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From the Preface to the third German Edition.

This New School of Gregorian Chant is meant for a
practical guide in the domain of Ecclesiastical Music, and
not as an academical treatise for savants and professional
musicians. Indeed, one of its chief aims is to train the me-
diocre to a higher level, so as to render Gregorian chants
worthily and in true artistic style; more especially for their
duties in the Liturgy, and to kindle their enthusiasm.
Although in practice we have as a rule to deal with persons
of little or no ability, we must consider those also who have
made progress and are capable of developing skill, pointing
out the path to excellence, so that, if God have bestowed the
talent and the will, they may do their best to follow these
up. For although Plain-song, executed in a simple and
devotional spirit — as sung by little children, let us say —
may greatly please, nevertheless its full beauty and the per-
fection of its varied forms are only attained when treated
as musical art.

The aim of Part I of the School is, before all,
to teach the correct rendering of plain-song. The chapter
on Psalmody has been entirely re-written in accordance
with the principles laid down in the Cantorinus (Rome 1911),
which have received special and, we consider, practical with
treatment, especially with regard the proper setting of the
text.Due attention has also been paid to the latest decisions
regarding monosyllables and Hebrew words. Part I, which
is somewhat wider in scope, is designed to give both teacher
and more advanced pupils an insight into the musical art
of the chant and conduce to a more artistic rendering. But
it is not intended that the two parts should be worked
through in strict order. On the contrary, at the beginning
of the instruction and during its course the teacher should
select from chapters in Part 11, according to the means and
the time at his disposal, whatever may enliven the instruc-
tion or elucidate points touched upon in previous lessons.
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In an instructional work it is necessary to summarise to
a considerable extent, and an intelligent teacher will make
as good progress, perhaps better, if he deals separately with
some of the topics, anticipating or postponing one thing or
the other. The vocal exercises in Appendix I may suitably
be interrupted by remarks concerning the contents and
divisions of the Gregorian books, the Latin language, the
Church Modes, the neums; or something may be gleaned
from the chapter on liturgy, from the history of plain-song
and so forth. In this way the teacher prevents the lesson
from becoming dry and tedious, the intelligence of the singers
is quickened and their interest maintained, and the some-
what complicated subject when subdivided is more easily
mastered. Paragraphs in small type may be omitted or post-
poned according to circumstances and the teacher’s discretion.

Choir-singers are seldom good singers, that is to say,
they do not often possess the knowledge and practical ex-
perience indispensable to the methodical use of the human
voice. This is probably the main reason why the results of
strenuous efforts are at times so unsatisfactory and why
we have to complain of the manifold difficulties connected
with plain-song and church music generally. The vocal
exercises of Appendix I are therefore specially recommended
for instructional purposes. Thoroughness in training the
voices is the only means of securing accuracy, firmness and
uniformity in rendering the choral chants, just as it is al-
ways the foundation of a well-executed, vigorous and fluent
solo. An hour judiciously employed in this way will be well
spent. It saves much time later on, and also prevents many
disappointments, misunderstandings and mistakes.

Free Rhythm, which was sanctioned in Fe-
bruary 1910 by the highest ecclesiastical authority, has been
" treated in detail in this new edition. We are in full agreement
with the leading circles of Gregorian opinion on this point,
and consider that the principle, based upon sound historical
proofs, of the equal value of notes is indispensable for a
rendering of a free rhythm which shall be natural and logi-
cal, and at the same time satisfy the requirements of art.
Nevertheless, it would be wrong to regard this equal measure
of notes as the vital and essential point in the Gregorian
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rhythmic system, for it is not of itself the form-giving prin-
ciple for the rhythm. The rules set forth in various places
are either taken direct from the Vatican Gradual, or are the
results of generally accepted conclusions, the outcome of
practical work and of close, daily study.

In order that the beginner may thoroughly master of
the details of the rhythm, the notes which are to be accentua-
ted are clearly indicated in the tirst exercises of Part I over
the various groups. It stands to reason that the notes should
not burst forth loudly and prominently, and especially that
the final notes should die away softly and gradually. Be-
ginners can use these signs as a means helping them to read
and practise the music, just as a pianist at first gladly avails
himself of fingering exercises. More advanced pupils can
test their method of execution by means of these signs. In
the later exercises only the more important places are marked
with the rhythmical accent.

In the chapter on the Artistic Value of Plain-song the
purpose was to demonstrate in as lucid a manner as pos-
sible the principles carried out in the ancient melodies.
Whoever has dipped into the rich treasury of melodies in
the Gradual, will, with the help of the characteristic phrases
here brought to notice, be in a position to discover for himself
many very instructive illustrations, and to appreciate more
and more the advantages of the traditional melodies both
as regards form and contents. The Chapter on Organ
Accompaniment presupposes sufficient skill on the part
of the organist as executant and harmonist. The examples
given do not pretend to furnish the sole correct method of
accompanying plain-song, and they will not suit everyone;
they are, in fact, merely offered as an attempt to surround
the melody with harmonies in keeping with its contents and
character, and to form an accompaniment which may be
of interest from a musical point of view.

Where opinions differ on various points, for example,
in regard of the importance of the Quilisma and the Sa-
licus, the New School allows perfect freedom. But no
one should give up the system and abandon interest in the
restoration of the chant because minor questions are not
yet settled. If in future we are only to take a thing in hand
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provided that both learned and unlearned are in perfect
agreement, then we should have to give up every-
thing. Has complete unity been attained in theory and
practice even in matters where great achievements have been
made? Even as regards the performance of the works of
the old polyphonists, the mode of conducting Beethoven’s
symphonies, or of rendering his sonatas — compositions
which have long been the common property of the cultivated
world — and also as regards the artistic conception of Wag-
ner’s musical dramas, there exist to this day various per-
sonal views, distinct opinions indeed, of various schools of
thought; it will ever be so, and the world will not on that
account cease to enjoy these masterpieces and to derive
from them food for the mind. Moreover, it would be un-
reasonable to deprive ourselves of the pleasure of labouring
for the restoration of the chant, simply because we are
disturbed about the settlement of theoretical, historical or
merely personal questions.

A word of sincere thanks is due in this place to the
Reverend Fathers of Solesmes for their kind permission
to use the “white note” employed by them in psalmody;
likewise to the Rev. Dom Gregory Béckeler O. S. B. of
Maria-Laach for his contributions to the vocal exercises;
and specially to the Right Rev. Dom Raphael Molitor,
Abbot of St. Joseph’s (Coesfeld, Westphalia) who has
written valuable Chapters in Part IT and evinced the keenest
interest in this new edition. Hearty thanks for much practi-
cal advice are due also to the Rev. Prof. Dr. Weinmann,
and to the Rev. Prof. Engelhart, Conductor of the Cathedral
choir, Regensburg.

Beuron, Nov. 15t 1912,

P.D.J.
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Preface to the V. Edition.

Despite the blight of the times, it has been vouchsafed
the New School of Gregorian Chant again — and that for
the V. time — to issue forth into the world and bespeak
friends for Liturgy and Art. 1f it had hitherto been the aim
of the work to turn the most recent researches to account,
it is now hoped that the new section “Attemptofan Aesthetic
Criticism of the Interval-movement of the Choral” may
stimulate readers to apprehension of this branch of art in
a truly spiritual and fervently trustful frame of mind. No
one can be more alive to the fact that this almost untilled
field of inquiry is in need of deeper and wider cultivation.
The earnest request is repeated toscholars in this domain to
continue their kind contributions and advice. Special thanks
are owing to the Rev. Becker for kind permission to make
use of the table at p. 6o.

Beuron, Christmas 1g20.

P.D. J.
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FIRST PART.

Johner, New School.



A. Principles.
CHAPTER Lt

What is Gregorian Chant?

1. In order to answer this question briefly, we must
firstly ask: What is the nature of our ordinary folk-
song or popular hymn-tune? This can be seen from
a melody like the following:

; ) ~
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A-ve Ma-ri - a, gra-ti -a ple - na! Sweet
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Mo-ther, in pi-ty, We pray thee to help us, Look
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down in love From Heavena - bove.

The musical structure of this devout hymn shows
it to be written in a certain key, G major; that there
is a definite order in the movement of the me-
lody, 3/, time; that there are three members (periods)
of equal length, each consisting of four bars. The first
period is influenced by the harmony of G major, the se-
cond by that of D major, whilst the third returns to
G major.

2. A similar scheme is observable in most of the folk-
songs and hymns in use at present which, for the most
part, belong to one or other of the 24 keys. In time or

! In the teaching-course this chapter is not to be studied until the next-
fol'owing four chapters have been explained.
l *
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measure, their members (periods) are symmetrically con-
structed so that the various parts correspond exactly, and
their melodies are built upon, and greatly influenced by
a harmonic basis which is either added, (passage with
various parts) or is, more or less, in themind of the composer.

“Time’’ is effected when the accented or ‘“‘good” note recurs at
intervals of the same length; thus in 3/, time after every three beats, in
4/, time after two or four beats.

The keys are recognised by the signatures (G major, one # F major,
one P, and so on).

3. Now let us examine a Gregorian melody:

[§
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A-ve Ma-ri - a, grd - ti - a ple-na,
#____ A A A N A }
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D6 - mi - nus te - cum: be -ne - dic -ta tu

@4—‘~Em—33—;: ==

inmu - li- ¢é - ri- bus.

If we consider this melody closely we perceive that:

a) The accented note occurs at different distances, and
therefore with more freedom than in strict “Time”
there is in fact no time;

b) The melody belongs to no one of the 24 keys familiar
to us; .

¢) There are indeed periods, or sub-divisions of the me-
lody, but they correspond to each other neither in
length nor in construction;

d) The harmony, or succession of chords seems to have
but little effect upon the melodic progression.

Yet even this melody has a definite mode, a move-
ment properly arranged with determinate time-values and
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distinct members. It belongs to the first Gregorian mode,
its movement is in free rhythm (in contradistinction to
time), and it is divided into two unequal parts, with three
against two subordinate members.

4. The melodies of the Gregorian chant differ, therefore, in many
respects from our ordinary folk-songs and hymn tunes, as well as from
modern art songs, and the very difference is a noteworthy advantage.
For they offer us an art of a special kind, an independent art richly endo-
wed with its own mode of expression. Of course the general laws of
music hold good in Gregorian as in all other music, although their appli-
cation_results in different forms and effects. Consequently a thorough
knowledge of Gregorian chant is a help to a thorough knowledge of music,
and the old masters rightly looked upon the study of plain-song simply
as a part of the study of music.

Pius X. has repeatedly urged the need of study and practice of
plain-song especially in the seminaries. For example, in his Motu proprio
of 22. Nov. 1903, he says: “‘In the Seminaries and other ecclesiastical in-
stitutions, the Gregorian chant, with its time-honoured tradition should
be cultivated with love and zeal, as prescribed by the Council of Trent
(VIII, 25).” Cf. also Km. J. 22, 78 sqq. — C. O. 1911, 82 sqq. and 1913,
199 sqq. — Rundschau, 1907, 104 sqq.

5. Thus, to the question: What is Gregorian Chant?
we reply somewhat after this fashion:

By Gregorian is meant the solo and
unison choral chants of the Catholic
Church, whose melodies move, as a rule,
inoneoftheeightChurchmodes, without
time, but with definite time-values, and
with distinct divisions.

It is characteristic of Gregorian music:

@) That it is not only sung in unison, but was compo-
sed as a unisonous (monodic) chant without any ac-
companying harmonic support;

b) That the solo passages are distinguished from the
choruses by a structure rich in melody;

¢) That it has no fixed and regular structure of bars or
time, and yet is not devoid of rhythmical flow and
well-balanced proportion of parts;

d) That the various time-values are never formed,
as in modern music, by division into /2, 2 s, /16
and so on, but by repetition of the time-unit,
thus makmg combinations of two, three or more units;
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e) That, as sung at present, it has no accidental beyond
the simple P, that the series of octaves it employs
consist severally of 5 whole tone and 2 semi- tone
intervals and, as two semitones may never follow in
the same direction, its melody is strictly diatonic.

8. The name ‘‘Choral” is derived from the Latin,
cantus choralis, choral song. The same name is applied
to melodies as sung in choir, and by an appointed body
of singers.!

Other terms in use are:

Gregorian Song or Chant, because of the services
rendered to it by Pope Gregory the Great (590—604);

Cantus planus, = plain, universally used type of song, in contra-
distinction to the polyphony® which appears later or sporadically, or also
a lower melody of a passage having various parts®, or again, according to
Elias Salomon* (end of XIII. century) = simple, uniform chant, in
contradistinction to the varied fempo of measured music;

Cantus firmus, unchanged chant, as opposed to the free movement
of harmonised music;

Cantus traditionalis, traditional chant, handed down from the
earlicst middle ages, as distinguished from the altered and abbreviated
“Reformed chant” which appeared after the 17t century.®

Pope Pius X, in the Editio Vaticana (Vatican Edition
of the Chant) has restored this music to the Church which
has been authenticated by manuscripts of the gt century.

Plain-song is termed plain-chant by the French, and canlo gregorianc
or fermo by Italians and Spaniards.

1 Choral is also a term applicd by Protestants to church hymns.
2 Santi, il cursus 24.

3 Wagner, Neum. 371f.

4 Gerbert, Script. III 21.

5 Molitor, Reformchoral.

R
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Plain-song Notation.!
7. In the Gregorian system of notation there are

four lines which are numbered up- 5
wards, so that the top line is the
fourth. Occasionally a ledger line

is used above or below this stave. 6—

The notes, for the most part square in shape, are
placed on the lines or between the spaces, being named
as follows:

do, re, mi, fa, sol, la, si, siy (sa)
c, d, e f g a, b, by

The nomenclature of the notes — ascribed to Guido of Arezzo
(+ about r050) upon insufficient grounds — is derived from the inijtial
syllables (by twos) of the hymn Ut queant laxis, from S. John the Baptist’s

text, the melody of which exhibits a diatonic scale rising from ut (do) to la.

] i 4
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Ut qué - ant la-xis re-so-nd-re fi-bris Mi-ra ge-sté-rum fa-mu-
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li tu-6-rum, Sol-ve polli-ti ld-bi-i re-a-tum, Sancte Jo - dnnes.

8. Intervals, This term denotes the distance between
two tones in respect of their height or their depth. Plain-
song employs the interval of the whole-tone (tonus)
and of the semi-tone (semitonus) of the major-
third (whole-tone space + whole-tone space = ditonus)
and the minor-third (whole-tone space + half-tone
space = semiditonus) the perfect fourth (2 whole-tone
spaces + semi-tone space = diatéssaron) and a (rarely used)
augmented fourth (3 whole-tone spaces = trifonus), also a
fifth (3 full-tone spaces + an intercalated half-tone space
= diapénte).

But rarely does the interval of a great sixth occur (fonus cum dia-
pente, vide New-Year Alleluja) or of the minor sixth (semtlonus cum
diapente, vide the transition from eleison to Chrisle in the Kyrie of the
1. Mass). The interval of a seventh never occurs in plain-song in direct

sequence. In the case of an octave-interval (didpason) there is always
a pause between the two tones, vide Ife of Mass 2, and Credo 4.

1 For details see Part i, Chapter 1L
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As various canticles have to be transposed into a higher or lower
key than they are written in, the singers should be accustomed in the
practice of intervals rather to realize the spaces separating the tones
(e. g. major third, minor third) than to hold to the names (e. g. do-ms, re-fa).

9. The pitch of the notes is fixed by means of the
clefs placed on one of the four lines.

Plain-song has but two clefs, the Do (C) clef § and
the Fa (F) clef . Every note that occurs on the line
where the Do clef 1s placed, is called do (¢), and similarly,
notes on the line of the Fa clef are always Fa (f).

The Do clef may be placed on the fourth, third, (see
p. 14 f.) or second line (see p. 18 f); the Fa clef may be
placed on the third line (see below) but seldom on the
fourth (see p. 21).

10. Do clef on the fourth line.

s Tone 12 Tone Y2 Tone Y2 Tone
P {\ 2 e
la si do re mi fa sol la sido re mi fa
14 At
3 i
2 . a
! ]
= &

5 b_cde_f gab_cde_f
Practise first the reading of the notes in Credo 2z (where there are
two notes one above the other, the lower note is to be read first), Credo 1,
Gloria 15 (Gloria of Mass 15), Sanclus 13, Gloria 12, Gloria 7. Then practise
the following vocal exercises (a stroke under or over a note betokens a
rhythmic accent; the dot after a note indicates that the note is to be
prolonged, sustained):

1.
v
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» ... ...’{
I L 1

st —a P
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re-mi re-do re mi-fa mi-re mi fa-sol fa-mi fa
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sol-la sol-fa sol fa-sol fami fa mi-fa mi-re mi
%

a | ] .

[ L
re-mi re-do re.
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(le-f g-f é c'i-e f-e-cli.

The following exercises must first be sol-fa’d, then sung with mo-
dern names.
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When the intervals have been mastered, the exercises should be
sung quite rhythmically. All notes are of equal length. At first sing
each note with equal force (but softly), then sing each time

1 This is an instance of the indirect Tritone, b—a—g—f. The direct Tritone
is an interval of three whole tones, e. g., f—b, or b—f. (As the chant is diatonic
no other Tritones are possible). If between these notes others intervene in such a
way that the impression of the interval b—f still predominates, then we get the
indirect Tritone. The direct Tritone is very seldom met in Gregorian chant, the
indirect frequently, but its harshness, which is owing to the archaic character of the
chant, can be almost entirely toned down by skilful rendering. Towards the end of
the middle ages the Tritone was described as “Diabolus in musica®,
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the first of every two notes with rather morc force (as in ?/; time). It
is advisable for the pupil to mark the rhythm himself by slight move-
ments of the hand.

