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GENERAL OUTLINE.

LAINSONG or Canfus planus—even, level, plain song—is
perfectly distinct from cantus figuratus, or mensuratus,
Z.e. harmonised, measured music, from which it essentially
differs in tonality and rhythm. It is true that for a time
measured music was affected by the fonality of plainsong,
but never by the »kythm, which is the more important part.
No well-informed musician, in comparing the two systems, can
therefore claim that the one is merely a barbarous and unde-
veloped form of the other, and unworthy of attention except
on antiquarian grounds.

In spite of a revival of disputes about the tradition, it is
practically certain that the bulk of the music comprised under
the term plainsong, as it exists in MSS. or in the printed
Solesmes Editions, was put into its present form by S. Gregory
the Great about A.D. 600. The MSS., moreover, which give
the Ambrosian Chant, show us a system of music which is
essentially the same as the Gregorian, and often in a more
florid form, so that plainsong is thus carried back to the
Fourth century. Beyond that we can only guess as to its
origin.

Its two leading characteristics may be shortly described
as follows: Whereas modern music recognises only two
scales, viz. the major and minor, plainsong contains eight,
strictly diatonic but all differing in the relative positions of
their intervals to the keynote. In measured music moreover
the rhythm is fized, 7.e. the accents are at regular fixed
periods of time. In plainsong the accents occur irregularly,
thus making the rhythm fize, but subject to certain laws of
proportion which satisfy the ear. Measured music is there-
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GENERAL OUTLINE. 5

twelfth century, when the practice of harmony led to the
adoption, with a fixed time-value, of the three forms of notes
with which the chances of caligraphy had endowed plainsong
notation. It is however evident from the MSS. that the time-
values of longs, breves, and semibreves, had nothing to do with
plainsong, so that sixteenth century writers, such as Merbecke,
only described the debased notation of their own century in
making a lozenge equal to half a square note, and that
again equal to half a tailed note. As a matter of fact,
the early harmonists made each note equal three of the next
lesser denomination, but knew perfectly well that in the
Church MSS. the shapes of the notes depended solely on their
neumatic origin, or the handwriting of the scribe. The notes
on a’ plainsong staff therefore simply indicate the relative
pitch of the sounds without any time-value. The clef indicates
the line or space on which C, F, or B}, falls, and other intervals
are reckoned from it. Transposition is therefore perfectly

easy as C indicates the keynote, ﬁ the fourth, and b the minor

seventh of the scale into which it is desired to transpose the
chant. The | when interpolated is not continued beyond the
neum in which it occurs. When two notes are placed together
thus, & it is the lower which is first sounded, when thus, rl the

upper note is first sung. The long stroke in | % indicates two
notes, viz., those on the space or line on which the stroke
begins and ends. To these two this neum addsa third, which
is higher than the second of the two notes shown by the stroke.

Bars are used to show the end of phrases which are techni-
cally called drstinctions. A half bar across the staff means a
breathmark, a whole bar quite across the staff a pawuse with
a 7rallentando, and a double bar a still longer pause and
rallentando. A guide .- shows the position of the next note
after the end of a staff or when the clef is changed.

RHYTHM.—We come now to the consideration of
rkythm, which is the most important element in plainsong,
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musical form, just as they do in a poem, but they are irregular
only to a casual observer; a closer analysis shows that there
is strict order in the seeming disorder. And besides this
absolute regularity of form in the greater divisions of notes,
there is a mathematical precision of time-value amongst the
notes themselves. There may be ra/lentandos or accelerandos,but
the even tenor of a composition is not thereby disturbed, and
notes of the same denomination have essentially always an
equal value. Without this precision part-singing would be
impossible.

The rhythm of plainsong is founded on a different system.
We are at once confronted with the fact that the Offices of the
Church are not in poetry but in prose. Consequently the
accents, whether in the Latin or English text, occur quite
irregularly as compared with those in a poem. The modern
composer generally fits his prose text to the musical form by
a necessary disregard of the time-value of syllables, and
lengthens or shortens them at will. The original church-
musicians however adopted another system, viz., that the
text was the chief consideration, and that in place of the
words being subordinate to the music, the music was to
illustrate the words, the chant even being in places specially
adapted to the due pronunciation of every syllable.

