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FOREWORD

LL ANCIENT CHURCH MUSIC was originally intended to be without har-

Amonized accompaniment of any kind. It was all song, i.e. it was always sung to

words. Plainsong differs from modern Church Music in at least two important
respects: tonality and rhythm.

The perfection of an instrumental accompaniment to Plainsong should consist in
its strict agreement with the essential characteristics of the vocal melody it is meant
to support. Small in volume, simple in texture, it should never be allowed to hamper
the freedom of the natural rhythm of the sung words. In perfect sympathy with the
vocal delivery of the sacred text, it should be suggestive of much more than it is able
to express.

From the close of the sixteenth century until the last two decades of the nineteenth,
Plainsong was practically a lost art. Everywhere it was rendered by voices and
accompanied by the organ in a rough uncultivated manner: its melodies modernized
by the insertion of accidentals entirely foreign to the modes in which the music was
originally cast; its rhythm shackled by vain attempts to force it into measured bars
of equal length. :

‘These unhappy conditions are revealed in the examples given in the Appendix on
page 53, some of which are from the pens of musicians who were eminent in their day.
In the present volume every effort has been made to lay down definite principles
of harmonization which every organist who accompanies Plainsong ought to have
literally at his fingers’ ends whilst playing. Such knowledge will enable him to
become fully acquainted with the harmonic and even contrapuntal possibilities of
every ecclesiastical mode by being placed in a position to determine exactly how
and where he can introduce such things as the optional ‘B moll,” discords, both
essential and unessential, chord changes, etc., without unduly diverting a hearer’s
attention from the proper tonality and rhythm of the ancient melody he is accom-
panying.

We conclude with a reference to ¢ The Memorandum of the Winchester Diocesan
Church Music Committee ’ (appearing as Appendix ii, in the Report of the Arch-
bishops’ Committee on Music in Worship, appointed 1922).

In this Memorandum is stated that after two years’ work, the Winchester Diocesan
Church Music Committee has reached agreement on nine points, number two of
which is: ¢ The Study of Plainsong should be part of the general training of all church
musicians, whether it is likely to be used in the churches where they serve or not.’

GEORGE OLDROYD
C. W. PEARCE
Lady Day, 1924



CONTENTS

CHAPTER
I.—Notation, Staff, Clefs, Method of Reading, Accidentals. .

ITI.-—Plainchant and Modern Hymn-Melody Contrasted, Observations.

IV.—The Accompaniment of Plainchant, The Modes, .Examples of
Melodies 1n the Various Modes, Observations. :

V.—Additional Notes on the Modes, Misleading Finals, A Matter of -
Signature, Characteristics of each Mode: how best realized.

VI.—The Harmonic Basis of Appropriate Accompaniment of Plainchant,
Guiding Principle, Available Harmony, Illustrations of the Use
of Available Harmony, Passing Notes, Accented Passing Notes,
Suspensions, T'reatment of Discordant Notes arising from Melodic
Decoration or Elaboration, A Digression, Freedom of Discordant
Notes. ‘

VII.—Consideration of the Awvailability of the Seventh and Higher
Discords as “Chords’ of Accompaniment, Examples for Special -
Consideration.

VIII.—Consideration of the ‘Dominant Seventh.’

IX.—Anticipations, Pedal Point, Consecutive Fifths, The Use of the
Flattened Seventh Degree, Melodies in each Mode with Har-.

monizations.

Work) of the Tones, Faux-bourdon.

XI.—'Giving-out’ the Intonation, Boys’ Voices, Men’s Voices, Study of’
Neumatic Melodies, Antiphons, The Power of the Organ in
Accompaniment, Congregational Hymn Singing, A Final Word.

APPENDIX.—Specimens of the Harmonization of Plainchant Melodies
by Musicians of Note during the past Hundred Years.

Y

II.—Types of Plainchant Melody, Transcription into Modern Notation.

X.—Observations regarding Psalmody, Illustrations (ffom Students’

17

27
.32

35

45

55

P

R e o i o o g g Wi W g o g

THE  ACCOMPANIMENT
OF
PLAINCHANT

- Chapter I

.Notatibn‘, Staff, Clefs, Method of Reading; Accidentals.

ERRATA

- "Page 6. In footnote (1) for ‘modes,’ read ‘later modes,” and for ¢ Aolian’
%ead ‘Tonian.’ Aftgr)‘-rfot greatly used’ imsert ‘ And, although Mode VI
(sce page 14) and the melodic range of Mode IV (see page 12) are each
identical with the modern scale of C major, yet in neither case is Doh
(C) the Final, nor Soh (G) the Dominant.’

Page 12. In the N.B. par. at top of page, after ‘melodic flow’ read ‘For
the same reason Te (B) is neither used as a Final, nor as the extreme
note of a Plagal Modal range.’

Page25. In the quotation from the Bach ¢ Canzona,” end of first bar, read:
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i Chapter I

‘Notatibn, Staff, Clefs, Method of Reading, Accidentals.

NOTATION
SrxoLe Notes. There are three types of single note:

= punctum

W virga

4 diamond.

The shape of these notes has nothing to do with their duration.
There are many combinations of these notes assuming various forms.
The following are examples of a few of the simpler combinations.

Two-Note Groups:

% ~ podatus. The lower note is always sounded first.

H clivis. The higher‘ note is always sounded first.

In both the above groups the notes may be of various interval distances.
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Turez-Note Grours:

ﬁ torculus

— — = — —— S — - p-
%; - -
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Liguescent Grours. There are occasions when the very quiet rendering of the
last note of a group is indicated in the notation—that particular note appearing in
miniature form. Four such groups are :
” -,
. ¥ o . £
Epiphonus ——<—~— Cephalicus -
‘H'F'\

X B Y
porrectus

— % #—#— (limacus. Used in descending passages.

L 1 !

- . .
:@ # = scandicus. ‘The first note recelves stress.

:=:_ - i salicus. The second note receives stress,

There are also groups consisting of four, five, six, seven notes—made by combining
various of the smaller groups. :

Tur Pressus. This is a group formed by tying or binding two notes of the same
pitch, sung to the same syllable. It may occur at the beginning or in the middle of
a larger group. :
cal )

— P

N.B.—The first of the two notes of the same pitch receives the stress, irrespective
of its position in the whole group. Thus () and (8) would be rendered

S fa) >CéJ

THE Quitisma. This is a note written ', occurring usually between two notes a
third apart, and forming a group.

e
The stress is always on the note preceding the quilisma, which note is also somewhat

lengthened. The quilisma is sung very lightly. 'The group may be represented in
two ways, both of which are only approximately cotrect,

- -

e

—L IF_T_l

Semi-vocal Torculus T Semi-vocal climacus 555! =

THE STAFF

The staff always employed in ]-?Iainchant consisted of four lines:

THE CLEFS

There are two clefs used in Plainchant, namely,

The G or Dok Clef —H——

The F or Fah clef —F——

They are movable and they indicate the position of Doh and Fah respectively.
Sometimes at points in the progress of a melody, the position of the clef is altered—
placed upon a higher or lower line. This is to avoid the use of leger lines.

METHOD OF READING

The best way of reading Plainchant notation is by the application of the Tonic Sol-fa
method. This system also facilitates the transposition of melodies for the person

-performing the accompaniment.

ACCIDENTALS

The only accidentals used in Plainchant notation are the flat (p) and the natural ()
signs. Only one degree of the natural scale is ever inflected—the seventh degree
or the note B. The appearance of this flattened seventh-degree as a melody note
will lead, later on, to the consideration of the use of it, in combination with others,
in the accompaniment. The influence of the flat extends only to the notes belonging
to the word in which it occurs,
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Chapter II

Types of Plainchant Melody, Transcription into Modern Notation

TYPES OF PLAINCHANT MELODY

The two types of Plainchant Melddy are known as (i) Sylabic, and (ii).MeZz's.mcztic
or Neumatic.

(1) SyiLaeic MEtopiss. In these, each syllable of the text is sung to a single note
(or occasional syllables to a small group of notes).

MODE VIil FE-——Il 2 — i

Be-fore Zhe eriding of Zhe day Creafor of Zhe world,we forayy.

(i) MeLismaTic or NEumatic MELopies. In these, single syllables are often sung
to more or less elaborate groups of notes represented by neums. The beauty of such
melodies cannot be realized unless rendered with proper understanding of their

rhythm.t 4 :

(7/[;0&’9". e Sfera. A

This notation seems to be vested with a kind of ‘mystery ’: and it is perhaps interest-
ing to find, even nowadays, in the ‘ articles of agreement ’ between master and pupil,
that * the pupil is to be trained in the art and mysrery of music.’2

TRANSCRIPTION INTO MODERN NOTATION
The difficulty of reading from strange clefs and old neumatic notation is well known.
"To obviate this difficulty, melodies are often presented in modern notation on the
five-line staff and with the & clef. It is now generally agreed for the following reasons
that the unit note should be the quaver. :
(#) that the quaver is suggestive of the light, fluent method of rendering plainchant,
in contrast to the heavy, slow idea suggested by the minim.