To accustom him to sing the closes correctly the scholar should
not be allowed to interrupt the rhythm between the short phrases of
the exercise, but should continue quietly beating time. Every final note
is to be held out, and this until the first beat of the following rhythmic
group (the following bar,) the second beat is a pause and is used for taking
breath, then at the first beat of the next bar the following section is
started. The close of the last section is to be sung in the same way, without
ritardando or further prolongation of the last note.

Example:
Py r——— & — ps—  —
S S EEEEE R
remi re dore mi fa mi re mi

Tempo rather slow, about M. M. 69 for the single note.
For high voices take re at the pitch of f (as in f minor) or ¢ (minor);
for low voices re may be taken as ¢ (minor).

For singing exercises in the Do clef on the 4. line see appendix I.,
5. lesson.

11, At the end of each line, seldom in the middle of
a phrase, a sign in form of a small note is placed (§) to
indicate the pitch of the first note of the next line or pas-
sage, and therefore called eustos (sentinel, guide).

In Graduals (especially those of the 5 mode) the cuslos is very
often placed at the point of transition from the first to the second part;
see, for examples, the Graduals in the Commune Sanctorum of the Masses
Sacerdétes Der, In wvirtute, Intret, Stdturt &c. This is done because the
second part of these Graduals has a very high melody, whilst the first part
is, as a rule, rather low; thus, if the position of the Clef were unchanged,
the notes would extend far beyond the four lines.

Take any piece in Graduale, also in the Gradual for the 1°* Sunday
of Advent the custos before Vias tuas, and in the Antiphon Cum appropin-
qudret on Palm Sunday the custos before St quis vos, before Solvéntes and
before dlit expandébant.

12, A § before si (b natural) lowers it half a tone
and holds good for the whole word only. But if in the
middle of the word a contradictory 4§ or a mark for a pause
occurs, then si (b) must be sung.

Cf. tuum and nobis in the Alleluja for 1** Sunday of Advent. So
also at the end of the first half of the Gradual for December 8th, the |
affects super, but si must be sung at ferram. See also the Communio for
19 Sunday after Pentecost.
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Si and sa can never stand together. Passages like a bly, b ¢ or ¢,
b bl a are impossible in plain-chant. The flat (jy) occurs only before st.

Sometimes the ly is placed at the beginning of each
line immediately after the clef, then it influences the whole
piece.

Cf. the Alma Redempiiris and the Ave Regina ccelérum in the Anti-
phonale.

The sharp 4 (diésis) is unknown in plain-song.

13. The forms of the notes., The notes now in ge-
neral use for plain-song are as follows:

a) The punctum, square note m, the usual sign,

b) The virge, cauddta, tailed note, mora,

¢) The rhombus, diamond or lozenge, e,

d) The quilisma w,

(The term is derived from the Greek kylisma (see cylinder) and
indicates a ‘‘rolling”’ tone.)

e) The liquescent notes, ﬂ; (cf. p. 23 sq.).

What is the reason for these different forms of notes?

. . 3 .

To denote a difference of pitch, but not a difference of
length.

In modern music the difference of shape indicates a different time-
value (:g' .l 'I\) But in Gregorian, on the contrary, the difference in
shape of the notes arose out of the necessity of indicating the different
pitch of the notes in writing neums or melodies without the lines of the
stave, furthermore from the position of the pen when writing.

The Punctum indicates, in contradistinction to the
virga, a lower note, the wirga indicates a higher note.

The Rhombus and Quilisma are never used alone: the
rhombus is employed in descending passages, the upper
note of which is usually a virga; the gquilisma is only found
in ascending melodies and rarely without a preceding lower
note.

Notice particularly that the Virga

a) Can be used for the accented syllables of words
as well as for unaccented syllables,

b) Has no longer time-value (length of sound) than
the punctum and rhombus.
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14. The time-value of all these notes is exactly
the same.

In transcribing them into modern notation it is best therefore
to write all without distinction as quavers { N).

For the equivalence of the notes see Part II, Cap. II, Nr. 16.

15. In the Vatican edition the ' 2 3 ¢

following signs indicate divisions of the i '
melody and serve as pauses: !
1. The stroke through the four lines generally
closes a phrase, and is called a whole pause (divisio or
pausa major). Here the last ‘“‘notes are sung ritardando
and a deep breath is taken”.
(Preface to the Vatican Edition, denoted in the sequel by P. V)

2. The stroke through the two middle lines
closes a half-phrase, and is called, therefore, a half pause
(divisio or pausa minor). Here also a breath is taken after
a slight rallentando.

3. The stroke through the fourth line of the stave
(divisto minima) ‘‘denotes a slight pause, giving oppor-
tunity, when necessary, for a quick breath.” (P. V.)

4. The double line indicates the end of a piece or of
one of its principal parts. It also closes each section of
music written to be sung by alternate choirs as in the
Gloria and Credo.

As far as concerns pauses the hymn on p. 7 might, therefore, be
sung thus (in church it would have to be taken a fourth higher):

a -
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Ut que-ant la-xis re-so-nd-re fi-bris Mi-ra
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pol-li-ti 1l4-bi-i re - 4-tum, Sanc-te Jo an-nes.
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A strictly mathematical limitation of the pauses is, of course, neither
possible nor desirable. In accordance with the Preface to the Vatican
edition we have indicated the divisio minima as a simple prolongation —
very slight indeed — of the note without any pause for breath. Generally,
however, it will be found necessary to take a breath at the divisio minima.
We should prefer that at fibris; the last note, which is very slightly leng-
thened, should taken together with the following rest, and be equal in
value to a quaver.

With regard to the length of the pauses we must take
into consideration the meaning and extent of each sentence or phrase,
the character and fempo of the piece. We must also take into account
the acoustics of the church, which, further, should regulate the fempo.

18. An asterisk at the beginning of a piece shows
how far the cantor has to intone; in the middle of a pas-
sage (cf. the Psalm verse in each Introsf and the last of
most of the Kyries) it denotes an alternation of choir; two
asterisks (at the last Kyrie) show the point where all the
singers join in.

If the melody is intoned by one or more singers and then continued
by a larger number, this sign indicates at the same time a short pause;
but this is not observed when the whole choir repeats the chant from
the beginning, or when the same singers who intone, sing it right through
alone without the choir. In such a case a pause would, as a rule, have a

bad effect, unless a sign placed over the asterisks shows that a pause is
demanded.

CHAPTER IIL

Neums.

17. By the term Neum!' is understood a combination
of two or more notes to form a distinct group.

The simplest form is the combination of the aceénius
actitus with the aceénfus gravis, 1. e. a higher tone with
a lower one, or vice versa.

1 We follow the method of rendering prescribed by the Vaticana, without,
however, wishing to exclude any other method which is based upon solid, scientific
grounds.
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The name is derived from the Greek neuma, a sign (the leader or
cantor indicating with his hand how the group of notes should be rendered)
or from Preuma, breath (the notesof the group being sung in one breath).
The former derivation is the more correct.

Neuma also designates the long melody or cadence written chiefly
over final syllables.

18. a) Neums with iwoe notes are:

1. The Clivis' (declivis, inclined) or Flexa (bent) Ma;
the combination of a higher with a lower note.

E L] L] .\ L ]

—P.——pg—ﬁ—F — SO e S~ S i .l

2. The Pes (foot), also called Poddtus 2 the com-
bination of a lower tone with a higher one.

(! . L] L] L] .
s
38wl %——q ﬂ@: -
o J1 S ——J [ ’9‘ - i—!E
The lower note is sung first,
The pes is preferably set above a stressed syllable.
3. The Bistrophama: t wo notes of the sa me pitch.?

n = J,;

Instead of the Bistropha the Bivirga wm = double
virga is sometimes found.

19. Exercises with Do clef on the third line:
Y3 Tone js Tone 2 Tone
do re miAfa sol la si do re mi | fa sol la

n
a =

DN W
B

—-
"
cde_fgab_cdefga
As reading exercise take the Introit of the third Mass for Christmas
Day, the Offertory of Easter Wedncsday, and the Introit for Ascension Day
For vocal exercises with Do on the fourth line see Appendix I,
Lesson 6.

! Rassegna 1912, Sp. 21 sqq.
¢ Rassegna 1908, Sp. 97 sqq.
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] 1
sol  si la do si re do mi
— — ! s i
i 3 | } Be——f —
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g-aba g a-bcb a b-cd-c b cd ed ¢
r=e | do . ' si . . la
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d-e d-c d c-d ¢cb ¢ b-c b-a b al-b a-g a
sol
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1. fa fa fa 1la sol sol sol sol si la la la la do si
2. si se sa sO su mi me ma mo mu wi we wa wWo wu
|
: e T o . —t—1—1
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1.do do do mi re mi do do do si do la la la sol
2. fi fe fa fo fu ni ne na no nu wi we wa wo wu
E ) 1 1 n 1 ! 1 h:____;i :
1 T 1 1 1 T 1 1]
—an t an 82 o I
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la fa fa fa mi fa re re fa mi fa la la sol fa

1 Take te same exercise afterwards thus:
and take great care to avoid even the slightest pause

@gjﬁ“ _;‘::H_— between the end of one note and the begmnmg of

lL.pi pe pa
2.fo fu £
3.se s sl

the next in the same neum, rather 1ommg them
together, without, however, slurring them into each

other.
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20. ) Neums with three notes:

The Téreulus (torquére, to turn) 48y ; the middle note
higher than the other two.
a

'L—_?;ET%E“UT"L_L -

The Porréctus (pomgere. to extend) N§; the middle
note lower than the other two.

%—m&f N

%EEEE':‘—-—_:—T::J-@- —n—iE
= E=SSe
Only the beginning and the end of the thick stroke are to be obser-
ved and sung as notes.
The Tristropha mmm; three notes of the same pitch,
almost always on fa and do.
. o
o |
—de9d
——
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A gentle vibrato and diminuendo are recommended in rendering
the Bistropha and Tristropha.! Soloists and well- trained choirs may
repeat each note softly and lightly, without undue stress (repercitere is
the word used by theorists).

Bi- and Tristropha belong to the class of Strophici, likewise the
Apostropha, a single note easy to sing, which is either appended to another
neumas in the pes strophicus :. and the clivis strophica (also called

clivis with oriscus — vide p. 2I) Pil or which precedes the Bisfropha
at a lower point,

The Climacus? (climaz, ladder); a combination of three
(or more) descending notes, 10"

Ejr’rmj'ﬁn—% = —éﬂ—!’—“ - -
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‘“The shape of those notes, which, in some neums follow slantwise
after a higher note, has in its=1f nothing to do with the time. The very
form and oblique position of the notes indicate their subordination to the

higher note and that they are to be sung in close connection with it.”
(®. V)

The Scdndicus (scdndere, to ascend); a combination

of three (or more) ascending notes =1 -:

St = f ey

If the first note is quite separate from the second .: or standing

on the same pitch ad, then the neum is called Sdkicus, some then accent

the second note. The 2. form is also called pes quassus.

1 Mus. s. 1914, 38.
2 Rassegna 1911, Sp. 248 sqq.

Johner, New School. 2
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21. Exercises with the Doclef on thesecondline (Thirds):

'/' Tone

'/2 Tone '/z Tone ‘/a Tone
mi ja sol la si_ do re mi fa sol la si do
)
a ®
4 "—
3 -
2§ e
1 [
w -
e_f

gab_cde_fgabec

For reading exercise take the Introit for the third Sunday after
Epiphany, Introit for Easter Tuesday, Asperges, Communion for Easter
Monday, Gradual for Leldre Sunday.

The following exercises should first be sol-fa’d, sol-la-st, sol-la-si,
sol-sol-si, sol, then sung with the modern names g¢-a-b, g-a-b, g-¢-b, ¢.
Always accent the first note of each group, thus

=
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sol la

si do
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g a b c
re mi sol
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do si
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c b
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2.
] i ]
: e
A N e N N
l.g b a a ¢ b b d C c e d
2. fi fe fa fo fu fi si se sa sa so si
| | ' ! | | | | | | |
]
T Ea 1 A s: Re .‘rM_..m—M_WF—T‘
I.d f e e g f f a g a g f
2.mo ma me mu mii mo fa fo fe fu fe fi
et ——t——t—
N, '
g W = NGRS
1. f e d e d c.
2. si se sa SO se si.
3. | |
. | e P e Y P P
F'—! T:i—-o——ﬂ (J O o—1{—
1. sol s'ol do do re fa fa mi sol fa mi do
2. g g ¢ ¢ d f f e g f e ¢
| l | |
1 ] [ [] E
S NS S S STV B ST I S—r
5 S — ’°¢ P .¢¢ e
. mi fa fa mi mi re do re mi do re si
2. e f f e e d ¢ d e C d b
]
¥ 5 :
a—-ﬁ .
&
1. do si do la.
2, ¢ b c a.

For further exercises see Appendix, Lesson 5.
28
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¢) Neums with four notes:

a) The fourth note is higher (resupinus, bent back-
wards) than the third:

The Climacus resupinus %o,

DA 17;'—

Y IQ%!
’ . ’ . ’ .
0 —— ¢ s
— e y J 1 11 - ) | | |
% T ! ! [ N i HEK 2 1 1l_
¥ g 4 ¥ 4 & & | & ¥ ]
\/ A4 hdf ¥ :‘ hytl 1l
The Térculus resupinus og
A _ ’ ’
- i, - | R
a
——— @—ﬁ;ﬁ- -—;tﬁsUﬂ—JE

#) The fourth note is lower (fleza, bent downwards,
than the third:

The Porréctus flexus Mh

F . R ’ .I ’ .
The Scdndicus flexus M

S - e

.y) The third and fourth notes are lower than the se-
cond:

The Pes subbipinectis (Pes with two lower points or
notes) :0.

e P

SrmpeTesrees
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The Virga subtripinetis (Virga with three lower

notes) ’0.

¢ S0 e
R, MO =
%, (3

Here must be mentioned the 7'6rculus with Oriscus
(from the Greek horos, boundary, our ‘“‘horizon”), also
called T'érculus strophicus ofam — |"‘u—|

L4 4

The terminal note is to be sung fainter.

28. Exercises with Fa clef on the third line:

‘2 Tone /2 Tone /2 Tone
fa sol la si™do re mi~fa sol la si™do re

a
a ™=

n= a

— 0w

=
il
f gabcde f gabcd

N’ N’ S’
As reading exercises take the Gradual and Offertory for the first

Sunday of Advent, Communion for the second Sunday of Advent, and
the Introit for Epiphany.

t, do re fa
% ] . ﬂ’}f’—h—%ﬂ—&—nk
|
a

| |
!:liﬁ fi de de fa ed fo fi fa da de

fa m l 1 ] 1
. [ 1 1 1
-ttt ' : L
1 ] I
fo fe fi fu fi e ge fi fo e de
2 sol la sa
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24, d) Neums with five notes:
a) The fifth note is higher than the fourth:

2 ——
—}—0——} L ;
gu e ci fi fo ge di.
| i1
’ : A -Jﬁ!_'__q,_.___l"
P T T CI Q
(N 1 | 1 (] ! 1
l' ] | T 1 T ) 1
a () e e fa go di e a gi ge
| |
! ] }
T Re IA 1 T
& Re 1 [}
T L~ ew
fo ga ge fi fu fe re ge re.

: L LR
Virga subtripiinctis resupina 'ogm
S0 —
——-«—j’ | = =aeE |
40 # = £ A ’
. Pes subbiptinctis resupinus Je
J—. LS 17 — -: S [
(3 CMN B

_— Y n . Jvi 1 H y -
G [ae

p) The fifth note is lower than the fourth:
Pes subtripinetis Je,
(3

- 4 '|, .« v .
ral [——
— o, & || - FL e JE
N @—.LH—‘*—M—J—-L.—'———Q:i
Sedndicus subbipdnctis 51‘0
E 2 ﬁ N . ’ 3 ’ 3 : ', .
I OVRCEA A0 Zg““ldﬁ% T e e v 1
T v v e ¥ g | oL ¥ 4 ¥ &
VA A S i L4 bt
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Téreuwlus resupinus flexus .E;
er A el A
e R =TS S

Neums with more than five notes seldom occur.

25, Exercises with Fa clef on the fourth line:

1/z Tone /s Tone Y2 Tone
re mi~fa sol la si~do re mi~fa sol la si
2
-8 —
4 .} -
3 —a® -
2 el
! e
= &

"
devfgabvcdevfgab

As reading exercise take the Offertory Vérilas mea of the Mass
Os justi. This notation is very seldom used.

) ) T ]
T
1. fe do di du go fi de da go fu
2 fa re re re do fa re
[ I | ! [
£ s ILT% a1
—A } + el ”
T .l

1. di l fe se di fa ga su se da
2. re fa mi re fa la sol mi re.

The teacher should ask what the names of these notes
are when the fa-clef occupies the 3. line and the do-clef
the 4., 3., or 2. line.

26. Liquescent Neums. When, immediately before a
new syllable or a new word we find:

a) two or three consonants together, especially if the
first of them is 1, m, n, r, s, t, d (sanctus, a dextris meis,
magnus, subjéeit),

b) a diphthong, two vowels, or § between two vowels
(autem, euge, allelija, ejus}),
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¢) occasionally also g and m between two vowels:
then the notation of some neums is abbreviated, and the
neums sung by some in a corresponding manner, “liques-
cent”’, or run quickly together. ‘For the very nature of
the syllables forces the voice to glide smoothly from one
to the other, so that it becomes, as it were, “liquid”’, and,
confined in the mouth, seems to have no end and loses
about half its volume, but not length.” (P. V)

The following belong to the liquescent neums:

The Cephdlicus (little head) N, a modified form of the
Clivis, .

The Epiphonus (added note) §, a modified form of
the Pes,

The Ancus' (curve) My or W, (in this second form

the second and third points are perceptibly smaller than
in the Climacus), a modified form of the Climacus,

The Térculus liquéscens ﬁ,
The Porréctus liquéscens [%,
The Pes subbipinetis liquéscens Jo,.

Rule of thumb: Cephalicus — Clivis; Epiphonus — Pes; Aneus —
Climacus.