The merit of good prose consists in its rhythm as much as
in the choice of expressive phrases, and the rhythm of a great
orator depends on the proportionate succession of accents in
his sentences. An analysis of these will show that a certain
balance is preserved amongst them, so that a sentence con-
taining five accented syllables will be followed by one with
three, or seven accents may be opposed to five, and so on.
Greater proportions rarely occur, ¢.g. a phrase with seven or
eight accents seldom answers to one in which there are only
two or three. Every Latin word contains only one tonic
accent, and as groups of short words in English fairly
represent the longer words of Latin, the same laws are appli-
cable to both languages, and the same balance is preserved
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is stretched out on the Procrustean bed of fixed accents and
mathematical time. The artistic sense must be considerably
deadened by custom before it can endure the excruciating
effect of this corrupted rendering in alternation with the free
rhythm of the Priest’s part.

There is much more in these simple Responses than at first
sight appears. Merbecke in his longer adaptations and com-
positions lost the spirit of genuine plainsong, but as regards the
simpler ritual music, which had been purer in its traditions,
he proved more trustworthy. The Latin rule for the shortened
mediations in the 2nd, s5th, and 8th Tones, which means
ending them on the rising note, is that they should be used for
all monosyllables and Hebrew words. Modern Psalter-makers
object to this, because, they say, it gives too much prominence
to such words as fe or e, not grasping the fact that, as the
music has no fixed accent, the undue emphasis is given only by
bad and loud singing which should be corrected. But in the
Responses, as well as in his settings of the Tones, we find that
Merbecke adhered to the Latin rule, and that his ear felt
nothing faulty in it. Where there is a word of two or more
syllables at the end of the sentence, the last reciting note is
allotted to the accented syllable, and the remainder of the word

F F F D
is sung to a minor third below, as . . . . . Zky salvation . . . . .
ROHD 1D
righteousness. But when the last word is a monosyllable the
F D E F
music rises a tone,as ... .. save the Queen . . . . . call
F D E

upon thee. Here it will be noticed that in the former the D is
unaccented, but in the latter it carries an accent, and the E
has only the due prominence which belongs to the word. If
sung without accompaniment an even rendering is easily
obtained, and there will be no gabble on the reciting note
with a pause before the inflection such as is often heard in
And make thy chosen people || joyful. There should of course
be no break at all in the continuity of a sentence when sung
either by priest or choir.
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simply and devotionally, so that the only form in which this
can be done really artistically is by the use of the Tones.
Unfortunately these have not hitherto been presented to
English congregations in their complete beauty, but the
learned researches of the Benedictines of Solesmes during the
last twenty years have thrown such light on their structure,
that what was before impossible has now been accomplished.*
Every Tone has only one mediation but various endings, which
were used for the purpose of passing gracefully to the first
note of the Antiphon, which rounded off the Tone by closing
on the final of the mode. Unless this is done either vocally
by the Antiphon, or instrumentally by the accompanist, the
effect is as faulty as that of a modern melody ending with
an unresolved discord.

The following specimens of pointing endings of the First
and Fourth Tones will show the variation of accent which

is produced by a right rendering of the Tones c—Lord with
g1 B g a

B TR gl Sha a € 5 a a A
Kholy worship,—and fedthered fowls—imdgine a wvain thing—
al saw g it glhg & a g a b g e AThE, sa- b g
logéther in unity. Lgm’ with /zoc'{y worship—imagine a vain
tb;'ng—qaf all z;zy ma’megllagus works. In every case it must
be observed that each note in itself has no accent except that
of the word, but that there is a 7allentando on the last note,
or note-group, but one of the ending. The last note of the
mediation and ending should be sung pzanzssineo and sostenuto.
Great care should be taken to make no hiatus between the
reciting note and the inflections, and the words all through a
verse should be taken at the same rate, thus avoiding a gabble
on the reciting note and a fixed rhythm in the inflections.
The result will be that the chanting of the Psalms will sound
more like reading than singing. There should be a pause at
the colon, according to an old rule, long enough to say Ave
Maria.

The melodies of Antiphons are generally the simplest
form of the more florid or melismatic chant, which reaches its

*The Sarwum Psalter (Geo. Bell & Sons, London).