(&) that quavers are easily grouped—the advantage of which is shown in the trans-
cription of elaborate melodies and also in any written accompaniment. The ‘minim’
arrangement oz is done away with. (See Appendix, page 55.)

(¢) that in the accompaniment, the representation of sustained chords can be more
conveniently written—two, three, four quavers can be written over chords repre-
sented by crotchet, dotted crotchet, and minim respectively, and so on.

18ee Chapter XI, p. 52.
% 'T'aken from *Articles of Agreement’ in possession of Dr. C. W. Pearce.
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TRANSCRIPTION OF HYMN MELODIES

In some recently published hymn books the minim is still adopted as the unit note
when Plainchant hymn melodies are given with modern notation. As a minim beat
and a guaver beat may be of the same duration (which means that whether 4 hymn
tune be written with either minim or quaver notes as the unit, it can be performed
at the same speed), the matter is simply one of appropriateness of notation. Most

‘modern hymn tunes are in strict metrical rhythm, and it matters little what the unit

note may be; but Plainchant hymn melodies are in free rhythm, and their accom-
paniment is not so much a change of chord with each melody note (as generally holds
1n metrical hymn tunes) as a change of chord suggested by the sense of the text. This
suggests that the quaver unit.is at least as appropriate as the minim, and there is little
doubt but that the use of the minim as unit has led to a dreary, heavy, and un-
attractive way of rendering these pliable, free-rhythm tunes. .

"INADEQUACY OF MODERN NOTATION

It must be remembered, however, that as the elasticity of Plainchant cannot be truly
represented in modern notation—it is an advantage to be able to sing from the original
notation. But the printing of these old melodies in the original was probably found
detrimental to the popular spread of Plainchant, and so their transcription into
modern notation with the quaver as unit is strongly commended. Under the guidance
of a skilled choirmaster, the rendering of even elaborate melodies, though read from
modern notation, need not lack the intended freedom and fluency. '

Example.—Transcription of the melody in Mode viii on page 4 (transposed a tone

lower with an accompaniment).

4 14 |. ; 3\ 1\ B N I
312 » 1 T [a] iI il s T T oy Il My 1y B

78 N R i S W M i i o . . A .
Ny - e }
o = Via

y | I 7P 1
el

IO Y ) v ] > 1 ] = had
LS P - M 1] ] [l ] Fi 1 f ol
Far I; b 1 : 1 | 1 1] ‘
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Chapter III

Plainchant and Modern Hymn-Melody contrasted

THE BASIS OF PLAINCHANT MELODIES

is the modes, and in order to accompany Plainchant melodies appropriately, a
thorough study of the modes is essential.

Plainchant melodies were composed centuries before that special and fixed order of
tones and semitones, which characterizes our major and minor scales, was known.1
And these old melodies, therefore, have characteristics—have an atmosphere—quite
different from those of melodies based on the modern scale. If the following hymn
melodies be played or sung, differences in tonal character will be evident at once.

Mode 11
r)(cz} . -
N S A | e ™y . A _ Y I T 1 -
B 1 T A DU . [l 1Y 1 S IS . R | ] T T
Ey -

2} J_é—d—d—d—H—J—d—J— -
Now Lhal e cﬁy/{yé/f szA:f Che 5@ %ngé‘oargearfsfa God orz é{yfi

I — P — = — " T . e
p, i S ) L ] 1 i \r ¥ N T MY ¥ 1T | - | 17 | il § [h] [|
et 17 A A £l | i} i | | 1 ] 1 [| N _J__af | - ] - d d
L g4 - - r - ¥ i r ;? 'i 'l - A ol - - 1
Thalttbe, itn all... we do or Say..., Wouldheep us free from harm Lo ~clasy.
N &(Z/ﬂ&ﬂi 185 (Melcorrbe ).
PZ VA U I I Y iy i " T T -
b 2 o I 1P T LF e | [l JPE WY 1) - I i | V= I 1 E I { | = T T
P/ AT LA = N N O S O |l O S I 0 1=l 20 7 - O S I A V= L0 0 WP O |
=2 ‘:J Ll 1] 1 [| | Bl TS ] >~ . il Voo L o | = .A
i
O BSERVATIONS

(1) The melody (4) cannot be described as being in a ¢y, It ends not on the Tonic
(or Doh) of the Signature, but on Ray.

(if) The rhythm of (4) is free, and not that of any fixed metrical type as the tune (8),
with its four minims in each bar.
(iii) The melody («) does not medulate in the sense that tune (§) modulates at the
end of the second strain.
(iv) The melody (#) often has two or more notes to a syllable. Melody (#) has one
note to a syllable. _

1 One of the modes, the Aolian, is iden;:ical with the major scale of to-day, but strangely enoungh, it was
not greatly used.
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The difference in character between these melodies is perhaps even more marked
when appropriate harmonies are added. Thus: -

(@) Mode £/

f — - -y rY ~ | Y Y pr— ] -
e e e e e e e e
k% ‘. - - v- - [ 'b' ;- -~ - > A > - r A r

P ——f 7 1 i v i T
y ) L p gD 4y Ly L A—
Fan'0 1T I3 | - r ] 1ny 1 Fud
L2 LTI | d | il 1] Z | | ¥
Lt . 3 T ] T L r 2 i
Ll N o - [t I o | I |
P g T I T
(} - S
yd i? S —— T IE"'I P~ PRSI oovet N & SO = S S il N—1
ri -—-P——-—-'—-——J;—'r—'f—h-[—é—&-k-d—-—d———
e e e = === e
J T ~J T A - A
|
' _n I | )
Fn G :_P:rj ’PJF—\J or.:‘l - D !I h—= 2 w rJ
b= LT A 'l - o o G : !
- s 4- P rJ £ £
- T Lt A T 4
(6)
#4 H \ \ | ] 1 . "
T, ] R | 1 1 [l 1 | rar) s{ I_ ] 1 L [
_/ ‘ﬁ”d ) ¥ 1 ] e} | 6‘ ) d I:} |2 M| GJ
i T’ o o~ [l 3 o ! Wl
'\!.I a 'ZE_D si o= -y Ia e Ic? ,C’ Fr] ]
mg o ferr r 7 P
] efe.
N P B B N d é I S
gt —— 0y = S 1 e
[ s I | { 1 1 ey P 0N L] F i Fard 72 ) L) 1 1 oy
f T T rf : IO + } ! | T :.J
(OBSERVATIONS.

(1) Melody () is not harmonized by a separate chord for each melody-note: it is
harmonized rather in groups of notes.

(ii) Melody (#) is harmonized note by note.
(iif) It could not be said that the harmony in () suggests any modern Key. Nor can
there result a satisfactory effect from endeavouring to harmonize it as though in a
Key. By doing so, the peculiar atmosphere and character which inherently it
possesses is destroyed, as the following example serves to illustrate,

—————
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I Melody () harmonized by chords based on our modern scale system.

12 - - :

1 ] h‘ — oy J— ' ‘h‘ » [aall ] N --1—-': 1-_| i
e e e e e e e e
-~ - - o

> v rJ » > -~ - Y - . | ’
d r l #p' I by r i T -

pJ o]‘ JI J’ J E-P'J' _.p . n. :P J hé) * . "‘L
Gy ¥ S ! Tl ..o L A Y
A e—r —F —1 it =) —* 2
o — T o T + L R S L ]

; '—!fh TN .’"j i
e e e e
- -

7 r Y > -—g rs v - o N A 2
b T PRl ezl T 6 b S
.h ] hbo‘ b J ;r' | IL:_L I J J l'-.; Elol
o -4 ISR r Bl S i I PR - J— 7 A —
St Pirre ot b
. — —— e R A ] i —
] T 1 14 |
OBSERVATIONS.

(1) There is no key-sense established, althiough the harmony is associated with the
modern scale or key system. :

(ii} ‘The restful atmosphere of the previous harmonization is absent, This modern
harmonization is unnatural.

A full appreciation of the foregoing observations is important, for above is shown the
absurdity of a melody founded upon the modes, harmonized by chords founded
upon a different scale system. (See footnote.)

No longer would there be such impropriety as the following phrase exhibits.
[Reference to the author of this published harmonization is withheld. The phrase
given is typical of the rest of the same work.]

Macwiricat, Tone VI (Regius).

. Fa
A5 5 Yo =
LA ——m’ e —— % Sy
g St o
For . . He Falhb re- -gard . ed.
* < B 5= o 2 Lo
P N yard p—— 25 v
L= KX T 7 o T ="
[ ‘; = Pl e

It may be of interest at this point for the student to refer to the Appendix, where
are shown examples of the harmonization of Plainchant melodies by musicians of
the nineteenth century.