The liquescent neums are very easily rendered, like the full neums,
since Germans [and English speaking peoples] can pronounce the
above mentioned combinations of consonants without any difficulty.
Guido of Arezzo remarks in his Micrologus:* “‘If you prefer to make the
tone fuller, not allowing it to melt away, no harm is done.”” Where, ho-
wever, a moderate acceleration of movement is preferred with these
neums, a better effect is often secured.

Carefully study these neums in the Libera of the Requiem Mass,
and notice particularly the Ancus at ireménda and valde.

This species of neum shows how the music takes account even of
the exterior form of the text with its every detail.

The liquescent neums, furthermore the Strophici, Oriscus, Salicus,
Quilisma, Trigon (see p. 35) as well as Pressus belong to the class of deco-
rative neums or crotchet-neums. But the latter term is not quite felici-
tous, inasmuch as the so-called stroke- or accent-neums often display
a hook or crotchet shape.

’ See Rassegna 1908, Col. 401sqq. and 481 sqq. — Revue, 21, 39 sqq.
2 Gerbert, Script. L. 17. >
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27. In order to give full and complete effect
to the notes of a neum, beware:

a) of hurrying over one neum and rushing on to the
next:

i—iﬂ—-»- not EEH nor %?l}%.é

| -~
sal-ve sal - ve sal - ve
r'y 1
O
M =S2ESE
sal - ve;

b) and of sustaining the last note before a new syllable:

E:“‘in_ag_ not &‘éizﬁgﬁﬂ but &-—J—:‘H_ =]

A-men A - men A - men.,
N
ﬁ 1P r—— ﬂ P——
| not P4, e—¢_if
excél - sis Y ex-cél - sis

ex-cél - sis.

Moreover we should sing not é—_ﬁzzﬁzu

in the responses.

28. In singing the notes belonging to a neum care
should be taken to keep them closely connected as 4 united
whole distinct from the preceding and the following neum.
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This is effected by the accent, which is generally upon
the first note of the neum.

Questions. 1. How many notes form the Cliws, the Tdreulus,
the Climacus, &c.?

2. Give the names of neums with two notes, three notes.

3. How may T'érculus and Porréctus be considered as contrasts?
Of what neums may the same be remarked?

The teacher should ask for the names of neums that he sings and
have them written down.

CHAPTER IV.
Practical Rules for Plain-Song Rhythm.

29. Rhythm! organizes the succession of tone-units in
an agreeable manner by means of:

a) circumscribing the groups of tones so as to allow
these to act as wholes in contrast to one another (elemen-
tary, analytical rhythm),

b) by combining musical phrases into an artistic whole
(declamatory, synthetic rhythm).
Rhythm is accordingly one of the indispensable elements of living

melody in singing as in every branch of music, and a chief means of
imparting full expression to a musical idea.

This is exemplified by the rising and falling of the waves (arsis
and thesis), by accented and unaccented syllables in speech, and by
the strong and weak beats in music.

A. Free Rhythm and Measured Rhythm.

80. The regular repetition of the rise, ac-
cent or strong beat produces measured or time
rhythm; but if the repetition is irregular we get
free rhythm, as in speech and in plain-song.

The same natural and effective law underlies both
species of rhythm. ‘The human ear counts first of all

1 Cf. Boser 7.
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only by two or three units. Four is, indeed, apparently
analysed into 2x2”. (Gietmann, Aesthetik, p. 168.) These
small units are joined and held together by the accent,
the strong beat, which may be followed by one or
two weak beats only, never by more than two.

This law appears:

I. In Time, the various species of which can be
reduced to the fundamental forms of %/, and 3/,.

2. In the freerhythm

a) of the Latin language, where the accent
may fall on the penultimate or antepenultimate, but never
on the fourth last syllable. Thus, for example, we get the
following rhythmus: grdtias dgimus tibs = 3+3+2; dixzit
Déminus Démino méo = 2+3-+3+2;

b) of the Gregorian chant, the text of which
must be treated according to the accentuation of the Latin
language in which euphony progresses for the most part
in groups of two and three sounds, the neums of which
generally flow in groups of two and three tones.

Thus we arrive at the following principles regarding
the rhythm of Gregorian music:

1. A strong accented beat (an accentuated note) may
be followed by one or two unaccented beats, never by
more than two. Hence four or more pulses, or beats, re-
quire a new rhythmical division, as: gg and gpg; not
anan DUt gaga

2. The accented note in chant has somewhat the same
signification as the note in measured music on the ac-
cented (strong) beat of the bar.

3. The accent denotes a strengthening, but not neces-
sarily an extension or prolongation of the note.

“The stressed or accentuated syllable acts like a point, of light,
which sheds its rays over the remaining notes (syllables) or like the coping,
which unifies and solidifies the arcade (Sufiol 64). The same applics
to the accentuated note.

4. The rhythm of the chant is free, that is to say,
the accented beat does not recur at regular intervals of
time, but groups of two and three tones follow each other
in free alternation.
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In the more extended melodies we never find neums with only
two or three notes. So also in speech a succession of sentences consisting
entirely of words of two or three syllables would sound strange and tedious.
It is but seldom that we find more than three consecutive neums of three
notes apiece.

B. Rhythm in syllabic chants.

31. Songs in which a note corresponds to each syllable
of a word and neums with 2-—3 notes rarely occur are
called syllabic. In this case the note which is
placed over the accented syllable re-
ceives the accent (strong beat):

’ ’ ’, ’

ét in tér-ra pax ho-mi-ni-bus

: g a2 o |

gra-ti - as a-gi-mus ti-bi

E Id r ’
— & '
el e 0

a
Qui tol-lis pecca-ta man-di

In syllabic chants, therefore, different words can be set to the
same succession of notes, with, in consequence, a different accentuation.

Before pauses a prolongation is observed as in melismatic
chants see p. 38 sq.

So long as dissyllabic and trisyllabic words follow
one another, the rhythm presents no difficulty. But when
words of more syllables and monosyllables oc-
cur, the singer is in danger of hurrying or slurring over
some of the syllables, or of unduly emphasising the accent,
or the delivery may become unsteady and jerky, thus inter-
fering with the proper order of the movement. As a pre-
caution, therefore, secondary accents are em-
ployed.
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“As rhythm is necessarily either binary or ternary, a word which
consists of more than three syllables must have a secondary accent on
one or two syllables in addition to the tonic (principal) accent (Tinel.)'.”

‘“When three syllables follow each other, one of them must have
a principal or a secondary accent, in other words: between two “‘tcius”
(accents) there cannot be less than one and not more than
two middle syllables (unaccented syllables) (Gevaert.)2.”

If an unaccented syllable follows a word which is ac-

cented on the antepenultimate, the last syllable of the
word receives a secondary accent (V): Déminus ex Sion,

Déminas magnificus.

If two or three unaccented syllables follow a word of
more than one syllable, the fir st of them usually receives
a secondary accent: Démine ddordnde, pdlma multiplicdbi-
tur; the same happens when the unaccented syllables are
at the beginning of the sentence: bénedicimus, glorificdmus.

Longer words have several secondary syllables: opportanitdiibus,
consubstantidlem, tribuldtione, déprecdtionem, conglorificdtur.

Particular care should be taken not to slur middle syllables, other-
wise the rhythm suffers.

Sing thus for example:

’ . Y ’ ’ "

i

I T
a " W

[
slis-ci -pe de-pre-ca - ti - 6-nem no-stram,

A} ’ ) Y Y ’ ’ ~

A e
E.Hl—l—l—l—-—l——-—l——r

con-tri-sta-tus sum in ex-er-ci-ta-ti - 6-ne me - a.

Exercise: The Psalm verse of the Introit for Septuagesima,
Gloria XII, XV,

Singers not perfectly acquainted with Latin can easily distinguish
principal from secondary accents by noting the accents marked in the
text and remembering the rule that words of two syllables are always
accentuated on the first syllable. i

L Le chant grégorien (Malines, Dessain, 1890), p. 12.

? Gevaert: Histoire et théorie de la musique de P'antiquité (Gand, Annocot
Breeckmann) Vol. II p. 94.
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32. The same rules hold good for recitation (recto tono cdnere
= to read or chant straigthway), the solemn reading or chanting on a
sustained note at the same pitch.

a) The verbal accent should be well marked, but not pro-
longed;

b) Verbal accents should be regulated in reference to the logical
accent of the important words of the sentence;

c)Secondary accents must always be used for polysyllabic
words;

d) Due attention must be paid to the punctuation;

e) The accent before a pause should receive more emphasis, and a
slight rallenlando should lead up to the longer pauses at the last accent,
though one must avoid closing every sentence with the rallentando.

An unnecessary ritardando would make the recitation monotonous
and heavy, thus weakening the effect of the one necessary at the close.
This latter should never begin too soon; usually 2—3 words are enough
to mark the close sufficiently. And without this rilardando of the last
few words the listener never gets the impression of a satisfying and pro-
perly prepared close.

Do not therefore begin the rifard too soon, but on the other hand,
do not conclude too abruptly, but bring the last words to a close with
a calm and impressive prolongation.

For practice read the Credo and particularly the Vesper psalms;
by this means the chanting of the psalms is very greatly improved (steady,
even flow of the words, without hesitation or hurry). If the words to be
read are set to the chant, attention should be paid only to the punctuation,
end not to the signs for pauses occurring in the text.

Example of rhythm in recitation:

Statuit! éi Déminus téstaméntum pécis | et? Erincipem fécit éum |
) 3 S Y 2 N Y s S =

2 2 2

—— . Tit.
ut sit illi sacerdotii dignitas in @térnum.
- 1 3 ~ 2

C. Rhythm in Melismatic Chants.

Melismatic chants are those melodies in
which neums with two or more notes, and groups of neums
(Melisma) occur over single syllables of the words.

1 Introit from the Common of a Confessor Bishop.

2 The syllable with | below it after a pause counts as an up beat. The 3
under the text does not denote that the syllables are to be taken as a triplet.
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The rhythm of such melodies is determined by:
I. The arrangement of the neums,

2. The Pressus,

3. The Pauses,

4. The Mora vocis.

1. Arrangement of the Neums.

33. a) The first note of each neum receives a rhyth-
mic accent.

‘‘All neums, of whatever single notes they may be composed, form
a whole when sung, and in such fashion that the notes which succeed
the first one appear to proceed from it.”” (P. V.)

Compare the rhythmic accents over the neums on p. 14 sq. No pre-
ponderance and no prolongation whatever is to be given to any other note.

And especially when several Bistropha follow in succession, they
should be sung with a light emphasis:
4 ’ r r

& T4, n

)

b) “The note preceding a Quilisma should receive a
special emphasis, so that the tone of the Quilisma itself

is weaker.” (P. V)
£ "
i n ]

ad-vé - nit - An - ge - lus

Val
A7

o= Eorn=s st
An - ge - lus

ad - vé - nit

4

E . E 2 Ia e
D6-mi - ne et in-i-qui.

According to the manner in which this note is written in old ma-
nuscripts it may not only be accentuated, but also prolonged; if, ho-
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wever, a Poddtus or a Clivis precedes it, then the first note of these neums
may be doubled and a slight ritardando made on the second.

] — gﬁﬁf ==

sur - sum sur

E_ [) i 0 ' ’P& * — ;
- __@ '—L‘:i__&i::ﬂ
gau -di - o gau - - di - o.

The Quilisma most frequently occurs as the middle note in the
passages re mié fa and la si do.

¢) Neums with four notes generally receive two light
accents.

H.
T N e

For further examples see p. 20 sq.

As a rule the first note of a neum has the
principal accent, and the third or fourth the
secondary accent. No hard and fast rule can be laid down, on
the contrary it is necessary in each case to consider what signification the
single notes of a neum have each in regard to their immediate surroun-
dings and to the whole melodic phrase.

_— T

In the example m—l—hal——l!l—l—

sal-vi € - ri-mus

the accent on re on the syllable é- might best be regarded as secondary,
and that on m¢ as principal.

d) Neums with five notes receive two light accents
(= 2+3 or 3+2). Neums with six notes receive two ac-
cents to three notes or three to two.

A Pes with several lower notes would be more perfectly rendered
by a division into 3-+2 notes than by one into 2+3.

%IE:O ‘ e e e .
— vy, | = ettt e
' MR rY) - —g
T ———————

judi-ca -re ju-di - cd4 - re
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Just as in speaking, monosyllabic words occur between
words of several syllables, so also single notes will be
found interspersed amongst neums with several notes. In
this case they must be so interwoven with the movement
as not to interrupt its even flow. For this the following
rules should be observed:

@4 I. Asingle note over an unaccented syl-
lable is always reckoned with the preceding neum.

) If the preceding neum is one composed of two
notes, the single note is regarded as a third note of the
neum:

e = “FE{E

I
glo-ri-am glo - ri-am

£) If the preceding neum is of three notes, then
the third note receives a secondary accent:

T § ‘—_E =

Be - ne-di-ctus Be - ne-di-ctus

If the preceding neum is one with fourormore
notes, then the single note is considered as belonging to
the last (secondary) accent of the neum:

E-:r'ih-’-—-—r* S

: . o/ . <
a-pe - r1-¢€ - tur a-pe - ri-¢é - tur

If two unaccented syllables with but one note each occur between
two neums (a) or between two accents (&) the first of them receives a
secondary accent.

F’ AY r t: . 1 .
) _F a a 5a b) n
D6-mi-ne De - us vir-gi-nes DG-mi - ni

Johner, New School. 3
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35. II. A single note over an accented syl
lable is considered as rhythmically equal to a single note
over an unaccented syllable, and the word only receives
its usual accent, as is the case in measured music when an
accented syllable remains accented even trough falling on
a weak beat. E. g.: “

%."<° . ce - A =
LI L]
) )
B [
pec-cé-ta Re-sur-ré-xi sa-pi - én-ti - am

For practical purposes it is immaterial whether we write such
passages like D. Mocquereau (Pal. mus. VII, 252) in this way:

. .
- ) oy N e
] =

A 3 IL\ 71 |ﬂ ” Il I l\ 1 Y. 1
G — v, —4——J—t——”
(> .

me-mén - to  vér-bi tu -1 sér-vo ta-o

I\
T

S
‘1

or whether we prefer to write them thus:

@—Aﬁiﬁﬁﬁqﬁ'# SN

me-mén - to  vér- b1 tu -1 ser Vo tu -0

In thesc and similar passages the chief thing is to mark the accents
in a gentle and elastic manner and to avoid all heaviness and vehemence.

German and English methods of accentuation prefer
however to remove the accent from the first note of the
neum following the accented syllable and to place it on
the syllable itself, but which must not on that account be
lengthened. (See Wagner, Elem. 61.)

For example:

’ ’ ’

e
_-—. 4.
B NGB
| :
De-us, Glo-ri-a, D6-mi - ne, Doé-mi -nus.

86. III. Single notes at the beginning
of a Melody or after a Pause.
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a) If the syllable over which the single note stands
is unaccented, and a neum with two or more notes follows
on the next syllable, then it counts as an up-beat:

S

v Me-mén-to

b) Tf the syllable in the same circumstances is a c-
cented, the rule in No. 35 holds good.

¢) If there are two unaccented syllables with a note
apiece at the beginning of the melody or after a pause,
the first of them receives a (secondary) accent:

’

e e e J—IE

——‘P—d—r'—i——
Ad-o-ra - mus te.

2. The Pressus.

87. The Pressus is a neum formed by the combina-
tion of two notes of the same pitch followed on the same
syllable by a lower note, r-p.. The two notes of equal
pitch are drawn together as in syncopation and sung as
one sustained and accented note.!

This marking of the accent is indicated by the name Pressus
(prémere, to press).

Pressus is to be distinguished from the Bistropha.

A similar rendering is given to the T'rigon (written in the manus.

scripts *.*, and printed .h) and to this form of the Salicus ma»

The most important forms of the Pressus are:

R R S S S

i For the scientific vouchers for this rendenng of the Pressus see Mocquereau,
Nombre 300 sag.— Revue 22, 11 sqq. — Rassegna 1910, Sp. 534 sqq.

3=
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%L LT % TQ’N
é= ﬁzﬁﬁﬁﬁﬁﬂf‘&iﬁé SeE

%_j’.’ﬂu ﬂﬂ"o _.m i‘"&gi
e N PR e

38. If the Pressus is preceded by one note, this is
counted, thythmically, with the preceding neum, or treated
as an up-beat:

e e —

ter-ram - que re - glt

A A

i . =

v’ -
ter-ram - que re - - gt

:
e @“ "“m;a;r_ﬂ

Ju - stus - stus

The pupil should find out the Pressus in a number of Graduals,
Allclujas and Offertories and indicate, for instance, where a lengthened
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and accented ¢ or ¢ or d, &c. is to be sung. This exercise should be fre-
quently repeated, in order that the Pressus may catch the eye at the
first glance over a piece.

Passages like the following demand especial attention:

# & *
A A A A

de-fun-ct6 - rum
The ¢and ¢ (marked by an asterisk), should, as being the first notes
of a neum, have a rhythmical accent, but, since a Pressus follows, the
accent is lost. It must be reckoned, as said above, rhythmically with
the preceding neum. There is no difficulty in doing this at ¢f6, but at
rum there is a tendency to accent the ¢ because a fresh syllable begins
upon it. Practise the syllable rum first in such a manner that ¢ is treated
A

as an up-beat ¢ J ,’ ,l then add to it the preceding @ on the syllable
3% - Yy

— rum
1] A
ey

)
-cté - rum.

Practise the a ¢ before the last asterisk in the same way, and then
sing the whole passage:

de-functo - - rum

In this and every case in which various neums or groups of neums
fall on a particular syllable, it is to be observed that-the terminal
consonant of the syllable is not to be sounded before the last note
of the last neum has been sung:

0 A oy A
Accordingly, we do not sing §:g£ but §£~ —_lj—
rum ‘fu - -
and not till the very end —_-3 j——
g t———

u-m.
39. Exercise:

E a
TN | M LI
) +—J T
2-tér - nam,  vir-go, in di-e il-la,
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= "—n—
P T F._:'.e, PAE&-N—-‘—

(] a . .
Chri - ste, Ho-san-na. mul-ti-pli-c4 - bt - tur.

