that {l
word liguescere Tefers to the half-tone. (Seein Part 2 of the fourth year of Ih. i 1::
0 Revme de Musigue reliiricnsé, R
50 5 =l s ¢ stvandun, considering that we find
1¥||,~ ‘wmi employed in certain of the phrases of Guido where it is impossible for i
signify rafsing by @ halffone. It is true that Dom Jumilhac said in l‘FJl.F‘.l'i'rlr:i' r;r “ t.('.'
4im that this alteration (the shirp) :‘I)l’:*l.l“. |I,, [}],:'::

» published in 1854, the remarkable discussion of Alhé

sentence: ® Some mosicians el
m.ltural in this kind of progressions that they, who are accustomed 1o de i
without reflection, make use of it nat only in final cadences, but plw-n .;.: : lt'-t't!r?-lluug.
(La Science ¢f lr Pratique du Plainchent, p. 18g,)  If some m,;qi; i el .
the half-tone so naturally and without reflection, does it not im.pl b t.llut i:nl}::lilrk;::]fr :lI :

L hiacls

they are susceptible to the influence of secular tonality ?

¢
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We hope indee b i
i 5;1:1(‘-111;1:;»]1;(.3 ‘f:‘r the mu.mhl‘x l\lfl(_;l'l,‘.ul.!riilll tonality ; it will trivmpl
Sl el n domaing it will reign there 'l' b u"t[n
otit {hﬁhr::llb‘ll.lllh‘ but upon condition, sime gua won t-] h (}nuusl}: a'l‘\d with-
c‘lnli:md in it own: splendat, fres from svet @ nmony that it r(:lmn s own,
lies its power, its beauty. y spot and blemish,  Herein
Let there no Inngur‘ be an attempt to .
desire for e ’ 3 ally in favor of the /s )
e l|:231].:_-]|133r(m 1[}\1:?. [nnc hand, with the necessity for u{ui’:;::ﬁ- :i::
e i ccrt;ninl 'g-_;“i(.,:.‘:r-r.““'m'l-vml-“.c maintain that the use (; the
issigs an e ,,,-,l '| .....lh a violation of the fundamental laws uf
e e e 'n .\‘IlillL‘ to declare that the pretended partisay
by the Cﬁclllinu‘lc im:.u:l:‘-).;“u those whose minds have so been nﬁloc‘:c:;
identifying “‘c""‘*cl‘-m-l :*L Illf modern tonality, that they are illt‘lliml'Jlllc o
e AleReR AT l‘l o m-‘l'\l”l I.hc clements and  characteristios .‘Jf the
of the / sharp into the ’.- i]|u true that those who demand the intraduction
i Filia ;tn;;l(lur . “rhit..l;., 11[1‘ mode are deceived in their point of vie
LayioE) G ;::1::1 " i: :| thlns mode, Ehrnngh its final, presents with a::'
e .m l‘ln‘ili.:h the impression and under lht.;. domina-
o« kAl "UW‘ .Ihnl they view the melodies of the eighth
 Fath N copHsRlss l{__tnnat:lncc.s the / natural disturbs them nnltl
seek fo C-‘ihlblilsh' e ‘«n:-lim. the f fﬁur;ﬁ, But if these musicians wnB{:
C bt e n-{ {1.. ’}1 .Ir;.,)- of this eighth mode not with our seal “'of
e l.{mi(;. ‘|_ they meId consider the g, our dominant y
et e ) as the dominant, they would find ths o a8 the
es of accompaniment in this mode s R
would be convinced that only the fﬂ"ff ‘tc... would disappear, and they
W kbt avoiding bbb
of itself : for the seventl . one, this matter wi
il (‘“mm:]:‘ llllu“ ::Il].:(‘nllh m'lf.l cighth modes, like the [11111:;:: :I“ take care
e :’ ‘.1 the tritone shall be avoided By 11 s, are subject to
avoid []{:' S large number of cases the / alt Y }l the flatting of the 4.
S .r/rrr:}f‘mlchlfm.u,‘ “”.’y to establish the interval nt;':‘d}>y' 1!113 s muld
i X as will be seen in the followin iminished fifth from
. -s ”) ']Lnnmmzt:ll a8 an {llustration of the ME l!'n;lm])ic. tadeen Erom w.
ce what would be gained by thus falling frc:::‘:':hm;::? . m" v
arydti e G