! The following harmonization of melody () is by the authors, who have intentionally used chords to illustrate
their object. But, let it be said, examples in abundance could be reproduced from printed copies, of harmonic
impropriety and rhythmic distortion of most destructive quality—such as to make it difficalt even to recog-

nize the original Plainchant tunes.
’
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Chapter IV

‘The Accompaniment of Plainchant, The Modes

"The appropriate accompaniment of Plainchant is a matter concerning which many
players and writers have confused ideas—or no ideas at all. Some allow the use of
a certain harmony which others reject: liberties are taken by some in which others
would not indulge. This conflict of opinion and practice has been, and is, dis-
concerting to the earnest organist who holds Plainchant in high respect, and whose
alm is to accompany it in appropriate style.

‘Toa certain degree the matter is one of taste. It is certainly one of reflection—turning
the mind backwards from the music of to-day and endeavouring to apply decorously
aknowledge of modern tone-combination to melodies of bygone ages whose originators
conceived them quite apart from harmony, and who based them on modes or scales
quite different from modern scales.

The suggestions within these pages are the outcome of thought and practical ex-
perience, and are put forth in the hope that they may help organists towards a uniform
and acceptable style of Plainchant accompaniment. It is not claimed that examples
are given of every possible chord or contrapuntal combination that may be used; but
if the spirit of the examples be maintained there will result a treatment free from
gross errors of taste.

Tue Mobszs.

For all practical purposes, there are only eight modes which need be studied.
Each mode (or scale) consists of eight white keyboard notes in succession, beginning
from one of the white notes on the piano. The modes may be arranged in four pairs,
each pair having a common finishing note termed the Fiza/ (which corresponds, in a
way, to our Tonic). : :

N.B.—Besides all the white notes above mentioned, the note B flat is used in melodies
of all the modes; therefore at the outset it may be included in these scale forms. It
should be borne in mind that the following examples represent the modes at the
natural pirch, so that B flat is the seventh degree flattened.

Modes 7 and # have D (or Ray) for their Final, Thus:

]

7 t
f -
> 1 I

Fi I
AN I
[

Modes #i and v have E (or Me) for their Final. Thus:
-

A P I i— - Faw) }_
1 1] | Fnat ] z b o
L i 1 N For £ /-1 o B sl
f —| T T
[
Modes v and vi have F (or Fah) for their Final. Thus:
e e i
Jrez | I S—_ 7 i T D
L

of



10 - The Aecompaniment cf Plainchant -

e
Modes vif and vifi have G (or_Soh) for their Final. Thus:

i i 1] L -
r i 1] i P | 1

| ]
H T

~/

h
| 18B

1
B
¥

These modes may be transposed ; then, the preservation of the tones and semitones in
their several orders involves the use of sharps and flats. No Plainchant melody written
at the natural pitch has any note inflected other than the B, which occurs as B flat
(contradicted by B natural).
It 1s best to refer to the modes by number and not by name; and it is advisable to
think of their Finals, Dominants, etc., in Tonic Sol-fa terms.
N.B.—Modes i, 7, v, vii are termed Aushentic Modes.

Modes 7, v, vi, viii are their respective Plagal Modes.

EXAMPLES.
Meloa{y ez Modle [

Fil, - . 1 F_— | 1 ™ Iy
2 I N [ - P [ 1¥ 1 1] L -3 L L T
& Ind ] A 1 ] Iy )

b ] ] bl ]2, | — IP_J 1 ] il -

L L = I
Now Chreséascends g whence b came, Had rovnted oer e .?[:arr_}( fame, The fo -

nﬁ#’u__

o o

-

= O = “we;s."- =
@ co o Ghosl on man be -low The Fér-bhers 7o - - mise. o be-slowx

OBSERVATIONS.
(i) The range is about an octave from the Final Ray—occasionally exceeding.

(i1) Besides the Final Ray being of frequent occurrence, the note Lah (A) is pro-
minent. It is called the Dominant, because its presence generally dominates melodies

in Mode 7.
This Dominant happens to be the fifth note above the final just as our modern

Dominant is a fifth above its Tonic. But the position of the modal Dominant is not

such a fixed one as the modern-scale Dominant. It is not #/ways the fifth note above
the Final, but as a rule it is so.

Me[od_/q e Mode 1/

n ' :
// s} S N—T e Nt Ny = S I L S S f‘
L = — H—'—L‘—J—‘——J—,f—%‘j—i'_i*ti"-i‘jlj:f——“‘-
) g’oa/ o Guwth, O Lord ._o/»fmgéd‘ Who orderest orme and cﬁayﬂz- r‘zjéf Hrd

I}

e e e e e
- - ° >— - o
Sendst Hre earé_y morn-tng ra}/,ﬂrzd Zy&é’;{' Fhe f/aw 57/' : ﬁeyec[‘ a”c-z}/

T
=

g,
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OBSERVATIONS.

(i) The range is about an octave from Lah (A).

(ii) The Final is Ray (D) as in Mode 4.
N.B.—The Zast note of a melody is the Final of the mode in which it is written
(with rare exceptions). ‘
(iii) The Dominant note is Fah (F) which is regarded as the Dominant of Mode 7.
N.B.—The Dominant of a Plagal Mode is usually a third below the Dominant of
its Authentic Mode.
The relationship between Mode 7 and its Plagal, Mode 7, may be shown as follows:

/ arige. A Y
Noa’e Fz:f:afe Lorné
i
lk/ — A Jl . l; r =
) = T_ 7 T ] ||T |
/%de/ 7 | Final _ Dom®
Eafyg - v ...... B

‘The range, at the natural pitch, of Mode i is low, and often melodies are transposed

I

a fourth highér. This gives F as Doh and necessitates the signature %E

The range becomes =Zb
SN UL

=

Vo | —
=— and the Final (Ray) %g
, -

HMelody irn Mode V774

«Pange Lingua, - o
- ] TN

t : - o T— i—— A1

N, [N b, [ In] )]
L R [h] 1.3 al. o ]

| ) ri - | = 1] Y o= | (a | Yr
¥, i4
(4

_glorious battle  WEth c;m};ﬁ_’fec@ vee-lo- ry;; ......

N Sing myy tongue th

R L — n i b e i i P _lll‘ Ih] ) . i i : iy
{IO—e i L = w o o i i“““?i : |L 1
. - R e

N Arnd a-bove bhe Cross's Zroz?%y Tell the briumph of the Sbrife;—
0 o _ .

NI Howéhe worlds Fedeerner corzguerd By surrendering o Hes /yf:s
OBSERVATIONS. '
(1) The range is about an octave from Me (E).
(1) The Final is Me, L
(iif) The dominant note is Doh (C) which is regarded as the Dominant of Mode ##.
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N.B.—Doh, the Dominant, is a six#: above the Final, not a fifth. If the:Dominant
of Mode #ii were reckoned as a fifs% above the Final, it would be Te (B), but this note
was never regarded as being sufficiently stable for a dominant in any mode; for it is
the only note or.degree of the scale that is ever inflected, being flattened a semitone
at convenience, no doubt to avoid the feeling of the tritone (F to B) and to soften the

melodic flow.

In this melody, and in many others, the note Sok is more prominent than the generally

acclaimed Dominant Lah. A moment’s thought will recall that Soh is the third below
* the original Dominant of Mode 7ii—that is Te—and so has some claim as a dominant

of Mode #v. ‘This may account for the fact that there are many melodies (in Mode iv)

in which Sek has greater prominence than Lah.

N.B.—In Psalmody, the Dominant of Mode v is always Lak. The dominant of ¢

mode is usually the reciting note of the Psalm Verses.

Helody ir Mode [V
Melody cn Modle V

Ji - [ - F|
7 =T — i it — f 1 | I— ] ] - - N p
b - r_J = - ot - ol i -l | 17 ] 1 ¥ el N [ ! [ IS
v ” Ay N ST 7 : =

O .. Fulber bbhat we ask be c/aﬂqﬂf;rm’e]e-stus Clirist, bhere on-{yﬁ'an,; e i ]

. A Fe.ce Domi-nus ve- nc-el et ommes Sanck e-/us cunte - o,

il ot

~ — p—— - R e N S . T
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OBSERVATIONS.
() The range is about an octave from Fah (F).
(i) Its Finalis Fah.
(i1f) The dominant note is Doh, which is regarded as the Dominant of Mode .

OBsErvVATIONS.
(1) The range falls within an octave from Do/ (C) (the Dominant of Mode #i).
(i) The Final is Me, as in Mode 4. “

(iif) The Dominant note appears to be Lah (A), which is regarded usually as the
Dominant of Mode . Note that it is a third below the Dominant of its Authentic

Mode 7. - . /Vefoa:/y i Mocle VI
‘The relationship between Mode #i and its respective Plagal Mode v may be shown, ; - - — L . P s v —
as follows: v e e e v a1 — -
L. arge R Now &hal bhe cf{:zf/u Zy:éﬁl ﬁ//&'{%esé‘/ he Z:,fé‘ owurhearts fo God . . .. .onéyé ;
Mode 1/l Final Zom® " '
i _ _ 1 _ _
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odelV L z —
: Fange Y o (OBSERVATIONS.