.in ju-  bi- la- ti-6 - ne, D6 mi-
—
:F:tﬁi'ﬁﬁ—m—-!-—.!-
; |
nus in vo- ce tu-be. (Offert. Ascensionis.)

Sometimes several ‘‘Pressus’’ follow one another,

The Pressus gives the melodies a) strong impulses
and points of support, &) effective variety in the rhythm
by means of the longer time-values.

3. Pauses.

40. The note before a pause must not be cut off, but
must rather be somewhat sustained, so as to be about
equal in time-value to the Bistropha.

a) As a rule only the last note is sustalned

F—wa—'—l—:—- & —ﬁ%’:ﬁrﬁ

lava - bis me et la-va - blS me et

ritard.

SIS, s

v

When a neum with more than two notes comes at
the end we get rhythmical divisions like the following:

. N - Y. . bl
SyRY pd Ry omy
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b) The last two notes are sustained,

1. When the penultimate syllable bears the
accent and there is only one note to a syllable:

- * o —R—

A——a—]
]

f—=

gra-ti-as 4-gi-mus ti-bi  prop-ter
(This twofold lengthening is always employed at the Divisio major,
and as a rule also at the Divisio minor. Butif used at every Divisio minima
it would make the singing heavy.)

2. If the last syllable or monosyllable before the pause
has two notes or several neums, the last of which has
two notes:

E‘_’_’ﬁ Bat H— Moy

di - cent, rsta

r
3
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di - cent, i-sta

¢) When a neum of 3 tones occurs before the long rest
before the end of the melody, the prolongation extends
to all 3 tones.

The manuscripts with ‘“Romanian signs” have in this case a line
of prolongation over the Clivis, or a { (tenéte = hold).

Be careful in singing the two doubled notes to keep them closely
connected with each other, for this is easily overlooked.

41, If for choirs that are not very well trained more pauses
are needed than are given in the official books, the following rules should
be observed:

1. Breath should never be taken immediately before a new syllable
of thesame word (regula aurea),! as this would give the impression
that a new word had begun:

1 Rassegna 1919, Sp. 14 sqq. and 429.
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2. Words connected by the sense of the passage should not, if pos-
sible, be separated, nor, on the other hand, should there be any combi-

nation contrery to sense (e. g., not et vénimus cum | munéribus; not
crucifizus | éliam pro nobis; not qui credit in me éliam | st mérluus
fuaerit);

3. When necessary, a breath may generally be taken ad the Mora
vocis. Yet it cannot be denied that the rendering suffers thereby.

4. Mora (ultim®) vocis.

42, The mora denotes a gentle retarding of the me-
lodic movement, a slight lengthening or sustaining (moia)
of the last note (uliéme voeis) of a neum which is sepa-
rated by a noticeable interval from the rest of the notes
onthesame syllable. In the same way ‘“a virga fol-
lowed by a neum (separated from it) allows of a longer
pause.” (P. V)

The Christe of Mass I is
printed thus in the Gradual:

o

Chri - ste

Here the Porrectus and Torculus on the same syl-
lable - ste are separated by.a noticeable interval. Con-
sequently the third note of the Porrectus is slightly sus-
tained. It is sung therefore thus:

|

@“EET#* E.:-

Chri - ste
Similarly:_ .
— 1
e [] =. e
" A .
Chri-ste, K}'I -ri-

éef-‘?ﬂ

Chri - ste, Ky -1l - e.
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To find the mora look first in the text for a syllable over which se-
veral notes or groups of notes are placed and see if they are separated from
each other by a space sufficient for another note. In the Christe mentioned
above the third note over Chri- is also separated byagoodly interval from
the first note over -sie, but there is no mora, and consequently no sustai-
ning, because we are dealing with different syllables.

If a neum of two notes stands by itself, separate from
the other neums on the same syllable, then both notes
may be sustained.

. - . -
i i a on g‘giﬁ**z@;_t&u
S

me - is ., i
Our “School” indicates the mora by means of a dot placed after the
note to be sustained.
Where books without rhythmical signs are used the mora should

first be marked in the book before practising a piece. This both simplifies
the practice and makes the rendering of the piece uniform.

The use of the mora sets the melodic groups in bold
relief and at the same time unites them closely together
by means of the gentle prolongation.

The. value of the mora as a help for phrasing will be seen from the
following passage of the Gradual Christus factus est if sung first without,
and then with the mora:

s - —
] - %—Hjﬁ—gﬁm—ﬂ

4

pro no - bis pro no - - bis
Notice the contrary movement of the neums in the groups marked
with 4. The mora is here, as it were, the link between two graceful gar-
lands. See also in the following:

%E"'

A - - - ve
S TR
A - - -

Compare also the morg on the low d in the last exeélsis of Sanctus IV

i
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Here again we emphasise the rule that the prolongation at the mora
must be made quite smoothly and gently, for thus only can the preceding
and subsequent groups acquire their proper prominence. But this by
no means allows us to lose sight of the dynamic signification of the neums
preceding the mora, and especially of those which follow. If the neum
which follows demands a stronger impulse, then naturally a suitable
crescendo must be introduced upon the mora itself.

In the middle ages great importance was attached to the correct
mode of connecting groups of neums belonging to one another, and to
the separation of those which should be kept apart, as appears from
St. Bernard’s introduction to his Antiphonale. The Preface to the Vatican
Edition also calls attention to this.

43. Rules to be observed: In syllabic chants
the rhythm is indicated by the verbal accent.

When melismatic songs have to be set to rhythm,
the following rules have to be observed:

1. The pauses: the note before a pause is prolonged.
2. The mora vocis: the note before the mora is also
prolonged.
3. The pressus: the two notes of the same pitch re-
ceive an accent.
4. The quilisma. the note preceding receives an accent.
5. Neums with two or three notes have the first note
accented.
6. Neums with more notes are to be treated as 2 +2,
2+3, 3+2 etc.
7. Single notes must in general be interwoven with
the rhythmic movement of the whole melody.
(See p. 33 sqq.)
For practice let the pupil sing various pieces in rhythm, showing
him wlhi::g? notes are accented, and why; e. g. in Aspérges: sol, do, si, re,
m1, 80 C.

Advanced pupils will find it useful to try and write down a melody
whilst it is sung by one of their number.

44. By reason of its relationship to the rhythm of the
Latin language plain-song rhythm is also called orato-
rical rhythm, or the rhythm of speech.

Although Cicero and Quintilian thought otherwise concerning ora-
torical rhythm (Gregoriusblatt 1911, p. 69 sq.) yet it is allowable to speak
of the rhetorical rhythm of plain-song when one considers the free rhythm
of the Latin language, as well as what is said by Odo, the chant theorist
of the rot® century (Gerbert, Script. I, 275 sq.), and by the Preface to
the Vaticana.
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““The dogma of the cadence of speech does not bear close
examination, while on the other hand the rhythm of speechis
more and more clearly recognized as the influence which furnished de-
finite indications to musical invention.” (Riemann, gr. Kompositions-
lehre, I1I, 220.)

So far, we have been dealing with elementary rhythm. In the se-
quel the relations of the several groups to each other shall be considered.

D. Strength of the Accents.

45. Just as it is quite unnecessary for a listener to be
conscious of the first note of every bar, so also it is not
at all imperative that each rhythmic accent should be
heard. The individual rhythmic accents and the separate
rhythmic divisions marked off by them are, moreover, by
no means all of equalimportance.

Some are rather, as it were, steps ascending to, or descending from
a throne from which others exert a ruling influence over the whole; or
better, perhaps, they are like parts of an organism the centre
of which sends forth into the individual members a stream of life which
varies in degree. These vital relations must be sought out by the singer
in order to confer upon them, as far as may be, a new form of being that
shall be evident. The training necessary for this is not easy, especially
since nearly every piece of chant has its own individual characteristics,
and because, in addition, even though the melodies at times correspond,
yet the different text employed demands a different interpretation and
rendering of the melody.

46. Meanwhile, help may be afforded in this matter,
by the answers to two questions:

a) Which, according to the sense, is the most
important word of the sentence; or, where does the
logicalaccent fall? Just as the verbal accent com-
bines the syllables of a word into a wh ole, so the logical
accent forms the connecting link of the words of a sen-
tence. It must be led up to by the preceding rhythmical
accent and descend in similar fashion to the one which
follows.

The antiphon for the Magnificat in the second Vespers
of Apostles will serve as an illustration:

1. Estéte fortes in béllo = Be ye strong in battle

2. Et pugnite cum antiquo serpénte = and fight with the ancient

[serpent,

3. Et accipiétis régnum @térnum. = and ye shall receive the ever-
Allelaja. [lasting Kingdom.
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The verbal accents in this antiphon are not all equal.
It would be thus declaimed:

(Be ye) strong (in) battle (and) fight (with the) ancient
serpent {(and ye shall receive) the everlasting kingdom.

Accordingly the Latin antiphon would also be sung
somewhat as follows:

A== = =T
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E-sté-te for-tes in bel-lo, et pugna-te cum an-¢i-quo
°. —_— -
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ser-pen-te et ac-ci-pi-é€-tis regnum @-fér-num, al-le - 1G-ja.

The melody commences energctically as if, calling to mind the great
deeds and struggles of Christ’s first messengers, victory were certain,
whilst in the second part it sings of great peace and happiness.

The accents, however, must not stand out in awk-
ward prominence from the whole body of the piece in full,
isolated tones, nor should they suddenly burst forth with
crude force, but they should rather be preceded by a well
considered crescendo suited to the strength of each accent,
and followed by a similar decrescendo.

47. b) Which is the most important Neum?

1. As a rule precedence over the rest is assigned to
that neum which, by its elevation of pitch, dominates the
line of melody:

‘g_.le.' - A —s
e L %7 == %E_EEE&H

un - xit te De -
(Comm, Dilexisti)

=

e - lé-i-son
(Kyrie 11)

&Eﬁﬁiﬂ;ﬁ—_ﬁ%—f Eﬁi

et il-lu-mi-na
(Grad. Epiphaniae)
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2. This neum is often preceded:
a) by a Podatus or a Clivis:

—— —

F QJI i E ; " P‘;ﬂo
Pall i‘tF I Ty &
n ]
in-cli - na intro-i - bo
(Offert. Sexagesimz) (Comm. Sexagesimz)

Or by several Clives:

% —<iA ﬁA
Yo R, | (Tract. on 3:4 Sunday
4.2 AT of Lent)

Démi-ne

A moderate aceelerando of the Clives is effective.
#) by a Quilisma; cf. p. 32 giudio.

y) by Bistropha and Tristropha:

<t>— — —_ >—
. _q"‘-‘— —1 q—~ —3+ m—
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Al-le - < - @ - ja

(Sabb. Sancto)

Here the Torculus and Clivis before and after the Bistropha should
always be well brought out. Note also how the whole melody strives to
reach the ¢, which is attained finally just before the close and rings out
triumphantly in the following verse Confitémint.

3. Neums which are characterised by a descen-
ding series of notes demand a decrescendo:

¥ .
a_ L] (Alleluja for the
I ; A Dedication of a Church)
et con-fi-té - - bor

48. As a result of what has been said it follows that,
in spite of the equal value of notes, the rhythm of plain-
song cannot be compared to the tedious pattering of the
rain or the tick of a clock. For:
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1. Syllabic chants are endowed with a richly varied
rhythm by means of principal and secondary accents which
occur sometimes after one and sometimes after two unac-
cented syllables.

2. In melismatic chants there is great variety in re-
gard to the number of notes upon the syllables, and this
is naturally of great advantage to the rhythm.

3. Though the notes are of the same length, yet the
tones sung are not always of the same length. For Pres-
sus, Quilisma, Mora voects and pauses are so many means
to effect a different duration of sound.

4. Plain-song no more dispenses with dynamics, gra-
dation in the strength of tone, than any other music clai-
ming to be art.

E. Survey of the melody.

In order to decide the exact strength of the rhythmic
accents it is absolutely necessary for the singer to take a
survey of the whole melody.

In many cases notes merely are sung, or, if all goes well, neums, but
nothing more. Delight is even taken in counting, with mathematical pre-
cision, the number of notes to a syllable; as though dealing with an arith-
metical problem instead of with melodies that have poured forth from a
heart full of faith, and that demand a rendering charged with feeling.
Even choristers who have sung the chant for years, have oftentimes no
idea of the logical connection of the individual neums and groups, of the
melodic relation existing between complete phrases and parts of phrases,
or of the inner life of the melodies. A choir director must, therefore, con-
sider it to be one of his chief duties to train his singers to survey the me-
lody.

49, An excellent preliminary exercise will be found in

1. The study of the different Kyries, especially of the last Kyrie
in each Mass, with its repetitions and climaxes. In this way the eye gra-
dually grows accustomed to take in groups at a glance;

2. The study of the relationship between Sanctus and Benedictus
in the different Masses;

3. Therelationship, nay, as a rule the very similarity, of the
Jubilus of the Allelujaandthe Jubilusofits verse; as,
for example, in the Alleluja of the 2"! Sunday of Advent, the Jubilus of
the Alleluja and the Jubilus over ibimus;

4. Study the stru c t ur e of the Gloria according to p. 113; paying
particular attention to
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5. the closing cadences of the individual sentences with
their frequently surprising musical rhymes;
6. Carefully observe the com pass of the different sentences;

7. Likewise, the use of the flat (p) in particular phrases. Thus in
the Sunday offertory during the octave of the Epiphany, the first part
always uses P, while the second (from servite onwards) always uses 4b.
Likewise in the Iniroit Stdiust and the Infroit of Tuesday of the first
week in Lent.

Now answer the following questions:
a) What are the motives of Gloria 5, 8, 11, 15?

b) Point out corresponding passages in the Gradual for Easter
Sunday and the Gradual Justus ut palma; also in the Graduals for Christ-
mas Eve and the first Mass for Christmas.

¢) How do the Offertory and Communion for Pentecost compare
with those for Corpus Christi?

d) Which parts correspond 1. in the Introit Siiiénies on the Saturday
before Passion Sunday? 2. in the Offertory Justilie for the 3 Sunday
of Lent? 3. in the Communion Posuéruni on June 12%? 4. in the 2!
Alleluja on Low Sunday? 5. in the 2™ Alleluja on the 5% Sunday after
Easter?

Here an example of the melodic relation of certain passages of the
same piece, from the Infroif for Maundy Thursday:
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_ et li-be-rg-ti

50. I. Analyse and note what is contained between
the punctuation marks, and between the signs for pauses

which, according to the Vaticana, correspond to them.
““The chant melody has the same divisions as prose speech.” Huc-
bald (1o cent.).!
“It is necessary to observe the various grades of division which
are required or permissible for the intelligent rendering of text and me-

1 Gerbert, Script. 1 125a.
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lody. Singers will bé assisted in this by the various signs of punctuation
used in chant books to denote the importance and length of sections or
pauses.” (P. V.)

a) The Divisio major, as a rule, marks off the sepa-
rate parts which make up the whole piece. Each part
should be considered as an integer and rendered as such.

Thus, for example, three parts or sentences are to be distinguished
in the Introit of the 3™ Mass for Christmas. These parts, like the first
and third in this case, often end with musical rhymes (nobis — dngelus).
In the Aspérges there are two parts, with the musical thymes hyssdpo et

munddbor = nivem dealbdbor. In the Plagal modes the middle sentence
or the first often ends below the final.

b) Most sentences are subdivided by the Divisio minor
into half sentences, in the first of which is noticeable an
upward movement from final to domlnant but in the se-
cond a descent to the final:

, — * ’ 4 7 —— »
AL l‘n.‘“.p.,_l.qi'iﬁ P P
) He " Ca M

Pu-er na-tus est no - bis et fi - li - us da-tus est no - bis
Introit of the 34 Mass on Christmas Day.

Similarly, in the Introit Exsirge for Sexagesima there
is a movement up to the dominant in the first part of
the first sentence as far as Ddémine, and in the second
part to finem a descent to the final. Compare also the
first part of the Introit Cognévi. Study the psalm tones
from this point of view, both in the simple forms as well
as in the solemn forms used at the Introit; also the An-
tiphons, pp. 93 sqq.

Strive, as far as possible, to sing every half sentence,
or sub-division uninterruptedly as one whole, and yet
bring them together in one phrase, so as to make them
follow one another almost, so to speak, like question and
answer.

The breathing pause (divisio minima) is, for the most part,
but of secondary importance for the understanding of a piece. It'must
not be made too long. Sometimes the same numbecr of notes is found be-
fore and after it. ;

51. II. Notice and consider the relation of the
individual sentences to each other.
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I. An important part is played here by the parallelism of Hebrew
poetry, especially prominent in the psalms. The idea contained in the first
sentence is repeated in the second in a new form, oftentimes also extended
and confirmed. Such parallelism is at times faithfully reproduced in the
melody. Compare the first and second parts after Reminiscere in the In-
troit for the 2"¢ Sunday of Lent:

mi - se-ra-ti-6-num tu - 4 -rum Do6-mi - ne,

’

f
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et mi-se-ri-cor-di-a& tu - ®&...s&cu-lo sunt.

Occasionally the second parallel sentence exhibits a marked
rise in the melody, as in the Introit of the Rogation Mass.

A. Exaudivil de templo sanclo suo vocem meam, allelija, compass d—a,

B. Et clamor meus in conspécty ejus introivit in aures ejus, allelija,
alleldja, compass d—ec.

2. Some pieces begin with a quiet historic narration and develop
into dramatic animation. as the Communion Quinque prudéntes, p. 138,
and above all the magnificent Offertory Precdius est Mdyses, 12" Sunday
after Pentecost.