TONALITY. 15

The tonality springs from the mutual relationship of the
notes, and this mutual relationship expresses itself most
clearly in three particulars.

1. We must take into account the actual notes
employed : that is the range of the melody.

2. We must see how it ends ; for it is essential that
a melody should lead up to and leave off on a note
which can be considered as fina/.

3. Since early melody is all more or less developed
from monotonic recitative with inflections, we may
expect to find one note more prominent than the rest,
and round which the others circle, which may therefore
be called the dominant note.

These three points will give some very clear insight into
the mutual relationship of the notes of a melody, that is into
its tonality.

It is customary to divide plainsong melodies according to
their tonality into eight classes, or mzodes, each of which has
a clearly fixed (i) range, (ii) final, and (iii) dominant.

1. For ordinary purposes an octave is quite sufficient range
for any one melody ; formerly indeed a pentachord or even
a tetrachord was considered a sufficient unit of range, and
it is convenient even now to look upon the normal octave
of a plainsong mode as composed of a pentachord and a

tetrachord which coalesce, thus:—

ABCD e DEFGa
DEFGa abcecd

These eight modes, considered as containing an octave each,
comprise the whole range of the diatonic scale from A (that
is the bottom space of the bass clef) to g, nearly two octaves
above it ; but practically the several modes are not limited to
a bare octave, nor is the range of the diatonic scale limited to
two octaves. It was found necessary to recognise a note
below the low A, to which was given the name of [, gamma,
(hence the term gamut for the scale,) while the upward
range was extended to a’, and even higher notes occur where
a melody has been transposed.
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feature here and gives a very definite character to the mode ;
but the larger part of most third mode melodies range round
the dominant c, and often the true tonality only becomes
unmistakeable on descending to the final at the end of the
melody ; in other cases the occurrence of a plain and com-
prehensive third mode figure (such as the opening phrase of
the neupma in p. (16), ex. iii) betrays the tonality at once.
Occasionally when F% is wanted the whole melody is trans-
posed a fourth higher and the required effect is then obtained
by by while bb can be still used as representing Fi; a well-
known instance of this is the Sarum form of the hymn-melody
Pange lingua.()

In the fourth mode the semitone interval above the final
still remains the chief characteristic, and this becomes even
more marked here because the melodies to a great extent
range round the final, instead of, as in the third mode, round
the dominant ; their compass is often very small.

The natural result of this is the constant use of F and conse-
quently a tendency to flatten the B or bso as to avoid a tritone.
The b is easily flattened by the simple insertion of b ; when
it is the lower B that is to be flattened, the effect is obtained,
as in the case of the second mode, by transposing the melody
a fifth higher, when F represents the Bb.

Another phase of the fourth mode must be touched upon

because though peculiar it is of common occurrence. There is
a whole series of antiphons in the Divine Office built upon
one type of melody, of which Benedicta ti is probably the
best known example. Here a deliberate step was taken, as
in the 3rd mode, to avoid the F above the final, 7e. the
characteristic semitone : the melodies have all been transposed
a fourth higher ; the note a then becomes the final ; it has a
whole tone above it, but if the strict tonality of the fourth
mode is required it can still be had (and is in fact employed
in some of the series of antiphons) by using bb.

(1) See P.H.M. No. 36.
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usually employed with the hymn tune quoted entirely destroy
its character.

In p.(18) No. 8 and also in p. (20) No. 14 there is an instance
of the growing tendency to flatten the b in the eighth mode ; it
was a natural and perhaps inevitable tendency owing to the
growing dislike to the tritone, but it spoilt the pure tonality. In
cases where the b was merely an obvious accidental the harm
was not great and the gain to some tender ears considerable ;
but as it became more and more common, it led on to the
breaking down of the distinctions between modes, and to that
general weakening of tonality which led the way to the
modern poverty-stricken system of having only two modes.