(i) The range 1s about an octave from Doh (C).
(1) Its Finalis Fah (F) (as in its respective Authentic Mode o).
(iif) The dominant note is Lah (A) (the third below the Dominant of Mode ), and

FURTHER CONSIDERATION OF IVIoDE 1v. Another éxample of a Melody in Mode 7v.

1 L ™ N .
G ho e —w e P p—N—i——f | is regarded as the Dominant of Mode v.
, - ¥ S ‘ N.B.—In melodies of both Mode v and Mode vi, the B flat frequently occurs.
Y Cre- a. or o the Stars of ni ht ﬁj/bec%r[e’s ev--er -/as[‘-anj,éiyéo", . ? . . Jreq ‘ 4
: : o The presence of B flat in the above melody whose Final is Fah, tends to create a
i tonality identical with the modern major scale, thus:
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: Je - S, Pjegfge-n;er_ save us all Fhad éearf@ Servants when fﬁgy call
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And so it happens that many melodies of Modes v and vi sound as though in our

major scale.
As has been said already, the B flat may occur in melodies of all modes.]

The relationship between Mode v and its Plagal Mode v/, may be represented as
follows: :

?ﬁi’nge. s
£ A
Mode V. i —Tor? \
i [T
7 T T 2 = Y
f e TR
i 4 .
S—sr T,
Moda Vi 1\_ Final Dorz —
Farnge . v~
Ne[oa!y i Modle VI
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OBSERVATIONS.

(i) The range is about an octave from SoZz (G).

(it) The Final is Soh.
(iii) The dominant note is Ray, which note is regarded as the Dominant of Mode 7.

Melody ere Mode VIt/
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That with ﬁy worled favour, Thou Wouldstbe owr _guard and %‘ecf@r‘ riow

OBSERVATIONS. ‘
(i) The range is about an octave above Ray (the dominant of Mode vi).

(ii) The Final is Soh (as in Mode vii).

(iii) The dominant note is Do/, and this is regarded as the Dominant of Mode viz.

N.B.—The dominant note, a third below that of the Dominant of the Authentic

Mode wii, would be Te (B): but for the reason already stated, this note is replaced

by the stable note Doh as dominant of Mode viz.

It is obvious that the above melody in Mode v could be harmonized as though in

the modern key of G majer; in fact, it is often thus wrongly treated.
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Chapter V

Additional Notes on the Modes, Misleading Finals, A matter of signature,
' Characteristics of the Modes: how best realized.

MisLeaping Finats. Melodies are sometimes written so that they appear, judging
from the last note indicating the Final of the mode, to belong ‘to some mode other
than those already mentioned. For example, the following meclody ends on Lah.
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But not one of the eight modes spoken of has Lah for the Final. The fact is that the
above melody is in Mode #, and has been transposed a fifth higher than its normal
pitch without any alteration of * Key’ signature. To be in strict order and to show that
the above melody is in Mode 7, there should be F sharp in the Signature thus:

ey, . \
s " Y i Y 7 ; Iy 1N [ M— .3 5] ]
B P S F— - 1 1 T 1Y d r r T |
— — ) rJ | — | ] - pu J_H—"
IV AR R & : e — =
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N [y ] " ' N Y [h] Y ] |
i 1y N | N Y t " " Iy L ) T i
& > & T ! e i L [ d
LNV - ——— —1 }— i _,n P _:n ol L4 r ] —F !!
- 7 r 4 b i -

Now, it is clearly in Mode #. Note that in the third strain the F (which is the
seventh degree of the scale flastened—corresponding to B flat of the natural scale) is
here marked natural. In the presentation of this melody as at (2) with no sharp in the
signature, it was not, of course, necessary to show the I as a flattened seventh.
Although this saves marking the F in contradiction of the Key signature, yet it raises
a point of importance, for it is easy to see how this is apt to confuse inexperienced
accompanists. The point is that when melodies appear at a transposed pitch there
should be a corresponding alteration of the Key signature, so that the moede of the
melody is quite clear.

CHARACTERISTICS OF THE MODES—HOW BEST REALIZED

The several modes, exhibited in melody, have each more or less a characteristic
“ atmosphere,’ and it is well to understand how these characteristic  atmospheres ’
arise, and how they should be appreciated. '
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In this particular matter, time and experience are the best teachers. By constantly
hearing melodies in the modes, the ear becomes thoroughly acquainted with their
characteristics. But apart from this, a careful examination of a number of melodies
in each mode should prove helpful towards the end in view. Such an examination
might be conducted as follows:

Consider the Cadence notes of each phrase—also the notes upon which the chief
stresses fall within each phrase, bearing in mind the Final or Anchor note of the
particular mode, for all notes are relative to the Final of the mede. This will show
the notes which appear to be generally prominent throughout each series of melodies,
Such prominent notes may conveniently be termed ‘p7voss’ of the melody, or melodic
pivots.

Examination of five melodies (chosen at random) in IMode v showed the melodic
pivots to be mainly: :

Doh, Fah, Lah [Final of Mode being Fah].

‘A similar test of five melodies in Mode @i showed the melodic pivots to be:
Ray, Soh, Te, Lah [Final of Mode being Sch].

"T'his indeed suggests that the two sets of melodies have distinct characteristics.
The examination of five melodies in Mode 7 showed Me only three times as a
cadence note. :

Five melodies in Mode #i showed Me as a cadence note not less than eleven times.
The preponderance of Me in Mode 7if melodies as compared with those in Mode 7

~ suggests that these two sets of melodies possess distinct characteristics, especially
when we remember that the Finals of the Modes 7 and 77 are different.

The Accompaniment of Plainchant 17

Chapter VI

The Harmonic Basis of the Appropriate Accompaniment of Plainchant,
Guiding Principle, Available Harmony.

The question whether Plainchant should or should not be accompanied in perfor-
mance is not discussed in this book. It may be sufficient to state that Plainchant és
accompanied in places of worship where the music is under the control of musicians
of eminence and authority. ‘

Long before any system of harmony was regarded as a series of perpendicularly
built ‘ chords,” the art of weaving melodies together was practised. Melodies thus
intermingled produced combinations of notes which we term harmony; but such
chords were not arrived at in accordance with any arbitrary system or academic rules
of harmony. They were the result of parts moving together horizontally on paper.
The works of composers of the Tudor period afford examples of harmony so pro-
duced—that is, contrapuntally produced—and which no rules of perpendicular
harmony can explain. Thus: :

(1) From the “The Fair Young Virgin,” Wm. Byrd (Dr. Fellowes’ Edition of English

Madrigals).
>
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Also from ‘Ave Verum Corpus.” (Edited by R. R. Terry.) Wm. Byrd.
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The chords marked 4 in the above examples are the harmonic result of the art

of counterpoint as practised in those days.
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What then, is the harmonic basis of Plainchant accompaniment? It is that of our
modern harmony perpendicularly considered, but restricted to diatonic chords as
suggested by the notes forming the modes, which, it will be remembered, are those of
the scale of C major, with the addition of B flat. It has been asserted by some theorists
that only common chords and their first inversions should be used. Others have gone
further and consented to their second inversions, also to the use of diatonic sevenths
and their inversions. Higher discords are more or less generally avoided, but it was
the fashion years ago (and the fashion has not yet died out) to use chromatic chords
very liberally, according to the examples on page 8. Moust the solution be left to
individual taste entirely? Is it not possible to draw the line at some point and so
arrive at a more or less uniform outlook and practice?

Surely, as the modes themselves do not admit of any chromatically altered notes
(except the B flat), neither should accompanying chords involve such notes. Further,
such chromatically altered notes are not called for in order to effect modulation, for
there is no modulation as we understand it in Plainchant melody. It would appear
conclusive that accompaniment should be restricted to diatonic harmony (including
the B flat as a diatonic note).

THE GUIDING PRINCIPLE
The Guiding Principle may be thus clearly defined: ‘Use diatonic harmony, including
B flat as a diatonic note of every mode, and avoid the use of even diatonic harmony
that may savour of modern feeling.’

An explanation of the term ‘modern feeling’ will be made later. The following are
the harmonies available according to the above principle.

(i) All common chords in their root position (except the diminished triad on B).
All first inversions of common chords. (Note the special consideration of the first
inversion of the diminished triad, page 19).
All second inversions of common chords used in accordance with the accepted rules
of ‘Six-four’ progression. (Note the suggestions on page 19.)

(i)) Harmonies resulting from treatment of melody notes as passing notes, accented
passing notes, suspensions, and other deccrative notes. (Concerning decorative
notes, see pages 23 to 26). :

N.B.—Consideration of the availability of the seventh and higher discords as essential
notes of chords occurs on page 27.

ILLUSTRATIONS OF THE USE OF THE ABOVE HARMONIES
(1) () Simple diatonic chords in root position and first inversion.
‘Hymn, Ave Maris Sterra,” Mode 7 (a simple accompaniment).
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‘OBRSERVATIONS.

At () the use of the 5—6.
(%) the use of the 4~3.
() the use of the second inversion.

(8) Second inversions may be used with advantage so long as they do not create modern
cadential effeci—that is so long as they do not involve or suggest a modern key sense.