3. Again, the first part may introduce an earnest prayer, whilst the
second announces the granting of the petition, as in the Introit Circum-
dedérunt on Septuagesima Sunday.

4. Or there may be two sentences in antithesis like the Communion
Confunddntur (from the Mass Loquébar):

A. Confunddniur supérbt — in me, describes the humbling of the
proud by a descending scale.

B. Ego aulem characterizes the radiant figure and felicity of the
sainted martyr, who attained such eminence through fidelity to the law
of God.

5. The first sentence takes the form of a question to which the second
sentence gives the answer with a vigorous lead high up in the scale, as
in the Communion for Wednesday in the 3'¢ week in Lent.

6. Sometimes the melody treats as independent sentences parts
which, according to the text really form one whole. Thus there are four
sentences with four rhymes in the Communion for All Saints, whilst both
the melodic final sentences, compared with the preceding sentences, form
but o n e sentence as to content. The Allelujas at the end of some pieces
during Paschal time might best be considered as independent sentences,
as also those at the end of the Introit for Whit Sunday and Whit Monday.

7. We should always ask: Where does the clim ax of the whole
melody lie?

0

Johner, New School. 4
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CHAPTER V.
The Church Modes.!

52. The mode, (modus, more rarely, fonus) of a
melody appears from:

I. acontemplation of the different position of tones and
semitones,

2. and of their relation to the varying fundamental
tone.

In modern music there are really only two modes, the major and
the minor.

In the major scale the semitones occur at the 374 and 4 and at
the 7t and 8 intervals of the scale; in the minor scale at the 2" and
3™ and the 5'" and 6% intervals. No matter whether the piece be
written in C major or F § major, in A4 minor or B minor, the positions
of tones and semitones remain unaltered. But this is not so in plain-song.

53. In the chant we distinguish first of all four modes,
called authentic, genuine, original, and marked by the odd
numbers 1, 3, 5, 7. For the startmg points of the corre-
sponding scales the tones're, mi, fa, sol are used, and in
the four scales themselves the p051t10ns of the tones and
semitones are always different. Cf. table of modes, p. 53.

54. Each of these modes has its relative mode. If
the 4 upper tones of the scales be placed under the 5 first
tones of the scales, the material is obtained for the 4 plagal
(derived) modes, marked with the even numbers 2, 4, 6, 8.

In these scales, too, the position of the tones and semitones always
differs,

Notice particularly that in each of the 8 modes st may be lowered
to st ly (sa).

55. In each mode there are two tones of especial im-
portance, the Key note? (flundamental tone, tonic,
final, closing tone) and the higher placed Dominant?
(the ruling note), also called Tenor and Tuba.

1 Compare Part, I, Chapter 1L
2 See the first white note in the key-table.
8 See the white note mentioned in place 2.
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I. The Dominant is the note around which the me-
lody chiefly moves in its development.

2. It is the note on which the half-cadence preferably
closes,

3. and on which the melody lingers at times (a point
of rest and of support).

Study several pieces of plain-song to see how far the dominant ex-
hibits one or more of these characteristics. Much help will be afforded
towards a proper understanding of the melodies.

Whereas the final seldom appears in the melody, sometimes only
quite at the close, the dominant occurs much more frequently; it is parti-
cularly prominent in psalmody wherein very few closing cadences fall
upon the final of the mode.

‘When the subject is something sudden or surprizing, or if an ex-
clamation or challenge occurs, even when the narration is direct, the
tenor preferably leads off with the melody. Thus the In-
troit of the 9. and 11. Sundays after Pentecoste: Fece Deus, the Com-
munion on the Feast of the Holy Innocents: Vox in Rama,; but parti-
cularly in antiphons; Ef ecce (2. antiphon for Easter); Exi cilo (magn.-
antiphon for Sunday after Corpus Christi); Quid est (in the 2. magn.
ant. for Sunday after the Epiphany); Proprio Filio (1. land-ant. for
Good Friday); Domine (2. magn. ant. on the Feast of S. Andrew and
magn. ant. on the Feast of S. Agatha); Respondit and Neque (Benedictus-
ant. of the 4. Wednesday of Lent); Nemo (Communion on the 3.Saturday
of Lent); Quod and stellam (magn. ant. on the 4. day of the octave of the
Epiphany), in the communion at the Feast of S. Peter Chrysologus the
answer of Our Lord euge serve leads off with the fifth.

That feature of the mode which may be termed the
“chief repercussion’’ (repercitere, to strike again), is con-
stituted by the iteration of the interval formed by tonic
and dominant.

“The distinction between the modes does not consist in their dif-
ferent height or depth of pitch, as some singers wrongly imagine, for
there is nothing to prevent the singing of any mode at any pitch; it is
rather ifferent relative positions the tones apd semiton:
constitute the di mode;

Odo (roth cent.) in Gerbert, Script. I, 262.

In the plagal modes the final is the same as in the

authentic modes from which they are derived.

If a chant closes on re it belongs to mode I or II-

» 3 2 » m?; 3 2 2 2 III bR IV
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56, The authentic modes differ from the plagal

@) Through the difference in dominant.
This, in the authentic modes is a fifth above the final,
except in Mode III which has the sixth do, its dominant
having been transferred since the 1ot or II*™" century
from st.

In the plagal modes the dominant is a third above
the final, except in Mode IV, lg not sol, and Mode VIII,
do instead of si.

Compare the Introit Loquébar (Communio of Virgins) and the Offer-
tory Desidérium (for Abbots). This difference is very perceptible in the
psalm-tones, see p. 67 sq.

b) Through the difference in the melodic mo-
vement:

a) In the authentic modes the progressions move up-
wards, and seldom go below the final, the plagal modes
move lower, around and below the final (Mode IV almost
always excepted), but seldom lower than the lower fourth;

) in the authentic modes the middle cadences con-
clude on the final, on its third and especially on the tenor,
rarely on the intervening intervals; in the plagal keys they
. conclude on the final, on its third, and on the whole tone
below the final (esp. in the 2. and 8. modes);

y) the authentic melodies move to their closing one
step by step, the plagal rather by skips.
. Compare the closes of the Offertory T'éllite and the Communion Re-
veldbitur (Christmas Eve).
Of course these rules are not without exceptions.

¢) The scales of the authentic modes are composed
of fifth (almost tenor) and fourth, but those of the plagal
modes of fourth (always final) followed by fifth.

According to Odo of Cluny and Guido of Arezzo every mode is to
be reckoned authentic which touches the fifth over the tonic (e. g. re—la,
sol—re) three or four times consecutively.

Aribo Scholasticus (1075) compared the authentic modes with their
upward tendency to the rich, the plagal with their lower direction to the
poor of this world. For the one, life is a cheerful comedy, for the others
a tragedy. In spite of their different stations in life they have a common
end, death, just as authentic and plagal modes have the same final. (Ger-
bert, Script. II, z052)
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57. Table of Modes!
‘ a
I. (authentic) C - A
dorian?® N
Fifth. l Fourth.
II. (plagal) N Y
hypodorian? P Sl
§
Fourth. Fifth.
) A _a*
Ill. (authentic) - ¥ N B
phrygian Rl
| FUth.~| Fourth.
IV. (plagal) -
r { 8]
hypophrygian P
Fourth. Fifth.
. 2 . _ .
V. (authentic) & o8
. ¥ "
lydian P e - —
: I'—Fifth. “Fourth,
VI. (plagal) 5 o (el
hypolydian I e
n
Fourth. Fifih.
1 Cf. Sufiol 36 sq.
2 The names are borrowed from the ancient Greek theory of music. In the

ancient Greek music, the octave of the first mode a—d) belonged to the Phrygian
mode, that of the third (e-—e) belonged to the Doriar. .

3 The designation hypo == sub refers to tle lower position, in which the

plagal modes are written.
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.+
VIL (authentic) @ S il
mixolydian o
l Fifth. | Foarth.
E |
VIIL (plagal) P il
hypomixolydian & *

Fourth.  Fifth.

In the official edition of the chant the mode is in-
dicated at the beginning of the piece.

Only a few very old melodies like the Preface, Pater noster, Sanclus
and Agnus XVII1I have no such indication, since they date from a period
in which our theory of modes was not yet developed, or because they
can be assigned to several of our modes.

58. Twelve Transpositions of Modes. Scales can
be constructed on the basis of a, b and ¢ as well as on d, ¢, f and g.
6 more modes arise in this way. Of practical importance are the
(authentic) Aeolian or 9. mode a—e—a! (cf. Communio for 3. Sunday in
Lent), the (plagal) hypozolian or 1o. mode E—a—e¢ with final a (cf. Of-
fertorium for Maundy Thursday), the (authentic) ionian or 11. mode
c—g—c* (cf. Resp. Cum audisset on Palm-Sunday), the (plagal) hypo-
ionian or 12. mode G—¢—g with final (cf. Offert.n virtule tua). Thesc
modes are generally said to have arisen out of transpositions of
the d and f modes into the upper fourth and calles the new modes mod{
affines or affindles.

Thus it becomes possible a) to write the e ly in the normal notation
a fifth higher, viz: as b ly (¢ is then equivalent to b) and b) to write £
of the normal notation a fourth higher, viz: as b (f equivalent to b y).

These intervals (which are not diatonic) perhaps first sprang into
notice when the pitch, especially of neums, began to be determined with
exactness by means of lines. Theory permitted a flat only before s,
therefore some simply altered the melody at such places, or omitted the
notes in question, whilst others transposed the melody a fifth higher so
that mi ly became sily, or a fourth higher to give si instead of fa 4:

The Comm. Passer (3'! Sunday of Lent), the antiphon Grdtia Dei
(Antiphonarium, Jan. 25.) and a typical Gradual melody of Mode 2 (Ju-
stus ut palma) would have had the subjoined passages thus in the nor-
mal position:

A A

¥ | I - P
- * ol P . el W T
- 'ﬂ- '—F lv.

pul-los su - os, sed grd-ti-a, ce-drus.

The transposition of the e-mode to the fifth with the scale b—5%
occurs only in the plagal form. Were the scale to be compounded of fifth
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and fourth after the authentic plan, the diminished fifth b—f would be
produced and then the tritonus f—b. For this reason the fourth and not
the fifth has been adopted as the actual tenor (cf. the Communions De-
lexvstt, Ab occultis, Per signum Cructs). To the Gloria, Sanctus and Agnus
Dei of the I. Mass the same also applies; though the Gloria is referred by
some to the 7. key, with conclusion in the higher third. The e-mode
further allows of transposition, to the fourth, and then in the authentic
form of the 3. mode a—e—a. Cf. Comm. Bealus Servus and in the plagal
form ga—d—a' (see the Ant. Gratia Dei — Chap. 8, No. 1o01).

A piece with g as final may belong to a transposition either of Mode 1
or of Mode 3 and 4. If the final is preceded by a whole tone (b) it belongs
to Mode 1 (cf. Comm. Passer); if by a semitone (b ), then to Mode 3
or 4 {(cf. Comm. Bedtus servus).

The response of the Good Friday-matins ,,Jesum tradidii* belonging
to the 8. mode is also transposed a fourth. Without transposition there
would be a fa# at sentoribus.

The modes @ and ¢ might however also be explained by a shifting
of the tetrachords, the four-tone series which compose the octaves when
the upper tetrachords of the ordinary scales open the series, thus:

1. Mode: d e f g 1 a b ¢t 4
9. 1 a b c d | [ f g a
=d efg | adre d
2., a bed | e f g a
10, o, e f g a | b ec d e
=abrcd | e f g a
50w fgatbh | cde f
., e d e f | g ad ¢
=fgabh | ¢cde f
6. e def | g ad e
T gabe | de | ¢
=cdef | g ab? ¢

For the 9. key, accordingly, in contradistinction to the 1. there is
a permanent bp.

In the 10.—12. mode not only is there a permanent B as in the 9.,
but the positions of the full and the semitones is a different one in the
corresponding tetrachords.

The doctrine of the 12 modes is accordingly not to be altogether set
aside. Charlemagne, indeed is said to have added 4 new modes to the
original 8 in order to show that by this invention the Westerners were
superior to the Greeks. Henry Loris of Glarean in his ‘“Dodecachordon”
(1547) insisted upon 12 modes, inasmuch as the composers of the XV. cen-
tury had anticipated him in this practice.

A few pieces (Kyrie 4, Offertory for Monday in Holy Week) con-
clude on the fifth without any real transposition having taken place.

59. Exercise. 1. Give the mode of the Introit of the first Mass
for Christmas Day. Solu tion: The final note re points to Mode 1 or 2.
Now the dominant of Mode 1 is la, of Mode 2, fa. Is la or fa a ruling note
in the piece? La is not to be found, whereas the reiterated interval re—fa,
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and the close with its wide intervals prove the piece to belong to Mode 2.
In the case of the Introits the melody of the following psalm tone decides
the Mode beyond any doubt.

2 Ascertain the Mode of the Offertory of the third Mass for Christmas.

The last note mi suggests Mode 3 or 4. The dominant of Mode 3
do (si) appears but once; moreover the melody never rises above la, the
dominant of Mode 4; la is not the prevalent tone, rather fa; the melody
moves in a low position, repeatedly under the final; furthermore the
closing forms at funddstt and fue are peculiar to Mode 4.

Almost the same may be said of the Introit for Easter Sunday.
3. Ascertain the Mode of the Offertory In wirlule fua.

The closing note do suggests a transposition, and this idea is strengthe-
ned by the melody over Domine, for the air moves with preference around
and below the final do. The occasional sol does not fix the Mode, and thus
we find it to be Mode 6 transposed a fifth.

Similar examples may be taken by the teacher for solution.

60. As regards the Characteristics of the
Church Modes (the sentiment that each one expresses),
Kienle remarks in his Choralschule p. 140: “We ought not
to assign to one Church mode a joyful character and to
another a sorrowful one; for in each there are bright and
jubilant strains, and each can be grave and mournful, but
each produces these results in its own way.” With some
justice, however, one may be allowed to say that the airs
of Modes 5 and 6 are mostly spirited and joyful, those of
Mode 4 sweet and attractive, almost dreamy in character,
whilst the other modes may be described as solemn, ma-
jestic, and often sublime.

The peculiarities of the various modes can most readily
be ascertained by a constant singing and comparison of
melodies (especially antiphons) in the different modes.

) )
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CHAPTER VI.
Concerning High Maas, Lauds and Vespers.

1. The Liturgical Song-Books.!

61. Since the reform of sacred music instituted by
Pius X. the undermentioned singing-manuals have appeared
and have been pronounced authentic and typical by the
Sacred Congregation of Rites,? so that all succeeding edi-
tions have to adhere to them rigidly:

I. The Graduale Sacrosancte Romanz Ecclesie,
which appeared in 1907 and was declared binding upon
the whole Church by a ruling of 8. April 1908.

The Gradual takes its name from the richest melodies
of the graduals sung after the Epistle, and which were
formerly executed from an ambo (gradus). Besides these
graduals, it comprizes The Introits, Allelujas, Tractus, Se-
quences, Offertories, and Communions of the whole year
{(for the arrangement, see below).

2. The Liber Antiphonarius pro diurnis ho-
ris, which was declared standard by decree of the Sacred
Congregation of Rites of the 8. Dec. 1912 and contains
the Antiphons, Psalms, Hymns and Versicles of the so-
called hore diurne, of the daily office: Matins, Lauds,
Prime, Terce, Sext, None, Vespers and Compline. — Some
publishers have produced an extract of this book, which
contains vespers and compline for the year, called “V es-
perale’. ’

62. The Gradual and Antiphonal are each divided into
four sections:

a) Proprium de Tempore. This includes the Sundays and weck-days
of the ecclesiastical year, most of.the feasts of Our Lord, and those
feasts of Saints which occur between Christmas and the Epiphany.

! For liturgical manuals, see Thalhofer, 63 sqq. Gastoué, le graduel et Panti-
phonaire Romain (Lyon, Janin 1913).

2 The Congregarion of Rites (S. R. C. == Sacrorum Rituum Congregatio)
was established by Sixtus V., for liturgical decisions. These are collected in the
Decreta authentica.
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b) Proprium de Sanctts. This includes some of the more modern
feasts of Our Lord, and the feasts of the Saints, from 29. Nov.
(Vigil of the Feast of S. Andrew, to the 26. Nov. (S. Silvester
Abbas);

¢) Commune Sanctorum. This contains Masses and day-office for
the following orders of Saints: Holy Apostles (graduals for the
vigils of these feasts) Martyrs, excluding Paschal time (Grad. for
Martyr and Bishop, Martyr Pontifex; for a Martyr not a Bishop,
Martyr non Pontifex), for one and many martyrs during Paschal
time (T. P.), Bishop ( Poniifex), graduals for Fathers of the Church
(Doctor), confessors (Confessor non Ponlifex; Grad. Abbot), Vir-
gins and Martyrs (Virg. et Martyr.), Virgins only ( Virgines), Holy
Women (pro una Martyre non Virgine; nec Virgo nec Martyr),
further Mass and daily office for church-dedication; daily office
for Feasts of the Blessed Virgin, as well as of ftcium parvum B. M. V.,
vespers and lauds for Burial office.

d) from an Appendix: various votive Masses, Feasts of Our Lord
and of the Saints only locally observed (aliquibus in locis; from
10. Dec. to 27. Nov.) and in particular the ordinary Mass-music
(Ordinarium Misse, also called Kyriale, the Mass for the Dead,
Toni communes Missee, T'e Deum and Hymns; in the antiphonal
also the Festa pro aliquibus locts, Deus in adjul., the Psalmtones,
Benedicamus Domino &c.).

3. The Officium Defunctorum, which appe-

ared in 1909, and contains the Burial Rites, vespers, matins
and lauds, as also the Requiem-Mass.

4. The Cantorinus Romanus, seu Toni com-
munes Officii et Miss®, which appeared in 1911, and pre-
scribes the Psalm-tones the Benedicamus Domino, and the
intonations to be used for versicles, prayers and lessons.