(Grmduel de Nevers, page 346, adition of
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;¢ the phrase is as correct as it is
i it by the use of the b fle
in avoiding it by
harmonious- _ :
| Tritone of the diminished fif th'______l___————_——_—_
";;,#’;_'_::. ——f—
i - b - e - um,
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ity i i d
.« way the tonality is not disturbed.
i? :?:: “b?ayadded that this interval of a diminished fifth, f sharp, ¢,

substituted for the tritone £, &, (which might easily be co“";‘:tefli by the
& flat as has been shown), is severely Ft)ﬂdemﬂﬁd by thaseft EOTISt.S w.ho,
like Abbé Janssen, conform most strictly to the rules of ecclesiastical
Iona'll“ll?.; learned Coussemaker is 2 recent brochure commentec.i “Ffon a
similar case, that of the interval ¢, & fat ; but only be.caus& of 1tsl singu-
Jarity, since he hastened to observe that the ‘m:muscon from 1wluch the
cxar;lple was taken was an evidently corrupt plece of plainsong.

In conclusion let us Teturn to an observa.tloq already made. ‘Cm‘-efu]l
study and comparative analysis of the ecclesiastical modes have inclined
us to this opinion: that while all the modes are undoubtedly favorable to
the occurrence of the tritone, they are not eqwk.mlly so; and that the
seventh and eighth are those most threatened by it. In these two modes
it is certain that melodic groups will be found where the / and the &
will appear in such combinations that even .withmll actually pmcluci]jg a
flagrant case of the tritone, the effect of it will nevertheless be felt, .I.‘he
affinity which these two modes present for that strm.lgc element gives
them a peculiar character. Here is shown the convenience of the chord
of the sixth of which we spoke previously, whose tritone has no connec-
tion with our dominant seventh chord. In the latter the &, being the
leading-tone, must resolye invariably to the tonic ; while in our system of
plainsong accompaniment, the 4 is devoid of significance, and may pro-
gress upward or downward indifferently, as in the examples already

given,

\Chants lituriigues de Thomas d Aempis, Ghent, 1856 After citing the example
of whith we have spaken, the anthor corfinues : “This proves that the tonal sentiment
which later on produced the modern system, existed, as we have said elsewhere, long
before the end of the X VIth century, since it is to be observed even in plainsong,”

BT [, RN T

The Transposition of Modes. £

CHAPTER VL
THE TRANSPOSITION OF MODES.

Berore approaching the subject of the transposition of modes, it
ceems necessary yet again to deprecate the unfortunate custom of certain
organists of assimilating the various ecclesiastical modes with certain of
our modern scales, thereby introducing into Gregorian notation acci-
dentals which have no place there. Thus having confounded the first
and second modes with our key of D minor, the third and fourth with £
minor, the fifth and sixth with 7 major, and the seventh and eighth with
G major, they have been led to place in the signature a flat or a sharp as
the case may be, as though they were writing in our modern system. This
error naturally leads to others in the practical transposition eof modes,
which serve simply to transform the plainsong modes into our major and
minor, since in our system there is no difference between 2 minor and A
minor as to the modality, any more than there is between F major and
G major.

As one of the most difficult elements of the art of accompaniment is
unquestionably the transposition of modes, it should be carefully
practiced from the moment when the ability correctly to harmonize each
mode according to its peculiarities shall have been acquired ; it will not
suffice to be able simply to harmonize the notes as they appear upon the
pages, one must be capable of transposing a plainsong composition, that
is to say, of raising or lowering the pitch according to the compass of the
voices at one's disposition. The various pieces of plainsong being
written wholly within the natural scale of the various modes, certain of them
are adapted to low voices, others to high ; whence the necessity of trans-
posing them up or down, according to circumstances, This transposition
may be by an interval of a half-tone, of a whale tone, or of several de-
grees.

Let us suggest a simple and practical means of determining the
nature and number of accidentals which must form the signature of the
piece after transposition, in order that the order of the mtewds m -
preserved.  To this end it will suffice to compare the final of the
to be transposed, whose signature is of course devoid of accident
the tonic of that one of our major keys which is similarly free
cidentals ; that is to say, C maser. _ i
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As an example let us take a melody in the lowest of all modes, the
5 Feast of the Dedication @

response for the

—

second : @

. @ est do-mus.