ExaMpLEs oF PASSING oR TRANSITORY SECOND INVERSIONS.

( 4 M . 1, 1 . T M My e
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N.B.—The second inversions above occur over a standing bass, and the student is
advised to restrict his use of them accordingly.

In the following quotations the second inversions fall on the accent and add emphasis;
but they are not commended, the alternative versions being preferable, serving the
same purpose.

= callernalive Mode 7L (el Forrrenlive )
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CONSIDERATION OF THE FIRST INVERSION OF THE DIMINISHED TRIAD.

]

The diminished triad in its first inversion is usually regarded as

AW

wiyll

L

an available chord for the harmonization of Plainchant. It contains the harmonic use
of the tritone, and experience leads to the conclusion that the presence of the tritone
militates against the mellifluous character of Plainchant harmonization. A study of
Plainchant melodies shows how the tritone was avoided in melodic contour (no
doubt one purpose of the use of B flat)—and to the cxperienced ear the tritonic effect
in the diminished triad, even in its first inversion, is not pleasant in Plainchant. There
are those to whom its use is quite acceptable, but nevertheless, the student is advised
to avoid it. 'The following examples with alternatives may serve to illustrate the
matter:
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Jj%dg/ i , (A lernalive) | . ! (i) Note the 5-6 (of frequent occurrence in Plainchant accompaniment) and 4-3.
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N.B.—It should be borne in mind that there is no such thing as a leading-note, ) 5-6 4-3
and that the note B is not fettered by any modern rules of progression. _
. ) ii) Note the -6 and its effecti .
. Hode VI/ (frarsposed) (Bl Eerrative,) _ ! (ii) 7-6 and its effecttveness
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It will be noticed that in the above examples the seventh degree occurs as the melody - ‘ 77— 9
note. The following example is frequently heard:
(iii) Note the 6-35.
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The following illustrations will serve to show the use of passing notes, accented .
passing notes producing the figurings 4-3, 7-6, 9-8, 6-5, 5-6, etc, 4 ‘
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(v) The 9-8 also occurs simultaneously with the 4-3 or 2-3, over a sianding bass.
Occurring thus, these double suspensions do not clash and arrest the attention of the
ear as they would if the outside parts moved together.

]_?:aa’e‘ 2 L . a./;;'im kTe:pez’fﬂr_.‘ Harmorésed by KR lerry.
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N.B.—Attention is called to the importance of the phrase ‘over a standing bass.’
In the harmonization of Plainchant, much that is harmonically appropriate ‘over a
standing bass’ is not so under other circumstances.!

_ (vi) In the following example the ninth, appearing in an inner part, is coincident
with the moving bass. .

It must be borne in mind that harmony serves the purpose of background to Plain-
chant melody—throws the melody into reliecf—and that it should never be allowed
to assert itself as foreground in the slightest degree. Should it be allowed to do
so, then, although the harmonic effect may be enriched, nevertheless it usurps the
prerogative of the melody. The appreciation of this fact is increased by experience.

1, Modle VI/ allernative.
e e e e e B e e
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In the above example, the ninth being coincident with the moving bass, although the
effect of the suspension in an inner part is less forceful than when in the melody, yet
the ear is attracted by it—harmony becomes foreground for a moment. It is better
avoided as in the alternative harmonization.

(vii).Double and triple suspensions also should not be used coincident with the
moving bass, although quite appropriate ‘over a standing bass’ as already shown.

In aiming at emphasizing the meaning of the text by means of the accompaniment,
care should be taken lest a somewhat modern harmonic effect creeps in which,
though not inartistic as music, may be remote from the simple and restricted atmos-
phere of Plainchant. The following example is not commended:

L Further reference to this is made in the ‘consideration of the availability of the_seventh and higher
discords as chords of accompaniment,” page 27, etc.

|
i

The Accompaniment of Plainchant 23
FJ:O??? ELES]?"GE _
f / 2 i — o fo—— — f N
e S i ——— - g
L - > b ;.f [t r
D v i 7 [ Pr
Al be - - fore the Ehrone thbreinge?h.
ﬁ b4 4
S . m P
i s s e 7= i S j
L v IF L I t T 1 $-
9 8
6 5
i 3

When at the final cadence (or any cadence), there is a repeated note, the accent being
on the first, the use of a suspension is most essential, as the following illustration shows:
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How tame the version (%) is, compared with (a).
The following is an example of the force of accented passing notes:
Frorn Asperges e’ HKarmomsed 8y i Terry.
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HARMONIES RESULTING FROM THE TREATMENT OF MELODY .NOTES AS decoralive notes.

The Treatment of Discordant Notes arising from Melodic Decoration or Elaboration.

The following example exhibits a point of much importance, namely, the treatment
of discordant notes arising from melodic elaboration over a sustaining harmony:

177’-‘0;”-‘7 Vedy aguiam Harmorged by SRR Jerry
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The Accompaniment of Plainchant . 2
Between the two marks 4 - - @ the melody surzs upon two pivot-notes—B flat and F. ‘ ' :
There i.s one main accent on ‘cor’ faHiqg on B flat. Both A and G are notes of _ Fomn Cangond in Drmdror™ o | Bach
decoration, and both these notes are quitted by leap, though finally the second A (St F— dhe b
moves by step. These decorative notes revclve upon ot about their pivot-notes quite iy 2o o= : —
regardless of the harmony that may be supporting and to which they may be quite I E ! T3
foreign. Being independent of the harmony, they remain free. If such a decorative S
note happens to form a seventh, this places no restriction upon its movement. Thus, . . 8T T
for instance: v . e M ' a0
A 3 B 7 i i -
}— Py gl . . . . .
s : The above examples are very interesting: the one from Bach affording 2 fascinating

instance of the peculiar freedom which such decorative notes enjoyed (even at a
) . i period when a melody and its harmohic support were conceived simultaneously).

B‘ flat and C may be regarded as decorative notes about A, which may be called the ! To speak further of the Bach example. The G natural in the melody at ¢ is a
pévor note. No matter what harmony may be chosen to support the first note of the ’ decorative note: it is an unessential note of the existing harmony; yet it is free in its
group, the decorative notes are free irrespective of what chords (or discords) they movement and leaps to another unessential note, the appoggiatura D, against text-
may have produced. Thus: : book laws of harmony. Viewed melodically, the passage

/al . |
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7 4# bad & -]l"— I — o! l - r-..—b-’ .
= ! B ey il o
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hinges on the note D. D is the pivos or anchor note.
| 4 ! ' i
T ij . é :
== b > , : A Dicression.

Perhaps it is possible to account for the curious examples already mentioned on

This treatment is akin to that of .many examples that are to be found in Purcell, page 17, from the works ‘Of Wrilligm Byrd, as sir.nil’ar clashings to the above. Thus
Handel, and Bach. Thus: : : referring to the example ‘The Fair Young Virgin.
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(w7 ] #3 lf' rﬂj : In the alto part of these two bars, A is the pivot note of the phrase, and the B flat
may be regarded as a decorative note returning to A. ‘
< 14 1 , In the Tenor part, C may be regarded as the pivot note of the phrase, and the B natural
YR 5 - 2 as a decorative note returning to C. But the B flat and B natural happen to coincide.
. s i—— i ” - The circumstances affecting the movement of these two parts respectively are purely

melodic, quite independent of, and notsubservient to, any particular basic harmonic idea.
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This digression may be pardoned if only because that, although the Aarmonic treat-
ment of Plainchant melodies is being studied, yet it should always be remembered
that the harmony must be subservient to the melody; and that on no account must
the imaginative and charming decorations of melody be ruined in effect by attempts
to harmonize every note of them by a separate chord.

The following examples show the freedom of discordant decorative notes in Plain-
chant. (Again let it be remembered that notes of a melody become discordant solely
at the will of the one harmonizing the melody.)
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Such notes as the above marked 4 are aptly called ‘notes échappées,” by Monsieur
E. Gastoué, an eminent French writer on Plainchant, and many examples of them
are to be found in his treatise, Harmonization du Chant Gregorien.
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Chapter VII

Consideration of the Availability of the Seventh and Higher Discords as
Chords of Accompaniment.

The following quotation is taken (by permission) from Some Remarks on Plainsong
Accompaniment, by Sir R. R, Terry:

“The inartistic person considers he has dismissed Plainsong when he terms it
monotony. Monotonous! Yes; so is the sough of the wind in the trees; so is
the boom of the surf on the shore; and so do both stir our soul to its uitermost
depths. Where the commonplace mind sees only monotony, the artist sees the
mightiness of a great repose. And here we have the keynote of Plainsong—
repose, perpetual repose, and calm. Modern music may be likened to a fertile
plain, teeming with life and movement; its hues ever changing with the seasons;
its streams and cascades now dancing in the sunlight, now foaming under the
lash of winter storms. No artist can resist its lure. But is he less penetrated by
the unchanging repose of the everlasting hills? So to me it seems -impossible
that any musician steeped in the modern 1diom can fail to respond to the strong
calm repose of Plainsong. The keynote of modern music is life, energy, eager-
ness; a divine discontent ever seeking fresh worlds to conquer. The essence of
Plainsong 1s dignity, aloofness. Modern music is active and intimate; Plainsong
contemplative and impersonal.