5. The Martyrologium Romanum = The
Saints’-calendar for every day of the year, which newly
appeared in I9I3.

6. The Office for Holy-Week and Pas-
chal-Week and as an extract from the same the Of-
fice for the three last days of Holy-Week, which appeared
in 1922,

The fresh editions of the Missale Roman um have also to re-
produce the melodies as given in the standard books.

The melodies for Matins have not yet appeared.

The remaining liturgical books, such as the Pontificale Ro-
manum (which regulates the functions of the bishop), the Rituale
Romanum, (which regulates the functions of the priest, particularly
the administration of the Sacraments and the Paraments) have not yet
appeared in standard editions.
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Numerous directions for the conduct of liturgical singing and organ-
play arecontainedinthe Caeremoniale Episcoporum, esp. inthe
27.and 28. chapter of the I. book. The Ceremoniale was published by order
of the Popes Clement VIII, Innocent X. and Benedict XIII. It was
revised and made the standard under Benedict XIV. and Leo XIII. The
liturgical directions there given, though more strictly concerned
with episcopal functions, are mnevertheless binding for all Catholic
churches.!

2. Order of the Chants at High Mass and Vespers.

63, The order of the chants at Mass is familiar. Re-
specting Vespers,? the Directorium Chori or the Ordo
directs as follows:

Vesp. de seq. = Vespere de sequenti i. e. the vespers pertain to the
feast following. In vesp. i. e. they pertain to the day itself; Vesp. a cap.
de seq. = Vespere a captiulo de sequenti i. e. the 5 antiphons and psalms
are taken from the 2. vespers of the feast celebrated on that day; on the
other hand, from the chapter onwards all is taken from the 1. vespers of
the next festival. Regarding the rendering the following may suffice:

At Beuron-Abbey the choir consists of the officiating priest (indica-
ted in the subjoined table by P.), the I. Cantor (I. C.) who intones the
anthems, the 2, Cantor (2 C.}, who intones the psalms, the Schola (S.),
the group of singers who sing the odd verses of the psalms and strophes
of hymns and the Choir (Ch.), who sing the even verses or strophes.
Various passages are sung by all (T. = Tutti). Accordingly, the expansion
of “1. C.: 2. Ant. — Chor” is: The 1. Cantor intones the 2. anthem, which
is sung to the end by the choir. “2. C.: 2. Ps. — S.” means: 2. Cantor
intones the half of the 1. verse of the II. psalm, the schola sings the se-
cond half, the next verse is then always to be sung by the choir. (The
table on the next page is an amplification of that given by Becker, p. 94.)

IIf the feast is a semidouble, simple or feria (noted in the calendar, after the
indication of the feast, by sd. simpl., or feria), each antiphon is simply intoned before
the psalm (i. e. sung as far as the sign * or | ); the psalm follows straightway and
at its conclusion the whole antiphon is repeated.

Then there follows immediately one of the four antiphons of the
Blessed Virgin (intoned by the priest or cantor with versicle and prayer.
After which the celebrant chants on one note: Divinum auxilium &c.
to which the choir responds Amen.

Alma Redemptoris® is sung from the first Vespers of the first Sunday of

Advent to the second Vespers of the Purification inclusive (from first Vespers of
Christmas till the Purification the versicle and prayer differ from those in Advent).

1 Km. J. 1887, 88 sqq.
2 Langer: Die Vesper in kirchenmusikal. Beziehung (Mus. s. 1888 Nr. 1—9).
3 C. O. 1911, 243 sqq.
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Table.

Pater and Ave (silent).
P. Deus in adjut. on a or bb.
T. Diie ad adjuv. cf. Nr. 106 sq. [

P 1. Ant. — 7.y 2. C. 1. Ps. — S.; repet. T. 1, Ant.
1.C. 2. Ant. — T.; 2. C. 2. Ps. — S.; repet. 7. 2. Ant.
.C. 3 Ant. — T.; 2. C. 3. Ps. — S.; repet. 7. 3. Ant.
1.C. 4. Ant. — T.; 2. C. 4. Ps. — S.; repet. T. 4. Ant.
1.C. 5 Ant. — T.; 2. C. 5. Ps. — S.; repet. 7. 5. Ant.

000000000000000000C00050000000! 1900000 EDDDHE
P Chapter on a or bp. g
T. R. Deo gratias (cf. chapter Vil g
=]

&
[]
[=3
9
(=]

7% Hymn — S
Last strophe 7.
2—4 Cantors Versic. 7. Resp.

P. Ant. — T. 2. C. Magnificat — S.; repet. 7. Ant.
L[slels LT s vl e Tle olafa = elilela [o[aTeTa o[ T a[a ] o o ol ala fa [ lala o ) s TR
P. ¥. Déminus vobiscum.
T. R. Et cum spiritu tuo.
P. Prayer T. R. Amen.
[Commemoration(s)]
Q0aD00000pnnogoL 0000000000000 000 A0QDONORONNR0DA!
P.Y¥.Diis vob. T7.R. Et c. spir. tuo.
2—4 Cantors. ¥. BenedicAmus Démino.
T. R. Deo gratias.

IDO00000000000000)

|0Cco000000000000]

F. (lower) ¥. Fidélium dnima. 7. R. Amen,
Pater noster (silent).
P. ¥. Déminus det. 7. Et vitam atérnam. Amen.
P. Ant. of Qur Lady. — 7. 2 Cantors ¥. T.R.

P. Prayer. 7. Amen.
P. Divinum auxilium. 7. R. Amen.

In Paschal-week and in the Office for the Dead, chapter and hymn
are omitted. — The altar is incensed at festivals during the Magnifical.
The sung portions should be so distributed with intervals of organ-pas-
sages that the incensing is completed before the repetition of the anthem.
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Ave Regina' is sung from Compline of the Purification till Wednesday in
Holy Week;

‘Regina celi from the compline of Holy Saturday till the first Vespers of

Trinity Sunday exclusive; .
Salve Regina$ from the first Vespers of Trinity until Advent.

64. Many Vespers have one or more commemorations,
i. e., after the prayer following the Magnificaf, the Magnificat-antiphon
of the feast to be commemorated, is sung with ¥., R. and prayer. Thus
when we find in the Calendar, Coni. sequ. { commemoratio sequentis) we take
the Magnificat-antiphon, ¥., B. and prayer from the first Vespers of the
following day; if we find Com.prec. (‘precedentis) the Magnificat-antiphon,
Y., B. and prayer are taken from the second Vespers of the feast celebra-
ted or commemorated in the Mass on that day (Calendar, Com. simpl.);
if it be Com. Dom. (Dominicee, of the Sunday) Magnificat-antiphon of the
Sunday in question; then on the days noted in the Calendar (generally on
semi-doubles and days of lower rank) Cow. de Cruce, Commemoration of
the Cross, or the Suffragium (suffr.) de émnibus Sanclis. Both of these
are placed in the Antiphonale or Vesperale before Compline.

If several commemorations follow one another, only the last one has
the formula for the end of the prayer, to wit, the long conclusio
and the A m e n, with which the choir concludes the same. With regard
to the others the choir does not sing Amen after the prayer sung by the
priest, but immediately commences the next antiphon.

At Lauds and Vespers in the Office for the Dead the antiphon of
the first psalm is begun straightway (without Pater, Deus in adjulérium);
at the end of the psalm Réquiem iérnam is sung in place of Gléria Palri,
Little Chapter and Hymn are omitted. After the repetition of the antiphon
for the Benedictus or Magnificat come the Preces (said kneeling); then in
Vespers Psalm 145: Lauda dnima, in Lauds Ps. 129: De profindis, which,
however, are omitted on the day of death or burial on the 3., 7., 30. and
the anniversary and also on All Souls’ Day. After the prayer follows
Réquiem cetérnam &c., and finally ¥. Requiéscant tn pace. R. Amen, which
forms the conclusion.

A similar order is observed in Matins in Holy Week.

3. Liturgical Regulations in regard to High Mass,
Lauds and Vespers.*

65. Must everything be sung at High Mass,
Lauds and Vespers?

1 Revue 11, 117 — Grbl. 1919, 22 sqq.

2 Revue 1, 103.

3 Tribune 1911, 25 sqq. — R. greg., 1912 132 sqq.

¢+ Cf. Ceremoniale Episcoporum Lib. L. cap. XXVII, Lib. II. cap. VIII and
XX. Auer: Die Entscheidung der hl. Riten-Kongregation (Regensburg, Pustet 1901).
— Kienle: Mafl und Milde (Freiburg, Herder 1901), — Kirchenm. Jahrbuch 1887,
g. 22 sq. and 1898, p. 45 sq. — Kornmiiller in the Cicilienkalender 1879 (Ratisbon,

ustet). — Krutschek: Kirchenm. — Mitterer: Die wichtigsten kirchlichen Vorschriften

fir katholische Kirchenmusik, 4. ed. (Ratisbon, Coppenrath 1903). —— Musica
sacra 1890, p. 175 sqq. —~ Rindfleisch, die Requiemsmessen nach dem gegenwirtigen
liturgischen Recht (Ratisbon, Pustet 1914). 4. Aufl. — Drinkwelder, Gesetz und Praxis.
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It is certainly desirable that, when possible, every-
thing should be sung. But if circumstances render it
impossible, then according to ecclesiastical regulations the
following at least must always be sung:?

a) At High Mass: Credo and the Sequences; as re-
gards the Gloria see p. 116.

&) In the Office: the first verse of the canticles Ma-
gntficat, Benedictus, Nune dimitiis; the first and last verses
of the hymn, likewise all those verses at which a genu-
flexion is prescribed: Veni Creator Spiritus, O Crux ave
(Feast of the Holy Cross); Tantum ergo and O salutaris
when the Blessed Sacrament is exposed, and during the
octave of Corpus Christi if the Blessed Sacrament is on
the High Altar, Ave maris stella, and Te ergo quasumus
in the Te Deum; also all portions of the text at which those
assembled in choir have to bow the head, and the Gloria
Patri at the end of the psalms.

66. Those portions of the liturgy which are not sung,
must, in accordance with ecclesiastical regulations, be re-
cited, and this is certainly obligatory for all Cathedral and
Collegiate churches.

If circumstances are such that this cannot be complied with, or
only by greatly overstraining the choir, or in an unsatisfactory manner,
advice should be sought from the Recior Ecclesie, i. e., the parish priest,
and followed, unless the rule has been relaxed by the Bishop or by lawful
practice.

Eminent writers uphold the view that Recitation, so long as it does not
consist simply of reading, but rather approximates a solemn, clear and distinct
chanting on one note such as is used almost everywhere, is to be rekoned as real
chant (Cantus), and therefore whenever Roman decrees speak of the Cantus, this
must, or at least may be taken to include such Recitation. (Cf. Cacilienvereinsorgan
1807, No. 11 and 1910, Nr. 9.)

This holds withoud doubt when the text is intoned on one note,
and the organ weaves an accompaniment round about the recitation.
Nothing is prescribed beyond a clear, intelligible enunciation. But from
a musical point of view, singing on one note, as almost universally practi-
sed among ourselves to be preferred. Even when the organ is omitted,
this kind of recitation may just as well be regarded as singing, as the
Cantorinus regards the rendering of the prayer in ferial style without any
modulation, in the Office for the Dead, for example, as the propre singing.?

1 Stimmen 1911, Nr. 8, 9, 10. — Gregoriusblatt 1911, 7 sqg. — Cagin, Te
Deum ou Illatio (Solesmes 1906),
2 Mus. s. 1915, 147 sq. — Schmid, k. Vorschr. 21 sqq.



Chapter VL 63

Nor is there any objection to reciting what often cannot be sung
with the full choral melody, after the simple psalmody or after the richer
of the Magnificat or Introit.!

Those who only sing such chants as they understand and have
practised thoroughly, and recite the rest, serve the good cause better
than those who sing beyond ability. Recitation must also, of course,
be practised, and should be neither too drawling nor too hurried, but
ever dignified. Preparation for it does not require very much time. If,
when a melody should, properly speaking, be sung twice, recitation has
to be employed once (e. g. in the Introit), a more solemn effect is produced
by singing it the first time.

Pitchoftherecitationnote As a general
rule the reciting note should not behigherthan
b nor lower than d. Particular circumstances
should be taken into consideration, such as the character
of the Office (Requiem or Festival Mass, Lent or Paschal
time) the colour of the voices, acoustics of the church (a
pitch suitable for one church would in another make the
recitation indistinct and difficult to understand) and si-
milar other circumstances. Care should be taken, above
all, that the note adopted should fit harmoniously into the
whole. Thus if the priest chants the Oremus at the Of-
fertory upon A4, the recitation straightway of the Offer-
tory upon 4 would produce a jarring effect. It is of great
Importance to suit the reciting note to the mode of the
piece just sung or about to be sung. For this purpose the
following table will be serviceable:

Mode 1. and 3. 2, 5., 7.and 8.| 4. and 6.
— Minor | = Final or | = Final or
Reciting . minor third | pure fourth| _ .
Note thtlt:'d I?poxl'e above the | above the = Final
€ Fina Final Final

Examples: Feast of St. Stephen: The Introit is to
be recited the second time. It belongs to Mode 1. Thus seculdrum. Amen
and the reciting note read in the Gregorian notation and corresponding
transposition:

e G# n T ) Y5/ | (I}
G|

A-men. Ete-nim... A-men, Et-enim...

Et-e-nim...

. s 1015, 181.
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The Introit would be intoned at the same pitch, even if it were not
to be sung at all.

The Gradual only to be recited, the Allelija. in Mode 2, to be sung.
The recitation would be therefore on the Final of Mode 2.

Transposed it would appear thus:

_e__._____,__

b e ]

Sedérunt... tu-am. Al-le-la - ja.

When recitation is thus followed by singing, the effect is enhanced
if the reciting note is not too high, the pitch given in the second place in
the table would not therefore be employed.

The Gradual is to be sung and the Alleluja recited. As the Gradual
is in Mode 5 the final might be -
used for the recitation or the fol- E o A& a &

lowing note taken: — o R[AR,

Al-le-1a - ja.
Easter Monday: The Gradual can only be recited, the

Alleluja on the other hand be sung in Mode 8. The reciting note of the
Gradual is accordingly the Final of Mode 8.

Ascension Day: The Infroi! is recited the second time and

is in Mode 7. Seeculdrum. Amen g———— —
and recitation thus: RRR——— A—a—
L
A - men. Vi-ri Gal..

Immaculate Conception: The Infroti’ to be recited
only the second time. It is in E—y -
Mode 3, therefore seeculérum. Amen —a A A 1
and reciting note read: !

-A-men.  Gau-dens gaudébo...

If the recitation occurs between two pieces that are sung, as, for
example in the Kyrie, it will be better in all M od e s to take the reci-
tation on the Final, butin Mode 3aminor third higher.

[
¥ .
Mode 4. Mode 5. %E!._
a—adallange — A, e
e-lé-i-son. Ky-ri-e... e-1é-i-son.Ky-ri-e...
g
Mode 7. &3 Mode 3. % & iaa
el ) a_A i R
e-1é-i-son. Ky-ri-e... e-lé - i-son. Ky-ri-e...

1 Revue 21, 107 sqg. — Chorbote 1913, 26 sqq.
2 Revue 18, 137 sqq. — ,,K. S, 1911, 129 sqq.
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When the anthems and the 2. and 4. strophes of the hymn cannot
be sung, the pitch of the recitation note should conform to the rule
given for the Kyrie.

See p. 28 sqq. for the Rhythm of Recitation.

67. Who is to sing? The chants at Lauds and
Vespers can be rendered without difficulty by the whole
choir, with the exception of some of the longer antiphons
for the Benedictus and Magnificat. In the psalms and
hymns the verses or strophes should be sung alternately
by two choirs. The same may be said of the Gloria and
Credo at High Mass. How and by whom the other Mass
chants are to be rendered will be explained later. In Lauds
and Vespers the priest intones the Deus tn adjutorium etc.,
the first antiphon, first verse of the hymn, the antiphon
of the canticle and the antiphon of Our Lady. The into-
nations of the priest at High Mass are well known.

=D

B. Various Types of Plain-song
Melodies.

CHAPTER VIL
Psalmody.

68, In the earliest years of the Church, Psalmody consisted of solo
singin g interspersed with a kind of refrain sung by the congregation,
as was the custom in the Jewish synagogue. Thus, at Alexandria during
the persecution, according to theinstructionsof St. Athanasius, the people
answered each verse chanted by the deacon with the refrain ‘“For His
mercy endureth for ever” (Ps. 135, 1). And at the translation of the relics
of the martyr Babylas from Daphne to Antioch, the people sang in alter-
nation to the psalmody of the choir “Let them all be confounded that
adore graven things, and that glory in their idols” (Ps. g6, 7).

It is also to the Church of Antioch in the fourth, or according to
some, in the second century that we owe the present almost universal
custom of singing the psalms with two alternate choirs.

Johner, New School. 5
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St. Ambrose introduced this antiphonal chant into Milan. And at
first choirs of men and women, or men and boys stood opposite to each
other so that the response to the first choir was upon the octave, as is
shown by the use of the word antiphon borrowed from Greek music, and
by the expression ‘““to sing on the octave.” The antiphon in its present
signification is indeed a development either of the instrumental prelude
which in the synagogue preceded the singing of the psalm, and led directly
into its melody, or of the solo which served the same purpose. By degrees
it grew more elaborate, and was inserted between the verses of the psalm
just as now on the Purification the Nunc dimiftis is interwoven with the
antiphon.

One method of singing the psalms which is, however, seldom used,
is the T'onus tn directum (cf. the psalm after the Rogation litanies) in which
all the verses of the psalm are sung without any antiphon either preceding
or being interpolated. The Tracfus in the Mass serves as a contrast to this.

69. The psalms consist of several verses sung alter-
nately by two choirs. Each verse has two parts which
are separated by an asterisk.