2 Fun-da -
elody, of which only a portion is here given,
¢ the highest, its octave. If it is
at least a fourth, so that its

e entire m
the lowest note isa;
be raised by

In regarding th
it will be seen that
be sung by tenors, it will have to
range will be from d to d.

The final, # being raised a fourth will become g. Now let us pro-

ceed by comparison : the tonic of € major, which we have adopted as a
standard (since it has no accidentals in its signature) is one degree lower
than the final of the mode to be transposed, which is 4. Descending
one tone from our new final, g, We find 7 and in our system the key of
F has one flat in the signature.
Thus in accompanying this melody
be understood.
In the majority of plainsong books, howev
the head of the composition, and the choirmaster and the organist
time enough to determine it. In such cases a
method may be adopted which is more expeditious, but which offers the
serious disadvantage of leaving the final and the dominant uncertain, and
consequently the modality as well. One can only compare the first note
of the melody with the tonic of our € major, instead of the final which
there has been no time to find. This method, which we suggest only as
an expedient and which must not be abused, shares with its forerunner
the advantage of indicating with accuracy the accidentals which must be
considered as being contained in the new signature, in order to avoid all

confusion of the ancient with the modern scales.
Let us again make use of our example to illustrate its transposition at

the interval of a fourth by this second method. The first note of the
melody is @; our tonic ¢ is a minor third higher. This @ transposed a
fourth becomes &, the note which will determine the nature and the
number of the accidentals will be a minor third above this &, or f; and
as in the preceding case, one flat will again be placed in the signature.
When one has had some practice in transposition, it will be seen that in
order to determine the signature, it is necessary to compare the trans-
posed mode with the modern key which seems to correspond to it, and to
realize that in every correct transposition there may be one accidental
more or less than those which might be expected.

at its new pitch, one flat in the
signature will
er, the mode is not indicated

at
will not always have

NPT R [ T O
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it may be said that the first two modes,

To sum up the whole,
eir final, are exactly one tone distant from

# in common as th
our scale of €, which like all plainsong modes has no accidentals in
the signature ; consequently in the case of these first two modes the key
which will indicate the number of accidentals will be found one toné lower
than the new Ginal. Thus, if e Zaz be chosen for the final, the signature

will be that of D fat.

In the case of transp
final is a major third above ¢ the modern key
below the new final will indicate the sigml[ure‘; for
as final, the signature will be that of £ fAat.

With the fifth and sixth modes, whose final is a perfect fourth above
lower than the new final will be

having

osition of the third and fourth modes, whose
situated at a like interval
instance, if g be chosen

¢ the modern key correspondingly
sought.
And finally, as to the seventh and eighth modes, the final being a

perfect fifth above ¢ in like manner the modern key will be found a

perfect ffth lower than the new final chosen.
Under all circumstances one should avoid transposition to keys con-

taining too many accidentals in the signature.
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CHAPTER VIIL

THE ACCOMP‘ANIMENT OF THE PSALMS.

1d be pointed out that while the notes used most. frequently in

ol EclP s are the dominant and its immediate neighbors, there

- P-.:;alE 1\11:1; ;bdin-rs: those which close upon the final and are called
::rr:r;;;;j a}::l-thosc whi:‘h, terminating above or ]?:_3[0\.\' I;h!e ﬁnfal, ar;e calle
sncomplete. The justification of these latter lies 1n tle1 actb that t.:le
psalm and its antiphon forming one cumpllcte \.\‘1105(’.'.. as has ea?n said,
= s hon is the element through which 1t achae‘vcs its completlor}. It
s antiphon which determines that of the Tone.

i . the mode of the _ : .
=l les will be followed which have already been

For the Psalms the same Tu .
i - :ent of other melodies.
e l:‘;:iﬂ{;ﬁ“;‘;l’c‘:ﬁ;::]tn‘nf :nI i:resem on the following pages the
acc;t;;:::il:;ients of this important part of the Divine Office.
1is treatise which follows will he found :
1. The various Tones for the Psalms and Ca}'\ticles with those for the
Glaria Patri at the Introit ; harmonized by L. Nlcc.lcrmeyer. :
2. Plainsong melodies in the eight modcs_. ‘\'.lth exam]‘)]e's of .tmm,_
position, hnrmo}tized in accordance with the principles of this T'reatise by

In the Practical Part of t

Eugene Gigout.