‘And this brings us to the concrete proposition of Plainsong accompaniment.
It must reflect the spirit of Plainsong—repose, repose, and ever repose. In
modern composition one must keep the listener on tiptoe until the final cadence.
One must stimulate the interest and keep up the suspense by postponing one's
climax. Too many full closes mean dullness, and repetition of the same cadence
spells banality. The very opposite is the case in Plainsong. The objective of the
accompanist, so far from avoiding repetition, is to make constant use of it. He
must seek as many points of repose on the common chord as he can. He must
avoid, as far as possible, “ stimulating the interest ”’ insthe sense in which that
term is used in modern composition.’

Coming from the pen of one whose practical experience of Plainsong is unique, the
above lines are of inestimable value. The quotation might be restated in précis as

follows:

In harmonizing Plainsong—
(1) Do not disturb the atmosphere of repose.
(2) Do not create any feeling of suspense.
(3) Do not seek to ‘stimulate the interest.’

(4) Do not indulge in harmony which is anti-modal in feeling and suggestive
of key sense.

The above observations solve the question of the availability of discords, such as
chords of the seventh.
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In neumatic Plainchant such melodic groupings as
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are of frequent occurrence. These gx:oupings appear to suggest the following discords
respectively: : :
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which might seem to imply that these discords may be lﬁgItlmatelyllisiﬁ:iecﬁgﬁ }?;f

companiment. Such a conclusion, however, is rather a hasty one. s true that the
a; p roupings suggest the harmonies represented by the respective chord: o
bt ie 7 }; tégo much to conclude that these melodic figurations imply discordant
g:;:lsottticn:upport in the accompaniment? For instance, is there not a real and vital
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"The first (a) is reposeful: the discordant note A is soon passed over; its mom ¥
effect vanishes.

The second (&) creates suspense: the discordant note 1s sustained.

The resulting harmony in both cases is identical. The app;iﬁzt;g:t;i tx?zisd es;ﬂcalicf
difference is of great importance, for it probes to the root of e e e
cussion. It dictates that discords, such as chords of the seveilit_, should not be usec
as chords in the accompaniment; this does not mean that‘t eir 1y

avoided. This difference should be clearly realized.

. . is
It has already been stated that ‘in the harmonization of glamc}l:ant,i rrgx;l‘;tz‘liz I
harmonically appropriate over a4 stm(zidz'ng bass 1s rlllot s:hzr;csznc;; ;1;3; e cither
1 is te such as .
Thus, over a standing bass, a discordant no _ nay Appenr o
; i i art, without arousing the g
in the melody or as a passing note 1n an lnner part, ousL o
suspense or c}lristurbing repose. This is illustrated by the following exampl

The Accompaniment of Plainchant

29
1 From “Vidi aguam " MMode I Harmonised by BR Ierry.
] £ - P
{| = br) ;;{ \in .:,’l J‘-:I .i'.—_o! ;"1 1 _'-?_‘ﬁ " :
-l s 2z | - i—-_
; e .
A- - . gua .. . 8la_ _ _ _ _ . _ _ . . et
i = = —
YT rs ~ — = r J ol
= f et pi=zy z I { t
v = T 1 ] ‘l L)
’ % ¢ ¢ 4 4 $
Fror HS/D&{‘/JES me” Mocle [V Harmoniged by RR 1érry
qH‘ A A ’, A 3 " Iy 4 f Y P——
[ e e e e e e e A e e e - —1 5'
TP . ! T 'S
Secundum magnam misere - cord: - arn bes - am
" 2
o | o |
'6}:_#11 'I ID ‘lé — - F J:
L = L - - F. i ¥

"y

N.B.—‘Standing bass’ does not imply 2 long pedal note.

It may be quite short as
at the cadence of the first example above. '

In the following example the discord

ant seventh appears as a suspension T'he chord
of the seventh is not used.

p From "Dies lrae” &b
1 —— ——— P——
5 .htJ_l'__ﬁ:B_f‘FT J‘- =i = %@:J__
1 i j’cj' == i,' | I
J Leave me ol o repro-ba - ﬁ;' etr.
& b ) P J P g .
Ly | Py - -
‘CJ/,-:I;D::' r - }E- /!’ !C_ r Ir'— ::L::
4 T .

‘The version (5) shows the harmonization usin

be urged that it makes little difference. There may be little difference to the modern
ear accustomed to frequent discord, nevertheless the notes of the chord of the seventh

sounded simultaneously, are suggestive in a degree of modern key sense. Perhaps
the following example shows this more strongly:

g the chord of the seventh; and it might
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‘The effect of the chord of the seventh is possibly least in evidence in such an example
as the following. But it cannot be denied that the presence of the sevensh simul-
taneously with the plain triad, adds a colouring of anti-modal effect. Reiteration of
the passage serves to impress this. Avoid using it, for the plain triad 1s out of the

range of criticism.
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The appropriate occurrences of the seventh are during melodic figuration over a
supporting triad harmony, or over a standing bass, and as a passing note in an inner

part over a stanqu bass.

Exampres ror Sprcial CoNSIDERATION.

The following examples contain chords of the seventh either harmonically conceived,

or arrived at by contrapuntal means.
appeal and seem acceptable.

No doubt to many at first their effect will

The student 1s asked to consider them carefully, and it is suggested that findl/ly he
will decide that those marked 4 should be dispensed with and not imitated, for one
or more of the reasons stated on page 27; and that other instances such as those

marked O, are appropriate.

It will be noticed that not one 1nstance marked 4 shows the seventh over a standing

bass.
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Chapter VIII

Consideration of the ‘Dominant Seventh "

On page 18 it has been laid down as a guiding principle that any use of diatonic
harmony which may savour of modern feeling should be avoided.

The following example is one which savours of such feeling, caused by the chord at
4y, which chord (in modern language) is termed a ‘dominant seventh.’
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Referring to the diatonic sevenths on each degree of the scale, the seventh on the
JSifth degree has a major third, perfect fifth, minor seventh; it is the only diatonic
seventh containing those intervals, and is known in modern harmony as the dominant
seventh.
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The dominant seventh is of very common occurrence at the final cadence in modern
hymn tunes and compositions in our major and minor keys. To many, its insinuating
effect in Plainchant accompaniment (as above illustrated) is decidedly contrary to the
plain archaic feeling of the other chords already considered as in keeping with the
tonal atmosphere of Plainchant. Besides this insinuating effect, there is no doubt
that the above example arouses modern key-feeling. A simple ‘dominant’ triad is
quite sufficient for such cadential purposes. Furthermore, in this particular instance,
the A flat, beirg the flattened seventh degree in the mode, is not essential; its
presence does not in any way serve the characteristic atmosphere of the mode.

Max Springer, from whose book on Plainchant Accompaniment the above example is
taken, remarks that the dominant seventh should only be used ‘sparingly.” But such
a phrase is vague, and lacks definite instruction. If the chord is acceptable at all in

Plainchant, why should its use be vaguely restricted? It suggests that Plainchant

accompaniment really does not admit of the effect of the dominant seventh.

The only case we can think of in which this chord could be used with reasonable
propriety, is in the following position and progression:

T
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It will be noticed that the feeling of a perfect cadence is avoided (see the chord in
brackets) and the transitional effect of the seventh is minimized. But even here the
seventh is an unessential passing note, and thus the chord of the dominant seventh
can be ruled out as unnecessary. s

The following examples are such as might frequently be heard. They show the
discord in its least objectionable form, for the seventh occurs either on a weak part
of a word or chord, and being Zightly sung, would scarcely be felt. But again its use
18 unnecessary, as the alternate harmonizations show.
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It may be considered with some show of reason that the use of the dominant seventh
is not really called for in the accompaniment of Plainchant, and that it creates a
feeling contrary, more or less, to the atmosphere of Plainchant.

Whether its use is admitted or not in such cases as the above is a matter of taste,
but the following example distinctly shows the mind of one who is recognized as an
authority and whose experience is unique.
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From "Te Devern” Mode 1. (Harmonigetion @,527']‘?/? Terry. )
'7 .

——— Chapter IX
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/437 f . e }fao Further Considerations: Anticipations; Pedal Point; Consecutive Fifths;
) T e The Use of the Flattened Seventh Degree.
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The following quotation from ‘Every Valley’ (Handel) will make clear what is
Note how in this typical phrase the dominant seventh is not even used as a passing meant by an “anticipation’:
note in an inner part nor on the weak part of the beat, as shown in the following _
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The note 4 on the syllable ‘ces’ anticipates the final note on the word ‘plain.’
T The anticipatory note is discordant with the prevailing harmony.
This kind of procedure is of very frequent occurrence in the accompaniment of
. Plainchant.
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of the ‘Missa de Angelis’ [J.. W. Chester].