The Canticles (Hymns of praise) Magnificat, Benedictus, Nunc di-
mitlis and others are treated according to the rules for the psalms

70. There are eight psalm tones in general use, to
which must be added the Tonus Peregrinus occasionally
employed.

For exceptional circumstances there are now also two tones, called
Tonus tn directum of which the second is not formally prescribed.

71. The tone of the psalm is indicated at the begin-
ning of its antiphon by a Roman numeral, or by Tonus
pereg.(rinus).

A letter affixed to the numeral gives the last note of
the final cadence:

a b c d e f g
A BCDETFG
corresponding to modern notation:
a b ¢ d e f g

If this last note of the cadence is likewise the Final
of the mode, the capital letters are used. If formule of
the same mode close on the same note, the letters are num-
bered.

For example VIII. G means that both antiphon and psalm -tone
belong to Mode 8 and that the latter closes with the final cadence G (ca-
pital letter because Mode 8 has this note for its final). I.a 3 denotes that
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the formula of the first mode to be used is the third of those closing on
a (la). When an asterisk marks the letter, refer to the psalm-tone in que-
stion pg. 72 and 75.

In addition, as in some former editions of the chant,
the Final to be employed is shown at the end of each an-
tiphon by notes under which are placed the vowels of the
words seeulorum. Amen, e. g.:

La3d _Lﬁ_—._ il L] ._i_’
T o
quo-cimque i - e-rit. Euouae

A. Constituent Parts of the Psaim Tone.

72, The parts which go to make up the psalm melody

may be seen from the following example:
) 2) b) ¢y r d) D

g - '
N e e

Lauda 4-ni-ma me-a | Dé-mi-num, ¥ lauda-bo
ad-ja-tor e - jus, T
d)

e e) - d) ,
P N T
Do-mi-num in | vi - ta |me - a: *
cir- | cu-i-tu | nostro sunt: *
b) 2 1 s d)

B: —_®A—a—4—a—a—

[ lnp._

psal-lam De- 0 me-o,quam{ di-u | fi-e-ro.
il - la- | mi-nat | ce - cos.

In the first part of the verse:

a) denotes the Intonation (mittum), sung only
in the first verse of the psalms, but throughout the Magni-
ficat, Benedictus and Nunc dimbttis;

b) denotes the Dominant, or Tenor, correspon-
ding to the dominant of the mode being used;

! In this as in subsequent examples A denotes the first part of the Verse
and B the second part.

154
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c) is the Fle xa, which, however, is not prescribed;
after it the chant returns to the dominant (b);

d) marks the accessory syllable (syllaba super-
véniens); over this our ‘“School” places a white note;

e) is the Mediation or middle cadence, here in
the example with two accented notes.
In the second part of the verse:

b) shows the recitation on the same Dominant
as in the first half-verse; the Tonus peregrinus alone chan-
ges the Dominant;

f) marks the final cadence (Termindtio or Dif-
feréntia), in this example with one accented note
and a twofold preparation (shown by the numbers
over the 2 notes preceding the accent);

d) accessory syllable as before.
73. Both middle and final cadences have either one
or two accented notes or neums.

Rule 1I;: Ii the cadence has but one accented note or
neum, the antepenultimate syllable of the half-
verse, if accented, is sung to that accented note,
otherwise always the penultimate syllable.

The antepenultimate is therefore the first
thing to be considered. If accented, it falls to the
accented note; if unaccented, then the pen-
ultimate is sung to the accented note.

Thus: sdeculi *, gloria *, vigilo. judicium.
Also:  Aaron. Israel. ]erl’l—s—alem *, TEphrata *,
Also:  confirma me. supe;- me. mea est.
mulai)lic_éti sunt. T
But: tuos *, tabéscet *, iniquititem.
Sion. Jacob. Cedar.
in nos. es tu. a me. de te.
vivifica me. Israel est. _c-:-ogn(’)sceret me.
éripe me. génui te. diligéntibus te.
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74. According to a decision of the Sacred Congregation of Rites,
July 8t 1912, this rule can be applied without exception, even if a m o-
nosyllable or indeclinable Hebrew word stands at
the end of the first part of the verse.

In the latter case, however, the Medidtio corrépta may be used: the
last note of the cadence is omitted, and the monosyl-
lable or last syllable of the Hebrew word is placed under the accented note,

Thus: super vos *, polens est *, ex Sion *, Jerusalem *.

The Mediatio co correpla can be used on 1y yin a middle cadence with
one accented note.

Rule Il: If the cadence has two aceented notes or neums
the antepenultimate syllable of the first half-verse, if
accented, is sung to the last accented note or neum,
otherwise always the penultimate. Then the third-
next syllable, eounting backwards is, if accented,
sung to the other accented note or neum, if un-
accented, the second next syllable.

This second rule is thereforc merely a twofold appli-

cation of the first rule.

In the practical application of Rules I. and 11, regard every mono-
syllable standing in the third last position as unaccented (un, ab, tu, e,
0s, pes, Og etc.).

Thus: démui Aaron. et usque in sdeculum.

dicat nunc Israel. “mirabilibus super me.
prm(:lpall confirma me. decorem 1n(_i_1ltus est ¥,
eam in Ephrata *,

But: Moy51 et Aaron. Israel in Démino.
1nvenerunt me. miserator Déminus *,
semmant in lécrlmls *, famentlbus eum *
singuldriter in spe *, super_n.le os suum *,
benedlctm-nem -

The Cantormus notes a single, rare exception: when there occurs
before the last verbal accent a syllable (a word or part of a word) preceded
by a polysyllabic Hebrew word, e. g., Jacob et Joseph, then we may sing,
in order to accent the final syllable of the Hebrew word:

I3

E [] L] 2
but: —* . = A [IVILa

TR

fi-1li -os Ja-|cob, et Jo-seph.
in Si-yn4d in sancto.

This holds good only for the penultimate accent of the ca-
dence and only for a Hebrew word and is here not obligatory.
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75. If there is a preparation for the cadence
(see on p. 67 the notes of the final cadence marked 1 and 2)
then the 1—3 syllables preceding that syllable sung to the
accented note are set to the 1—3 preparatory notes or
neums without regard to the verbal accent.

76. Should a syllable with the accented note be fol-
lowed by t wo syllables, the first of these is considered
as an accessory syllable (syllaba superveniens),
e. g. the mi in Do-mi-nus, in me-us est the us, in im-

ple-bit ru-i-nas the bit.

Rule: In the middle cadence the accessory syllable
is always sung on the pitch of the next-following note
(Cf. 1. mode).

Cf. the middle cadence and the closing cadences 1. g and 1. D in
the 1. mode.

Similarly in the closing cadence. On the other hand,
in the closing cadence it is sung on the pitch of the prece-
ding accented note:

a) if the note above the accessory syllable would other-
wise form a descending semitone with the following note;

Compare the closing cadences 1II. a, III. b and that of the Tonus
peregrinus;

b) after the last accented note of every closing
cadence of the 7. mode.!

In the closing cadences I. D 2, IV, E and the middle
cadences of the 3. mode and the solemn cantica-melody
of the 1., 3., 6. and 7. modes, the accessory syllable is
sung on the otherwise accentuated clivis and a note is in-
terpolated of the pitch of the first following note;
but in the middle cadences of the 3. mode (as above in ex-
ception a) of the pitch of the preceding note.- The
note is called anticipata.

It is of advantage always first to know the tenor of the mode em-
ployed. This makes it easier to find the Inifium and the cadences.

Several psalm-tones have different forms for the final cadence.
These form artistic transitions to the antiphon and afford agreeable
variety.

t Cf. P. Doll, Vespertinum, Popular edition (Regensburg, Pustet 1915) p. 7.
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B. Classification of the Psalm Tones.

77. We distinguish: :

I. Psalm-tones with one accented note or neum in
middle and final cadences, viz: 2, 8, 6, 4, accordingly all
with even numbers, moreover, the seldom employed {fonus
peregrinus, tonus in directum and the tone used in Easter
week. , . :

II. Psalm-tones with two accented notes or neums in
one of the two cadences, viz: 5, I, 3.

III. One tone with two accented notes in both caden-
ces, viz: Tone 7.

I. Psalm-Tones with one accented note.

Tone 2.

78. Intonation: 3 separated notes; Dominant fa; Me-
diation with one accented sol {accessory syllable on fa,
or Mediatio correpta); one form of Final with accented do
and one preparatory note mi (I); (accessory syllable on re).

Mediation
Intonation . Dominant . {
i 2
———a— R o—8
AN —;
[}
Confi-té - bor ti-bi Dominein toto corde| me - o: *
Magna 6-pera D6-mi-ni: *
Med. correpta: . .verbum suum Ja - - | cob: *
Final
Dominant I 1 » ]
- "~—a
B.i ] P D
in consi-li-o justorum et congrega - ti- | 6 - ne.
... Vé-ri-tas et ju- | di-ci-um.

This tone is seldom written with the Do clef and the Final la.

Exercises a) for the Intonation: Dizit Déminus, Benediclus,
Bt exsultdvit, Crédidi. )

Scholars must not be allowed totry them at random, but should be
asked: “Which syllable comes under the first note, which under the second,
which under the third?” Then they may sing the examples.
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b) For Mediation without accessory syllable: inimicos tuos *, splen-
déribus sanclorum *, panitébit ewm *, dextris tuis *, implébil ruinas *,
v bibet *.

First fix the syllable which falls under the accented sol, thus in the
examples given: fu, ctd, e &c.; then sing.

c) For Final without accessory syllable: dexiris meis. pedun tudrum.
génus fe (NB. génu-i fe). tree su@ reges. terra mulidrum. exalidbit caput.

Here again it must first be settled which syllable comes under the
accented do, then counting one syllable back, which is the one for the
preparatory note mi; thus: me, one syllable back #ris; 6, one syllable

back tu.
1 z

Incomplete
a P
final cadence, e D
et | ti-mu - i,
laus | Is-ra -el.

Here the first white note marks the dominant note which drops out
cf. p. 74 sqq., afterwards the white note marks also the omitted notes of
the cadence.

The word Magnificat has e; - =
o o -]
this intonation: CH s |
Ma-gni - fi - cat *

The rest of the verses and the F_*____.__ | ——a——

.

whole of the Benedictus have n_ "

the usual intonation: Et ex-sul-| tad-vit
Be-ne-di -|ctus

Tone 8.

79. Intonation: 3 separated notes; Dominant do; Me-
diation with one accented re; (accessory syllable on do,
or Mediatio correpta); number of finals 3: G, G¥* and c;
G and G* with one accented lg and two preparation notes
st (2) and do (1); (accessory syllable on sol); Final ¢ has
one accented re and double preparation la (2) and do (1);

(accessory syllable on do). Mediation
Intonation Dominant | —-]
- —a—r————— |
A a*
Be - a-tus vir, qui ti - met Do-mi-num: *
im-plébit ru [ { - nas: *
Mediatio correpta:  Do6-mi - nus ex Si-| on: *
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Termination

Dominant l 2 1 , l

E a
B. T h . G
in man-da - tis ejus vo-let | ni - mis.
et spiri-tu principdA - li con-| firrma me.
2 1 ’
a7 G

& DL: G*
a—a| % n a—

Other Finals?

lauda-bit os jme - um.
a s&-cu-lo tu es.
di-li-gén-ti - | bus te.
If the antiphon be marked with G*, either final for-
mula G or G* can be used.

Exercises a) for Intonation, as for Tone 2;

b) for Mediation with accessory syllable: dpera Dimini *, here-
ditdtem géntrum *, sdeculum sdeculi *, in judicio *, gentes Dominus *, altis
hdbital.

¢) for Final with accessory syllable: drdinem Melchisedech. sdeculum
sweculi. vérttas el judicium. non commovébitur. exaltdbitur in gloria. lauddte
nomen Démini.

The accessory syllable has met with all kinds of treatment in this
psalm-tone, hence the necessity of attentive exercise (the syllable chs

comes under the accented la; two syllables back: nem, and accessory
syllable se on sol). The Finals * and ¢ must also be practised.

Tone 2 should also be practised with the above examplcs.
2 1 ,
Incomplete 5 S

final cadence:

- o—af 2 o =

G

»
D
.

et sal-va me.
laus | Is-ra - el

The word Magnificat has the same intonation as the 2. mode. The
remaining verses and the whole Benedictus have the usual intonation.
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Tone 6.

80. Intonation: one note and one inscparable podatus;
Dominant la, Mediation with one accented lz and simple
preparation sol; (accessory syllable on fa; or Mediatio cor-
repta) ; one form of Final with one accented sol and double
preparation fa (2) and one inseparable podatus sol, la (1);

(accessory syllable on fa). Mediation*
Intonation Dominant [ 1 ’, l
—— a8 —n
AT ' . o—a— -
Lauda - te D6-minum de {cee - lis:*
se-cu - lum} s&-cu-li: *
Mediatio { vi-vi-fi - ca |me: *
correpta: Jertt - sa- | lem: *
Termination
E Dominant l2 1 ’ }
—A—— -
B. - TP F

lau-dd-te e-um in ex-| cél - sis.

in-cre-pa -ti-6 - nes 1n po-pu - lis.
Occasionally this mode is marked with the Do-clef on the 2. line.
Exercises for a) Intonation: Leetdlus sum, Crédidi (NB. Cré
upon fa, first di on sol la), Quia fecit, Et tu puer, Illumindre, Gloria (NB);
b) for Mediatio correpta: Deus Israél *, locttus sum *, éripe me *,
propitidtio est *, in me est *, ex Ephrata *, Domine David *, sol non uret te *;
¢) for final cadence with and without accessory syllable: qui cu-

stédit eam. qui cedificant eam (NB. fi must be sung to thc preparatory
note fa). panem doléris. diriis tuis Jertisalem. némine Domine. diligéntibus

te. érigens pduperem. . 2 1 ’
Incomplete  ¥_, R . F
final cadence; ——&— —( ———0—A&—

et ti-mu - i,
laus Is-ra - el.

1 This mediation, numbered in the old Tonalia mediation 2 for jonger verses, has

been in general use since the 16t: century; for- ’
merly the 6t tone had the same mediation as §—— 1) —
the 1st, which may also always be employed [ Walilel

in the 6. mode. In the Cantorinus it even —

occupies the first place; Démi- | num de  |cce - list *
Y : - glé -ri - a Démini; *
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¢ g
not, as so s o { )
[ ] [] k
often sung: — "
et ti-mu-i
laus Is-ra-el
Tone 4.

75

81, Intonation: 1 note and I inseparable podatus, Do-
minant lg (or re) Mediation with 1 accented si and two pre-
paration notes sol (2) and’ la (1) — or with one accented
mi and two preparatory notes do (2) and re (1); (accessory

syllable on la; or Mediatio correpta).

Forms of Final;

g with I accented la; (accessory syllable on sol); E with
I accented clivis sol fa and 3 preparatory notes sol (3)
la (2) si la (1); (accessory syllable see p. 76 sq.).

Tone 4 also occurs in the transposition to the fourth

before the closing-formulas A, A¥*, c.
Mediation
Eﬁztonat‘ion Dominant |2 1 ,
A AEa—a 0
—
E ] = ] n » [ ] O n
De-us De-us |me - us:*
Si-tivitinted - nima |me - a: *
, Magna 6-pe-ra | Do-mi-ni: *
Mediatio correpta: Magnifi - ca-tus| est: *
Final
EDominant C
L
B o a g
E a a ] [] fa o »
¢
ad te de luce vi-gi - lo. .
caro me - a.
qui cu - |sto-dit te,
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Other finals:

3 2 1 ,
I —— P S
- o—a—y A
laudate € - um o-mnes| po-pu-li.
frumén - ti sa -ti-| at te.
judici - a su-a Isra - el.
If the antiphon is marked A*, f o f s
either A or A* can be used. o—a
poé-pu - li.

1 ta

3 2 1 .o
%
ra—a—p—ata E
A

lu-ci- fe - rum gé-nu- i te.
et congre - ga-ti- 0-ne.
NB. in sa - cu-lum | s&-cu - 1i.

Exercises a) for the Intonation: same as for Tone 6;

b) for Mediation with and without accessory syllable and Mediaiio
correpla: miseralionum tudrum *, coram le feci *, concéplus sum *, gdudium
ef lelitiam *, mea apéries *, voluntdile tua Sion *, domus Aaron *, qui
timent Déminum *, circurérunt me *, evérsus sum, ul cdderem *, factum
est istud *, Dominy Domino *;

<) for Final with and without accessory syllable in form g: et
glériam tuam. lauddbunt te. vilpium erunt. ewm in secula. filis héminum
Démino. mandavit el credla sunt. vilucres penndlew. cubilibus suis. incre-
patidnes in populis. dmnibus sanclis ejus. in mdnicis férreis. psaltério
et cithara.

Similarly for forms ¢, A and A*. In 4 and A* take care not to

decde ¢
sing: psalté-ri-o et cztham

3 2 1 ,
but: g ———— |}

psal-té-ri- o et | ci-tha-ra.

82. For the closing cadence 1V. E with accessory
syllable see p. 70.
a b g ef e
Exercises tor this rule: dormi- tet qui cu-sté-dit te. (sto comes
below the white g, dit below the black g) drdinem Melchisedech. confitén-
dum némini Démini. in médio tui Jerdsalem. a fdcie tua fugiam. sustinui
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te Démine. apud eum redémptio. saturdbo pdnibus. quderitis menddecium.
multipliciti sunt. principdli confirma me. non delectdberis. Deus non
despicies.

. 3 2 1 ’
Incomplete LIS B
final cadence: g g r!lf. E.
* et ti-mu - 1.

Any psalm may now be practised in tones 2., 4., 6.
and 8.

Psalm-tones occasionally used.

Tonus peregrinus.

83, 1. Intonation: I inseparable podatus; 1. Dominant
la; Mediation with 1 accented sol and twofold prepara-
tion sa (2) and le (1); (accessory syllable on fa; or Me-
diatio correpta); 2. Intonation: I inseparable podatus and
I note; 2. Dominant sol; one final with 1 accented fa and
simple preparation note re; (accessory syllable on fa).