—e

[The artention of the reader is called to that portion of the Translator's Note on
e alc -

jati any 2 = d Tones contained i
page iil which refers to the vanation of many of the melodies and Tone: in

the Appendix from the form
differences are apparent between the . .
and in 1god, those of Ratisbon and of the Benedictines of Solesmes respectively, the
wisdom of retaining the examples in the A ppendix as they were set forth by its com:

to which he may be accustomed. But since even greater

two editions authorized by the Holy See in 1870

pilers will hardly be questioned, Tr].

Appendix. 59

APPENDIX.
NOTE.

Uxper the designation Appendixz we have added to the various
examples contained in the original edition of Messrs. Niedermeyer and
d’Ortigue’s treatise a few well-known plainsong melodies, which have
been transposed and arranged for voices. The liturgical books from
which we have taken these melodies are those of Valfray, in use in Paris,
and of Reims et Cambrai, which with the versions of Kennes and of Digne,
from which the more ancient examples have been borrowed, are most
generally followed in France.

In order to affirm anew the laws of plainsong tonality, as this treatise
has been the first to formulate them. we have made use of none but the
notes of the Gregorian scale in the harmonization of the melodies, except-
ing the traditional alteration of the & to avoid the tritone. We have
consistently banished from our work all other alterations, which, despite
their incompatibility with the Gregorian system, prevailing sentiment has
striven to introduce into plainsong.

We deem it sufficient in certain modes of which the diabolus
musica seems especially characteristic, that this element should be indi-
rectly suggested in a few harmonic progressions.

Let us now consider the excerpts from the sequence Lawda Sion
which follow ; whose final progressions undoubtedly seem new, although in
reality they are very ancient, as will be seen. But in this connection, as
well as to demonstrate the uselessness of the / sharp in plainsong, a
brief digression is necessary.

The melody of Zauda Sion does not date from the thirteenth century,
as does the text; on the contrary, it is of much earlier origin.

But at the time mentioned it was not customary to introduce new
melodies into the Office-books ; such a practice was opposed partly by a
feeling of respect for the work of the great pope, St. Gregory, and partly
by an effort to preserve Gregorian music in its primitive purity ; un-
doubtedly also, as held by Abbé Jules Bonhomme, the lmmﬁwﬂpﬂu
of the Propre de Paris and of valuable works upon plainsong, it was de-
sired to make the ancient melodies popular among the faithful § in any
case the rdpertoire of traditional melodies at this epoch provid !
material for new additions to the service,

This was prudent and wise, and by no means astonishing.

TRV
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CHAPTER VIL

THE ACCOMPANIMENT OF THE PSALMS.
It should be pointed out that while the notes used most frequently in

the Psalm Melodies are the dominant and its immediate neighbors, there
1 close upon the final and are called

dings; those whicl

above or below the final, are called
tter lies in the fact that the
ole, as has been said,

are two kinds of en
complete, and those which, terminating
sncontpiete. The justification of these 1a
psalm and its antiphon forming one complete wh
the antiplon 1 the element through which it achieves its completion. It

is thus the mode of the antiphon which determines that of the Tone.
For the Psalms the same rules will be followed which have already been
laid down for the accompaniment of other melodies.

in conclusion t@ present on the following pages the

It seems desirable 1
art of the Divine Office.

accompaniments of this important P

Part of this treatise which follows will be found :
for the Psalms and Canticles with those for the

Gloria Patrt at the Introit 1,. Niedermeyer.
2. Plainsong melodies in the eight modes, with examples of trans-

position, harmonized in accordance with the principles of this Treatise by

Eugene Gigout.

In the Practical

.. The various Tones
harmonized by

e

[The attention of the reader is called
page i which refers to the variation of many ©
the Appendix from the form to which he may be accustomed.
differences are apparent between the two editions authorized by the Holy See in 1870
and in 1904, those of Ratisbon and of the Fenedictines of Solesmes TES])eCtively. the
wisdom of retaining the examples in the Appendix as they were set forth by its com-

pilers will hardly be questioned, Tr].
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APPENDIX.

NOTE.