PEDAL POINT

A pedal point—a sustaining note usually in the bass, over which the melody and
inner parts move—is often very effective in Plainchant accompaniment. The follow-
ing is an excellent example taken from Sir R. R. Terry’s admirable accompaniment
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CONSECUTIVE FIFTHS
Dr. E. H. Fellowes, in his book Te English Madrigal Composers,! provides illuminat-

ing observations concerning the practice of the English madrigalists with regard to .

Consecutive Fifths. As this monumental work should be in the library of every
musician, it is suggested that reference should be made to pages 116-120 therein,
By permission we quote the following remarks from Dr. Fellowes’ book :—

“T'hroughout the whole history of modern music, as dating from 1600, the use
of such a progression [consecutive fifths] has been regarded in academic circles
as an error of the first class, standing on the same level as a false quantity in
Latin verses.

“There is no doubt as to the educational value for students of a training which
enforces the strictest observance of definite and reasonable rules of grammar,
nor is there any doubt that all the greatest music of the Classical Period was
composed with a universal recognition of the rule that consecutive fifths and
octaves were to be absolutely excluded; and it is a fact that scarcely any instances
of such progressions can be quoted from the whole of the works of such com-
posers as Bach, Handel, Mozart, Haydn, Schubert, Beethoven, and Brahms.
Not only so, but kindred rules dealing with ‘‘hidden fifths ™ and other such
matters, grew to be respected with almost equal strictness. But in modern days
composers are throwing such rules to the winds, and it cannot be denied that
objection to these forbidden progressions is often based on no more than
academic affectation, and not on purely @sthetic grounds. But it is sometimes
forgotten that the rule about fifths was being deliberately disregarded by several
prominent musicians in Italy as well as in England at the close of the sixteenth
century; and the fact that the wotld’s greatest musicians in the period roughly

! Published by Clarendon Press.,
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lying between 1560 and 1900 observed it strictly, does not necessarily establish
it for all time. It is sometimes forgotten also that the earliest kind ot harmonized
music took the form of singing a piece of musicright through in consecutive fifths.
‘In connexion with this subject the practice of the English madrigalists is full of
interest. Direct pairs of fifths seldom occur in the writings of the majority of
these composers, and practically never in those of Byrd, Morley, Wilbye, and
Weelkes; but such a composer as Farnaby seems to have felt no great objection
to them, and the large number of such progressions in his Canzonets cannot
possibly be explained on the grounds of negligence or incompetence. It is
clear that he deliberately disregarded the rule.’

Nowadays the use of consecutive fifths has become quite as general as that of any
other harmonic effect which may suit a composer’s purpose. Even Dr. Greene
(d. 1755) did not fear to let such fifths pass; witness the following extract from his
anthem ‘Lord, let me know mine end.’
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The following shows an occasional ‘pair’ occurring in Dr. Macpherson’s ‘Com-
munion Service in E flat.” The present organist of St. Paul’s Cathedral 1s careful to
mark these fifths in the printed copy—no doubt to inform everybody that he is aware
of them.

d - J | 1 ,
O = d I ] I 39
Y - - ri pJ 1
7N e o - r’3 7 |
£ | ! { g { i .
[, ' 1 i '
Cormn . . . alh i e Name
T4
C
—JJ- J - . —_ — -
P CH | v | - r_d
hd AN 7.1 = r] ™ 1
=7 f > i 1
A 1 3

It is impossible to state definitely when such occasional fifths may be used with
advantage. Parallel fifths between the bass and the part immediately above it are
undoubtedly more noticeable than when between any two upper parts. The great
masters avoided such fifths as a rule; no doubt, wide experience taught them, and
every musician knows that a promiscuous use of consecutive fifths is not to be
advocated. The above examples serve to show, however, that judgment and common
sense need only be used to prevent inartistic consequences.

Passages largely consisting of consecutive fifths such as the following extract shows,
are no doubt intended for a special purpose; they occur frequently to-day in works
of our most gifted composers.
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The effect of the above passage is very charming, and no doubt few would disagree
with that verdict.

From a reasonable point of view, a modern musician can make use of consecutive
fifths in Plainchant accompaniment as deliberately as Farnaby may have done in his
Canzonets. Generally there is a very evident reason, although at times such a pro-
cedure may be entirely a matter of ®sthetics. ]

The following shows a most useful and charming form of cadence.
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Compare (2) with the other form of cadence (4). How weak is the latter; The
appearance of the flattened seventh at 4 creates the dominant seventh effect pre~
viously commented upon, while the repetition of the same chord on the two last
syllables is tame. Observe too, that the flattened seventh in the cadence of (a) being
delayed, not only avoids the ‘modern’ dominant seventh effect, but also creates a
4-3 suspension, lending stress to the accented syllable ‘ta,’ making a stronger cadence.

'_I‘hq following instance does not give cause for adverse comment: it is reasonably
Justifiable: “ '
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Nor does the following example offend the ear. The effect is good, the accompani-
ment being sustained in subdued fasbion and by a different medium from the voice

. Part.
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The difference of medium between melody and accompaniment should clearly be
borne in mind at all times; but especially in the treatment of Plainchant where,
assisted by the subdued character of the accompaniment, such exampies as the above
are both legitimate and artistic.

THE USE OF THE FLATTENED SEVENTH DEGREE

As has already been mentioned, there frequently appears in Plainchant melodies the
flattened seventh degree (which in the natural scale is B flat). The presence of this
flattencd seventh needs careful treatment in harmonization. At once the following
chords suggest themselves:

-
B_‘
,bi

For obvious reasons the B flat must not be harmonized by a chord containing E flat
(because B is the only modal degree capable of inflection). There are many melodies
in which the B flat does not occur; yet in their barmonization the chords associated
with B flat as above are both available and desirable. But w/hen to use the B flat
chords in such cases seems a widely felt difficulty: for, as will be shown, there are
times when the accompanying harmony may equally well include either B natural
or B flat.

Ny
Lol

The following observations and comparisons may help to solve this difficulty:

Just as in (say) a modern hymn-tune each phrase moves towards a certain chord or
key, the successive cadences being varied, so in Plainchant the melodic line pro-
gresses towards certain notes at cadence points, which generally vary phrase by phrase,
showing that in the minds of those who composed them was feeling for form, variety,
and balance.
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The following simple Plainchant melody bears out the above remarks. I Harmonized simply, it appears: cCw. R

. bs .- b -l
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: i i 129 - | Y B N ST 3
(1) The phrase A progresses towards the note Me (E) suggesting C major, A minor, : = — "
or E minor chords. If C major is here used, it should not be used later at the cadence ' P .
of Al, but the A minor or E minor chords. | g’_' g
. . h I >
(2) The phrase B suggests F major as the cadence chord, which allows and un- : ' ’ F 4 —7 ” r
doubtedly calls for the use of B flat. : (e ol - rius rmere Eus, juriclus bs crvclylae, Casto fo2 - dlere Veirge - ne

(3) The phrase B! naturally progresses towards the Final of the Mode, Ray (D),
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and will be harmonized by D minor chord, which suggests that the phrase admits Sk : ; ? — P — = ”
of the use of the B flat chords. Thus: 1 - = e 5 '
A B A B’ : The above example exhibits both variety of cadences and balance of phrase: its
- A — A . ~ — ~ — melodic contour shows sweeping curves with subtle varying of stress; no two succes-
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s B A S B e - h | | that these Plainsong melodies are dull. :
Sy - - ba b . g i —z = [ * * *
r v v 1 2 brl E I Eight melodies are now given with simple harmonization to illustrate each mode.
‘ . i. By their assistance the student should endeavour to harmonize others.
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Melbody in /Mode II (transposed)
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Chapter X |

Observations regarding Psalmody, Illustrations (from Students’ Work)
of the Tones, Faux-bourdon. :

When the student is able to harmonize simple melodies in the various modes, the
tréatment of the Psalm Tones should present little difficulty.

The following illustrations of the various tones are taken from students’ work and
thus represent, more or less, the type of error likely to occur. In certain cases,
criticism is offered; in cthers, an alternative treatment only is given for comparison,
without reference to any particular point.

It has not been thought necessary to give harmonizations of all the varied endings of
the several Tones; the student by this time should be able to accompany any ending
with appropriate chords..

Let the student always bear in mind the four points mentioned on page 27. Do not
attempt picturesque accompaniment of the Psalms—it is opposed to the spirit of
Plainchant,

The recitation should, as far as possible, be supported by root-position chords, for
these are reposeful: first inversions are less reposeful. Naturally, harmonic change
should coincide with verbal importance, but it should be remembered that the
stressing of syllables is the concern of the voices and not of the instrumental accom-
paniment.
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The last four notes should be rendered with slight ritard and diminuendo.
At the half-verse there should be silence for a short space of time—sufficiently long
to take breath comfortably—and the last note should be short and quiet. A -similar

E
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silence may be made by cessation of accompaniment, but usually it is well to connect
the two half verses by quietly sustaining the accompanying harmony, or even a
single note.
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In the treatment of long recitations, be guided by the rule of repose. If any harmonic
change be made, let it, if possible, be to another root-position cherd.
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The pedal effect at the opening phrase is good.