1t is noteworthy that in this tone the first verse has an intonation
in each part, and further that the second part of the verse always has a
different Dominant to that of the first. Itis thus really a foreign or strange
tone (peregrinus).

This tone is used only for the psalm In eritu Israél in the Sunday
vespers, for the vesper-psalm Laudate pueri and the canticle Benedicite
in the Lauds.

Mediation
1. Intonation! 1. Dominant |2 1 B |
AT l—a—n—n N . &
In  éxitu Israél de A-| gy - pto,
Mare vi - dit et fu - git;
Domus Israél sperd - vit in | Dé-mi-no: *
Final
2. Intonation 2. Dominant (B ’ i
B.~ i [] a__a __® A a—0
’ * 3 -
do-mus Ja-cob de popu - lo [ bar-ba - ro.
Jor-danis convérsus estre- 1tror - sum.

! The intonation is omitted in the second and following verses.
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a ‘2 1 ’
Mediatio i___._.__.__l____.__.__,
correpta:
dé-mu - i Is-ra - él:*

D6-mi-nus su-per vos:*

Tonus in directum.

84, No intonation: Dominant do; Mediation with 1 ac-
cented do and two preparatory notes st (2) and la (1);
(accessory syllable on do; or Mediatio correpta); one form
of Final with 1 accented do; (accessory syllable on lg).

Mediation
Dominant | 2 1 ’ ,
o —0—a-
A. n 2
Deus in adjutérium me - um in-| tén - de: *
confidere in prin-| ci-pi-bus: *
Mediatio correpta: propitia-ti - o est: *
Final
Dominant ’ -l

B.E".' : 'H

Do6-mi-ne ad adjuvidndum me fe-| sti - na.
sustinui te | Do-mi-ne.

Deus adju-| va  me.

A monosyllable or the last &
syllable of an indeclinable Hebrew g~ #—#—#—& - a
word occurring at the end of the il
verse may be sung a whole tone
higher:

quae in e - is | sunt.
sa@-cu-16-rum. A-| men.

Should a dactyl precede the = Ay a
monosyllable it may be sung thus: —

De - us dd-ju-va me.
This psalm-tone is used for the psalm at the end of the Rogation

Litanies.
In the monastic rite, the psalms Démine quid multiplicdli sunt at the
beginning of Matins and Deus miseredtur at the beginning of Lauds are



Chapter VII. 79

sung to this tone: also the psalms for Grace after meals. The Final has
no cadence and is only defined by a somewhat stronger accent and a
ritardando. E. g.: )

2 1 ’

AU"== L B +—0—
.

Démine, quid multiplicati sunt, qui tri- | bu-lant| me? *
Omnes gentes, plau-| di-te | ma-ni-bus;*

multi insdrgunt advér-sum me.
.exsulta-ti - 6 - nis.

Psalm-tone for Easter week.
(Tonus ad libitum.)

85. In Compline on Holy Saturday and in the Little Hours of Easter
Sunday and Easter week, which are sung without any antiphon, the
psalms and Nune dimiflis may be sung to this tone.

Intonation: 3 separate notes, Dominant do, Mediation with 1
accented note and 1 preparatory re; (accessory syllable on la; by way
of exception no Mediatio correpta); one Final with 1 accented note s¢
and two preparatory sol (2) and la (x); (accessory syllable on la).

Mediation
Intonation Dominant l 1 , ,
g N e .8
A ¥ — v P |
Cum in-vo - cd-rem . . . justiti-= [me - a&: *
In mdnibus por-| ta-bunt te: *
Final
Dominant [ 2 1 , ‘
- —a—a—n &
B. a o—a
in tri- bu - latione dila - t4-sti mi - hi.
benedi - ci-te D6-mi - num.

For the Little Hours of All Souls’ Day the Antiphonale
prescribes a particular tone: Intonation 1 note and 1 inseparable podatus;
Dominant la; Mediation with 1 accented sol; (accessory syllable on fa;
or mediatio correpla); one final with 1 accented sol and simple preparation
note fa.
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Mediation

!Intonalion Final ; | Mediatio correpta
] a PP 2 B a—=n a o s
A _w TR il [ NP el
Cum in - vo-ca-rem.,, ju-sti-ti - & | me - @:* portd-bunt te: *
in | D6-mi-no:*
Termination
. ]
S e st a2
B g L L L L L L » L = - [] o 2
in tri-bu-la-ti- 6-ne di-la-td-sti [mi - hi
Dé-mi-ni.

II. Psalm-tones with two accented notes or neums
in one of the two cadences.

Tone 5.

86. Intonation: 3 separate notes; Dominant do; Me-
diation with 1 accented note re; (accessory syllable on do;
or Mediatio correpta); one form of Final with 2 accented
notes: re (accessory syllable on s¢) and do (accessory
syllable on la).

Mediation
Intonation Dominant ’
A F s " a—n —2_n 5}
* L
—n
De-us, De - us me - us:®
Magna oOpera Dé-mi-ni: *
Med. correpta: .. magna qui potens est: *
Final
Dominant 7 - |
a
B, = S el a
ad te de lu - ce vi-gi-lo.
a lingua do-| 16 - sa.
in | s&&-cu-lum| se&-cu-Ii.

Exercises a) for Mediation: cognovisti me *, meas de longe *,
seiéntia tua ex me *, meas diliseulo *, tu illic es *, illumindbitur *, dedicel
me, * omnes scribéntur *, magnificdtus es *, in occulto *, Démine dderam *,
in me est *, et Filio *,;
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b) for Finals with and without accessory syllable &) after the last
accented do: resurreclibnem meam. fdcie tua figiam. lauddbile nomen
Démani. érdinem Melchisedech. luciferum génui te. exaltdbitir in gloria.
non commovébitur, véritas el judicium,

B) after the accented re (last but one): iree suw reges. in terra mul-
torum. tnimicérum tudrum. annuniidbit pépulo suo. maserdtor et justus.
non poterd ad eam. peccalérum peribil. celos gloria ejus.

Tone 1.

87. Intonation: I note and one inseparable podatus;
Dominant la; Mediation with 2 accented notes: si (acces-
sory syllable on la) and sol (accessory syllable on lg) : number
of finals 10: D, D ad libitum (may be taken instead of D)
f, 9, 92, g3, a, az, a3, D2. All these (except Dz with the
antictpata) have I accented sol or sol la; 2 preparation notes
sol (2) and fa (1); (accessory syllable on sol).

Mediation
Intonation Dominant } ’ B ]
A. a 2 "R l———-ﬁ—ﬂ—l———i-—n—l
—_—
Di-xit Do6minus D6-mi-no |me - o: *
...pépulum cu - 1 | hec sunt:*
re » | tri-bu-am| Do-mi-no: *
Final
=Dominani b2 I , |
—at—a—a—n—=a D
B. (] . ) _q%
a
L R —_— D
- AR ad libit.
se- de a dex-tris {me - is.
v et li - be- | ra-vit me,.
Iu-ci-fe-rum gé-nu-|[ i te.

It is advisable to retard the Climacus somewhat.
Johner, New School. 6
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Other finals:

5 2 1 , . e 2 1 ’
e L I . ’
) i, ia i A, |—wow [|g3
E—-—-—- a i—-—-——————a—-—
[ _w o mfl8 T T w a
i, Ao WAl g2 ", Ao s []a2
sa-lu-ta-ri |me - o. in-imi-cos | su - os.
s@cu-lum| sacu-li. tu-i Je -] ra-salem.
Ja-cob et | Jo - seph. tu-o da | glé-ri-am.
. 2 1, , . 21 ,
s | D2 “* ioa[a3
..—...
panem do-|  l6-ris. Dé-mi-ni -bimus.
but:némi - ni {Domi-ni. pacem| de te.
tu-is Jeq rii-sa-lem. ta-bernacu - | lis Cham.

In D2 the rule cited at p. 70 comes into force. If preferred, ¢ may
be used instead’of g 2, and a 2 instead of a 3.

Exercises: a) for Mediation with and without accessory
syllable «) after (last) accented sol: ancille sue *, progénie in progénies *,
ad palres nostros *, Déminis ex Sion * (NB. n o Mediatio correptal Why?),
splenddribus sancirum *, omnes gentes Déminus *, a terra inopem *, eum
cum principibus *, stérilem in domo *, propter quod locilus sum *;

f) after the accented (last but one) sa: vias meas previdisti * ibo
a spiritu tuo *, possedisti renes meos *, libro tuo omnes. scribéntur £ amici
tut Deus *,:6dio Gderam 5llos *, et seito cor meum * s iniquitdics tn me est *;

b) for the Final: in via @lérna. sémilas mens. declindle a me. et adhuc
sum tecum. in médio tui Jerusalem érigens pduperem. lauddbile nomen
Démana,

The different Finals should now be taken successxvely and par-
tlcular attentlon pald to D2

Incomplete Medlatlon o . Incomplete Final:
. [ . e 52 1 - )
s go———1 A I - ) g
Qui fa-cit heec: ™ » et | ti-mu - i,

et | sal-va me,
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Tone 3.

88, Intonation: 1 note and 1 inseparable podatus, Do-
minant do; Mediation with 2 accented notes: re (accessory
syllable on do) and accented eclivis st la (accessory syl-
lable, anticipata). Number of Finals 5: b, a, a2, ¢ and
g2; b and @ with 1 accented do (accessory syllable on do)
and 1 preparation note la (1) — a2 and ¢ with 1 accented
la (accessory syllable on sol) and double preparation, clivis
do st (2) and podatus la si (1); — g2 with 1 accented la
(accessory syllable on sol) and 3 preparation notes, la (3)
do (2) and s¢ (1).

Mediation
Intonation ~ Dominant 4 r |
A 0T
A. T2 fa
Cré-di - di propter |quod lo- | cii-tus sum: *
Proba ...et |sci-to cor me - um: *
Final
Dominant |1 ’ |
- —0
B. . fa a
e -go au-tem humilidtus sum { ni - mis.
opera manu - um | hé-mi- num.
2 1 ,

Other Finals: 4 A2

| a2

1 ’

B =0 s—l—l-—h
]
" 1 {n_g ——a |l g
b
vo-let | ni - mis. a sé-cu-lo | tu es.
pa-cem| de te. ti-mén-ti- | bus se.
e- | O-rum est. sé-cu - lum|-sa&-cu-li.
3 2 1 .
g may be sung instead f—a—a—a- ~——a—yg -
of the rare form g¢2. ol m a [|g2
miseri - cor-di - a e - jus.
oépera ma-nu - um} hé-mi- num.

6*
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Exercises a) for Intonation: Meménio Démine. De profundis.
Démine probdsti. Crédidi. Lauddte piiert. Confitébor;

b) for Mediation with accessory syllables: Meménto Démine David
(no Mediatio correptal) *, jurdvit Domino (NBY) *, somnum deulis meis *,
tnvéntam locum Démino *, eam in Ephrata *, Démine tn réquiem tuam *,
indudnlur justitiam *, edrum usque in sdeculum *;

¢) for the Final: mansuetidinis ejus. Deo Jacob. salurdbo pintbus.
sdeculum sdeculi. exaltdvit humiles. ejus in sdecula. pépulo bdrbaro. agm
évium. Det Jacob. luo da gloriam. mdnuum héminum.

Incomplete Mediation: Incomplete Final:
, 2 1 ’
E_ ""___p.____"'i — 5w . .
L o _d (a2
Qui fa-cit hec: * et | sal-va me.

IlI. One Psalm-tone with two accented notes in
both cadences.

Tone 7.

89. Intonation: 2 inseparable neums: clivis do s¢ and
podatus do re: Dominant re; Mediation with 2 accented
notes: fa (accessory syllable on mé) and re (accessory syl-
lable on m¢); number of Finals 5: a, b, ¢, ¢2, d; all with 2
accented notes: mi (accessory syllable on re) and do (ac-
cessory syllable on do).

Mediation

Intonation Dominant .’ ’ I

A'E——J T ] —0—" —

T

*

D6-mi - ne probasti me et| cog - no-| vi-stime:

Ecce audivimus e-am in | Ephra-ta:*
Final
Dominant ’ ’ ]
— »
R N "R oe
B.E e By 1 a
tu cogno-visti.. resurrecti-| 6 - nem|me - am,
mira - | bi-li-bus | su-per me.
NB. cf. p. 69. filios Ja-|cob et | Jo - seph.
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—a
Other Finals: §—3—2—8 S i T e Y
iAW " a
g —a—n—a—H ¢
i
A A B O n o h
E —a— c2
-
A A 2 O n L]
E —o—y d
spe-ret Isra-| &l in | Do-mi-no.
sus-ti-nu - i te | Dé-mi-ne.
de canti-cis | Si - on.

Exercises a) for Intonation: Leatdius sum. Ad Déminum,
Crédidi (NB!). Bedti omnes. Confitébor. De profundis;

b) for the Mediation: propter quod loctitus sum *, tn excéssu meo *,
retribuam Démino *, salutdris accipiam *, omni populo ejus *, ego servus
tuus *, ef cognovistt me *, sciéniia tua éx me *, in caelum tu tllic es *, pennas
meas diliculo *;

c) for the Final: resurrectiénem meam. pdéterd ad eam (NB!). a fdcie
tua fhgiam. in deliciis meis. tn inferiéribus terree. cogndsce sémitas meas.
tn via @lérnag,

Incomplete Mediation: Incomplete Final:
“‘i!'—-_""—'_"_: e—a—ﬂ_-—“ |
— G _! a
Qui fa-cit heec: ™ et | ti-mu - i

laus| Is-ra - &l

C. Rules for Intonation and Flexa.

Intonation.

90. In every sung Office (even in ferial and
Requiem Offices) the Intonation is used only for the first
verse of the psalms and the canticles of the Old Testa-
ment, but in the canticles of the New Testament (Bene-
dictus, Magnificat, Nunc dimittis) it is sung to every
verse.
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When two or more psalms or various parts of the same psalm be-
long to one anthem, and each of them closes with a Gléria Paire, then
cach must lead off with the intonation, e. g. the vespers of ordinary
Sundays and ferials of Paschal time.

If the first half of the verse contains but 3 or 4 syllables, the In-
tonation is omitted. Thus in the Nunc dimitiis the verse Quod pardsii
begins in Tone 8 straightway on the Dominant, in Tone 3 with the second
last accent of the Mediation:

H ] 4 . .
v, E———"*— . 5—‘—'_—*_;.__._

Quod  pa-ré-sti * Quod pa-ré-sti *
Similarly in the Office for the Dead at Réquiem wlérnam and Li
luz perpétua at the end of the Magnificat and Benedictus the Intonation
is omitted at least when there is a Mediation with two accents, as in Tones
1., 3. and 7.
The last note of the antiphon often differs from the first note of
the Intonation, as may be seen from the following table:

Last note of |1.Tonel2.Tone|3. Tonelq. Tone|s. Tone{6.Tonel7. Tone|8. Tone

antiphon d d e e f £ g g
First note of
Intonation f ¢ g a t f ¢ g

‘When two or more psalms, or parts of the same psalms are included
under one antiphon without being separated by Gléria Pairi, then the
Intonation is omitted ad the beginning of the new psalm or part of the
psalm; thus, for example, in Lauds psalm 66 follows after ps. 62 without
any Intonation, and similarly with psalms 149 and 150 following ps. 148.
But in the Vespers for Easter Sunday every psalm must commence with
the Intonation, although all five are included under one antiphon, because
all close with Qléria Palri.

When antiphon and psalm commence with the same words, the
usual Intonation disappears in case the antiphon preceding the psalm
is merely intoned (on semi-doubles and feasts of lower rank, and in the
Little Hours). Thus in ferial vespers for Monday, after intoning Lefdtus
sum of the antiphon, the psalm is immediately continued on the Dominant:

n *
r {3
n_w

& -
- L

)
Le-td-tus sum * in his, quae
and in the Sunday wvespers the Mediation follows:

I4

» * L] a__..___.,’ —_—
L
5 L L] a

Di-xit Do6-mi-nus * D6-mi-no me -o0; ~*
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If the antiphon consists of the first verse of the psalm as in the
Office of the Dedication of a church: Qut hdbital, then the cantor, if the
office is a double, prefixes the intonation to the second verse. But if
Allelija follows the antiphon, the first verse must be repeated with the
intonation. (Canfortnus p. 4.)

The Flexa.

91. If the first half of a verse is very long and is divided in the
Antiphonale by a { then the Flexa (lowering of the tone) gan be used,
that is to say, the last syllable before this sign, or in case of a dactylic
word the penultimate syllable also, is sung on a lower note; a whole
tone lower in those modes which have a whole tone below their Dominant,
viz: 1, 4, 6, 7 and Tonus peregrinus: : ;

e ' = ’ l .
. a Tone - —
T
Ja-venes et virgines: T se-nes .: Ja-venes et virgi-nes:y se-nes
. adjator e - jus:t .spes . . adjator e - jus:t spes

a minor third lower in those modes with a semi-tone below their Do-
minant, in Tone 2., 3., 5., 8. and the 2 Toni in directum:

L ===—l—l—-

Jivenes et virgi-nes: ¥senes
. adjitor e - jus: ¥ spes

After a short breath, the second part of the first half verse is im-
mediately continued on the Dominant.

The Flexa occurs only in the first half of the verse, never in the
second.

. If a monosyllable or indeclinable Hebrew word comes before the $
the flexa is omitted, and merely a short pause observed. This pause may,
in fact always be made, as the Canforinus does not insist on the use of
the Flexa. It is quite evident, however, that the use of the Flexa adds
a pleasing variety to the psalmody and conduces to a uniform rendering.

D. The Solemn Melody for Magnificat and Benedictus.

92, “In former times it was the custom to employ each day a so-
lemn, that is, a more elaborate form of melody in each tone for the can>
ticles of the Gospel, the Magnifical and Benedictus.