Unper the designation Appendiz we have added to the various
examples contained in the original edition of Messrs. Niedermeyer and
d'Ortigue’s treatise a few well-known plainsong melodies, which have
been transposed and arranged for voices. The liturgical books from
which we have taken these melodies are those of Valfray, in use in Paris
and of .ii’e:'f;:! ¢t Cambrai, which with the versions of Rcm:‘zs and of D.;'gm’
from whic the more ancient exam 7 7 :
generauy e ples have been borrowed, are most

In order to affirm anew the laws of plainsong tonality, as this treatis
has been the first to formulate them, we have made useiof none but the
notes of the Gregorian scale in the harmonization of the melodies, exce te
ing the traditional alteration of the 4 to avoid the tritone. .'\;\’e hp 5
consistently banished from our work all other alterations which desat.e
their incompatibility with the Gregorian system, prevai'ﬁn:r sentir;lentli:ae
ctriven to introduce into plainsong. 5 5

\j\a‘e deem it sufficient in certain modes of which the dialolus in
musica seems especially characteristic, that this element should be indi
rectly suggested in a few harmonic progressions. o

lLet us now consider the excerpts from the sequence Zawda Sk
w111cfh follow ; whose final progressions undoubtedly seem new ainh 1:?
reality they are very ancient, as will be seen. But in this t:(;nnec(:;‘g .
well as to demonstrate the uselessness of the f sharp in plai o 35.
brief digression is necessary. ‘ S

The melody of Zauda Sion does not date from the thirteenth
as does the text on the contrary, it is of much earlier ori -;n S

Bu.t at the time mentioned it was not customary :clag'lin.trod' :
melodies into the Office-books ; such a practice was o paseﬁpﬂ:lm ' m
feeling of respect for the work of the great pope, St. gmgm:y anﬂy - Q
by an effort to preserye Gregorian music in iltis 'pﬁmiﬁim. ‘m
doubtedly also, as held by Abbé Jules Bonhomme, the leamlﬁ 3
n‘f the Propre de Paris and of valuable works upﬁm' M.ahm
sired to make the ancient melodies popular a.mmtgpthe'
case the rdpertoire of traditional meladies at this mﬂl
mnt?ris.ﬂ for new additions to the service, : II

I'his was prudent and wise, and by no means as
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Thomas d'Aquinas utilised an old mel-

for his new hymn Lauda Sion, St
ody, that of Lauda Cructs. = . .

This is the melody which the commission of Reims et Cambrai has
faithfully reproduced, according to various n1an|:1sci‘11315 uf.thc eleventh
century. 1t is evidently written in the mixolydian mode (the seventh),
An analysis of its elements precludes all thought of the f sharp.

In view of this, how is it that in this 1'::gnrd the melody has become
so distorted to-day in v It no longer belongsto the mode
in which it was originally s, whose indications

arious localities ?
written, since certain editors,
show that they recognize its mod

al origin, evidently fail to take acco.nt

of the disturbance of the Gregorian system caused by the 1 sharg, which
persist in associating with the mixolydian mode, In all probability

this 1s accounted for by the fact that a large number of ancient melodies
have been drawn intn:; our modern tonality, and in their new form are
ior and minor modes ; with the former by the

assimilated with our ma]
abuse of the & flat or the presence of f shatp, with the latter by the intro-

duction of ¢ skazp and g sharp.
But as in our day it is proven t

in itself all the elements necessary
f music, melody and harmony
and reinforcing the effect of the other,

Very naturally we trace it
Gregorian tradition itself, in

they

hat the ecclesiastical system comprises
to constitute it an absolutely inde-
pendent species © mutually assimilating,
the one emphasizing the character
it would be futile to deny it its own place.
back to its source, which is no other than
order to discover the truth and eventually to establish it.

The progressions of which we speak are then no less than new, We
for assuredly no one will contradict us, that de-
1rp, or better, thanks to this absence, they
of nobility to which we have long since

do not hesitate to add,
spite the absence of the f sk
have preserved a distinct effect
ceased to be accustomed by modernized plainsong.

To us, their restoration is certain ; this restoration, or rather this too
tardy rehabilitation, we invoke with all our powers.

Worthy of notice, also, is the exceptional harmonic progression by
which we are obliged to accompany the cadence of the twelfth, a defective
and seldom used mode. Tt is well known that the final of this mode, &,
is the root of a defective triad.