The change of chord at ‘sal’ is not essential.

The 9§ at the cadence is anti-modal.

Compare the alternative version. Note the consecutive fifths.
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The note on the syllable ‘ra’ in Israel should be treated as an anticipatory note as

shown in the alternative.
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“The harmonic changes do not coincide with the verbal accentuation. Note the -

tritone at the word ‘name.’” Compare.
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The first half is good. Note the cadence chords at ‘Israel,’ which are a characteristic
of this mode. Compare the following second half verse.
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The first chord might well be sustained as far as the word ‘seed.’
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The above first half verse cadence is not good: avoid it. In the previous example the
intonation of the fifth tone is shown, clearing indicating D major harmony for the
recitation—bearing this in mind, the use of the G natural harmony as shown at ()
is more in keeping. If the recitation is supported by D major chord, there will be
no temptation to use the E major chord at the cadence. It is pessible, of course, to
employ other harmony as follows, but the above at (§) is the more characteristic.
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The unison effect is good, and should not be overlooked.

"The second inversion at the word ‘proud’ creates a feeling of suspense, and is better
avoided. The cadence is not good—the use of the first inversion of the diminished
triad is not commended nor the final first inversion. The sixth tone being to all intents
the same as the modern major scale, there is a temptation to stimulate interest: to
get variety which may lead to such as the following:
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The ending ot the above is good considered from the view of coincidence of verbal
accent and chord change. The word ‘me’ does not require a change of chord, but
the following is quite acceptable and perhaps better than the above, if it is remem-
bered that the accompaniment is merely a subdued one, acting as background.
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The opening, though having the right intention, is a little heavy: there is no need for
change of chord at “soul,” and the following is quite satisfactory and avoids fussiness.
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The following harmonizaiion of the second half of the verse shows the idea of
‘stimulating the interest’; it does not need comment.
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FAUX-BOURDON TREATMENT

The following is an example of Faux-bourdon treatment by Tallis. The Plainchant
melody was usually placed in the tenor and harmonized for unaccompanied voices
in pure part writing, ‘The harmonies are peculiar to the Tudor period and are
beautiful, but should not be imitated as suitable instrumental accompaniment of

Plainsong.
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Chapter XI

‘Giving out’ the Intonation, Boys' Voices, Men’s Voices, Study of Neumatic
Melodies, Antiphons, The Power of the Organ in Accompaniment,
Congregational Hymn Singing, Final Word.

‘GIVING-OUT’ THE INTONATION

How often one hears the intonation ‘boomed out’ on the pedals! The impropriety
of such a practice is obvious when the purpose of giving-out the intonation is borne
in mind. It is intended only for the ear of the cantor, giving him the pitch and
announcing the tone.

One or two quiet eight-foot stops will suffice, besides being more artistic (because
more suitable) and less disturbing than the pedal performance.

BOYS VOICES

It has been said that chanting the Psalms to Plainsong Tones confines boys’ voices to
the lower and weaker part of their compass. This has even been stated as a difficulty
militating against the use of Plainsong. Surely it should be regarded as a means of
developing the so-called weaker part of boys’ voices; nor should there be any danger
of the rough ‘chesty’ tone being employed if the voices are being carefully trained.

MEN'S VOICES

There is a difference between chanting and singing. Chanting never calls for the full
vigour and sonority of the voice as singing does; and this fact seems seldom realized
or appreciated. What is commonly understood as ‘chest’ tone, has no place in the
art of chanting; pethaps occasionally for special stress this reedy tone may ‘come
through’ the ‘covered’ tone of the chanting voice,

By using the ‘covered’ or ‘head’ tone a delightfully flexible rendering of Plainchant
is acquired, free from the unmalleableness and monotony which characterizes
Plainchant when ‘sung.’ Moreover, there is no temptation to yield to a dramatic
treatment of the Psalms.

Chanting does not tire the voice; but in spite of this, good chanting by men’s
voices is rarely heard. Often it is regarded rather as a nuisance, and not worthy of
serious attention; whereas to those who approach it aright, it has a peculiar charm.

THE STUDY OF NEUMATIC MELODIES

Those students who are desirous of extending their knowledge by studying neumatic
melodies are advised to study The Grammar of Plainsong,! giving special attention to
rhythm. Further, to examine such a book as *Cantus Officiorum, which contains
melodies in abundance.

L <Grammar of Plainsong,’ by the Stanbrock Benedictines, published by Burns & Oates Letd.
2 Published under the direction of the Benedictines of Solesmes, obtainable at Burns & Oates Ltd.
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ANTIPHONS

Traditionally, each Psalm has its antiphon, which is sung before and after the Psalm.
The antiphon #/ways ends on the Final of the mode in which the Psalm tone is
written; therefore, although the Psalm-tone may have an ending, the last note of
which is #or the Final of the Mode, yet the repetition of the antiphon (after the
Psalm) brings the whole to a proper tonal conclusion.

In the Anglican Church, however, the Psalms are generally performed without the
antiphon. Therefore, if the ending of the Psalm-tone has not the Final of the mode
for its last note, 2 phrase or two should be added on the organ making a suitable
conclusion,

For example, the ending of the ‘Gloria’ Eighth-tone (second ending), s :
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It ends not on the Figal of the mode, which is E (Soh), but on Doh, and the organ

might continue for a phrase or two leading to an appropriate close on the Final of
the mode. Thus:
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THE POWER OF THE ORGAN IN ACCOMPANIMENT

In Plainchant, the melody is really the one and only thing: for it was conceived as
melody without any accompaniment whatsoever. Modern ears generally demand an
accompaniment, which should be unobtrusive in character, as it were a “ghost” of an
accompaniment, not even dalancing in tone-quantity the voices, as balance is usually
regarded; but quite subdued and of neutral tint. If the Psalms are chanted by men
and boys alternately verse by verse, the men’s verses may be-accompanied on, say,
Great Clarabella coupled to Swell soft diapason and 4 ft. harmonic flute with a quiet
pedal; while the boys’ verse might have the swell organ only, without pedals for
contrast. At least some such quiet combinations as suit the acoustical properties of
the church. In accompanying hymns in which a congregation really takes part, a
heavier accompaniment seems called for, but even in these cases it should not be
such as is usually employed in accompanying a modern hymn tune.
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Congregations need to be taught how to render Plainchant hymn melodies, if their
musical beauty is to be preserved. In churches where these melodies are sung, it is
an important part of the organist’s work to endeavour to achieve reasonably good
hymn renderings by the congregation.

A FINAL WORD

Plainchant ideally presented, is uniquely expressive and decorous. Students, especially
church musicians, should take every opportunity of hearing it chanted and accom-
panied in perfect style. Such opportunity has in the past been offered at Westminster
Cathedral {under Sir Richard Terry’s direction), and at the Church of the Cowley
Fathers, at Oxford. Too many are acquainted only with a #ravesty of Plainchant, and
to such the real thing must come as a revelation.

If this book arouses interest in any degree in the cause of Plainchant, it will not
have been written in vain.

FINIS.
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APPENDIX
The following specimens may be of interest as showing the treatment of several

Plainchant melodies by musicians of note during the last hundred years.

The harmonizations by Sullivan show what he did at sixteen years of age. In the
year 1858 (the date of publication) Sullivan had been for four years a chorister of the
Chapel Royal, St. James's. :

Obviously these examples do not call for comment, and the purpose of their inclusion
in this book 1s quite evident.

From Gregorian Mass for the Dead. Mr. S. Wesley’s arrangement, with 'organ
accompaniment by V. Novello (¢irca 1820).
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From The Lamentations for the Service at ‘Tenebre. Newly harmonized and arranged
from the Gregorian Chant by V. Novello, 1829.
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1 Accompaniment only intended for private performance, as the organ is never nsed at the service of Tenebrz.
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From The Whole Book of Psalms. With the canticles and hymns of the Church.
Set to appropriate chants for four voices. John Hullah, 1844.
(Printed on four staves with the proper clefs.)
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From the Rev. Thomas Helmore’s Accompanying Harmonies to the Hymnal Noted,
published for the Ecclesiological Society by J. Alfred Novello, 1848.

Magne Deus Potentie, Arthur Seymour Sullivan.
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Fam Christus astra ascenderas. Arthur Seymour Sullivan. i Erom 4 Psalwer containing a Selection of Psalm Tunes, Chants, Services, and other

; Ecclesiastical Music. By Rev. Wm. J. E, Bennett, M.A., Incumbent of St. Paul’s
' Church, Knightsbridge, assisted by Robert Carter, organist of the same church, 1844.
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Turle, 1866.

(From the Preface.) Series No. 1 consists ot the Ancient Chants of the Church.
These, it is hoped, are presented in the purest form, both as to text and accent, that
has yet appeared in this country. They may be sung either in unison, with tie short
score as an organ accompaniment, or in harmony, the parts of which have been made

as vocal as possible.
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