In conclusion, we cannot too strongly urge the necessity of thoroughly
mastering the principles set forth in this work, which will cause the
ecclesiastical melodies better to be understoad, and consequently hetter
to be interpreted. It is clear that one and even more perusals of this
treatise, especially if made hurriedly, will be far from sufficient,

.lhu‘- 1{\ EoAE I

Appendix. 61

In view of the position attained in these times by musical education,
and in the expectation of still further progress, an organist or a choir-
master will no longer be permitted to ignore what has a direct bearing
on his art, and which may be said to constitute one of its most

up
essential as well as interesting elements.

The subject of Gregorian music must then be considered seriously.

On the other hand, and speaking from an entirely different point of
is it not of the greatest importance that the pupil shall dis-
tinguish for himself between what belongs to modern music, and what, on
the contrary, is the province of plainsong? Is it not possible that in
the course of his artistic life some circumstance may present itself which
will render him a defender of sound doctrines and of the glorious achieve-
ments of the past ?

To this end he must have profoundly considered those teachings and
oted himself to the rehabilitation of this work |

Thus may he too, building upon solid foundations, one day add his
stone to the edifice upon which so many generations already have la-
bored. He can accomplish this, if he have the, talent, by producing
works which as models will be strong enough to resist the tendencies of
the times; or by simply and modestly becoming a conscientious practi-
cioner and devotee of the beauties of an artin the cultivation of which he

has been educated.

view,

dev

EUGENE GIGOUT,
May; 1878
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THE SEVENTH TONE.
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VARIOUS MODES.

So

PLAINSONG MELODIES IN THE
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Example in the Eighth Mode.
O SALUTARIS HOSTIA.
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Example of the Seventh Mode Transposed. 93

: iment
an Accompaniment.
92 GngDrld P LAUDA SION — ECCE PANIS— ALLELUIA,
THE TRANS[JOSITIO\[ OF MODES. Excerpts from the Sequence, or Prose, for the feast of Corpus Christi.
TIA. \
O SALUTARIS HOS .
elody as the foregoing, transposed a minor third higher and harmon )
The same melody as 7th Mode ( Mixed). Lau - da Si-on Sal-wva - to- rem, Lau-da du-
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- - : — : * These melodies, as well as those following, are taken from the edition of m
e et Cambrai, published by Jacques Lecoryre, in Paris,  Like the preceding example, .

they have been transposed and harmonized for four yoices,
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13th Mode.
A h}urth 1113,11!.‘(.

Grcgorinn Accompaniment.

BENEDICAMUS DOMINO.
For Easter Day,
Be - ne - di = L':ll

Index of Examples.

[Unless otherwise indicated, the examples are accredited to the various offices and feasts according to
the editions of Reims and Cambrai, although in many cases the melodies are quoted from other sources.]

MODE 1.
Kyrie ELEIsoN (for Sundays throughout the year)

Panis ANGELICUS (Hymn in honor of the Blessed Sacrament)
MODE II.

saxcrus (for Sundays throughout the year)

LiBERA ME, DoMINE (Responsory in Office for the Dead)
MODES I AND IT MIXED.

Dies IRAE (Sequence from the Mass for the Dead) .
MODE IIL.
Kyrig ELEIsoN (from Digne edition) .

TantuM Erco (Hymn in honor of the Blessed Raxramem)
MODE IV.

GLORIA IN ExXcELsis (for simple feasts) !

Te DEvsM LavpaMus (Hymn of SS. Ambrose and _-\uguknnﬂ
MODE V.

Sancrus (Sundays in Advent and Lent)

Aporo TE (Hymn)
MODE VI.

REQUIEM AETERNAM (Introit of the Mass for the Dead)
MODE VII.

QuinQUE PRUDENTES (Alleluia and verse for the Feast of St. Agnes)

ASPERGES ME, DOMINE (Antiphon)
LAUDA SION

Ecce I'A.\‘ls} (Sequence for the Feast of Corpus Christi)
ALLELUIA

MODE VIILIL,
Saxcrus (for double feasts)

0 Sarvraris Hosria (Hymn of the 1v‘,1e«:qed ‘«auamentj
O SartuTaris Hostia (the same transposed)
MODE X (11).
T, JosepH, CELEBRENT (Hymn for the Feast of St. Joseph) .
MODE XIT (1V).
Acnus DEr (for Eastertide)
MODE XIV (VI).

BeNeDICAMUS Domino (Easter Day, at Vespers)

. . . .
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MT 190 .N53 1905 10188
Niedermeyer, Louis, 1802-
1861

Gregorian accompaniment
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