In conclusion it is probably necessary to say a word to
dispel the usual prejudices against the tonalities of the modal
system. The ordinary musical public, and especially profes-
sional musicians in this country, are accustomed to put the
whole thing on one side with the sublime contempt which
springs from ignorance. It is so much easier to condemn
the system as ‘barbarous’ than to take the trouble to find
out what it means. But for anyone who will take this trouble
there is an ample reward, for as the modal system unfolds itself
before him he will discover whole mines of melodic treasure
whose existence he never suspected before. Modern music has
deliberately given these up so as to better exploit the veins
of harmonic wealth which underlie the modern scales. No
one need quarrel with this action, for the gain harmonically is
immeasurable ; but nevertheless the harmonic gain involved
a melodic loss. So far as pure melody is concerned, there is
infinitely more richness and variety in the old eight modes
than in the two modern ones. A modern ear is often so
warped and stunted that it fails to appreciate the beauties at
first ; they are too new and strange for its limited and
narrowed appreciation ; but that soon alters, and before long
the old melodies with their peculiar tonality and severe
harmonies, begin to exercise a fascination which, in its way, is
quite as powerful as the gorgeous glory of modern harmony,
and is much more suitable to serve religious ends.
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or for early examples of harmony. The melodies being
transmitted orally, the memoria technica provided by the
neumatic notation practically answered all requirements, and
was in some ways more explicit than the square notation,
which was developed from it in the 11th century by placing
the neums on a staff. This notation shows definitely the
tonal intervals and the grouping of the notes, but misses
the finer delicacies of phrasing, especially those which are
shown in some forms of the neums, ¢.g. where the Romanian
Letters have been added to serve as marks of expression
and Zempo, such as ¢ for celeriter, ¢t for tene, f for fortiter etc.
In some MSS. there are small strokes across the heads of several
neums, and these serve as signs for a certain prolongation
of the note, and coincide with the z in MSS. where the Letters
are used. Examples of these are given in the Table on the
third wvirga, the second clivis and porrectus, the third and
fourth podatus, and the second forculus resupinus, and are
distinct from mere heads to the neums as in the last specimens
of the virga, scandicus, and climacus.

No time-value at all is shown in the ordinary notation, the
tails of certain notes being only the survival of the original
virga, the head of which developed into the square note.
Lozenges too Zave quite the same time-value as square notes,
for they originated simply in peculiarities of handwriting, and
in some MSS. the notes are in fact all lozenge shaped.

At first all the letters of the gamut were used as clefs, but

now the glefs C ﬁ and b placed at the beginning of the staff
indicate that the notes on the line on which c is placed and on
the line through the lower bar of fl are C and F, and that in the

space where b stands is B},. The notes above or below range
accordingly in the diatonic scale without any interpolation
of accidentals except an occasional Bp. When the b is
an accidental its force is never continued beyond the note or
neum in which it occurs; when it is used as a clef, of course
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The quilisma w is always between two notes a minor
third apart, and its effect is to lengthen these while it is sung
very lghtly itself. It was possibly a slight turn, or similar
ornament, leading to the upper note, and is therefore frequently
omitted in MSS. in the square notation.

The strophicus mm or mam js rendered by touching the
penultimate note very lightly, probably a quarter-tone below
the note as written. It always stands alone, and so will
not be confounded with the pressus preceded by another

clivis. pressus.

neum e¢.g. by the c/7vis Pamy.  The effect of the pressus is to

shorten the previous neum, and, as its name implies, to
acquire a very long and strong accent itself. In addition to
the neums shown in the Table there is the oriscus w, of
which the effect is to shorten and lower the preceding note
so that Mam might almost be written NE&.  Such are the
deviations from equal time-value which are shown in the
square notation, but the neums indicate others of which the
laws have not yet been formulated. It appears however in
most places that, where notes are lengthened by the Romanian
Signs, it is in accordance with the rule for a rallentando before
a pause, and in others the taste of a good singer leads to the
same result. Plainsong is essentially recizative, and even for
modern compositions in this species modern notation is quite
inadequate,

The only other simple neum which calls for remark is the
scandicus, which is written in two different ways of which the
first and third forms given in the Table are best translated by

ﬂ where the last note is held very slightly longer than when
the form called the salicus @& is used.

The compound neums of more than three notes are less
easy of analysis than those we have considered, though their
practical rendering generally solvitur ambulando. The chief
thing to remember is that a neum, like a word, has only one
real accent, and unlike a word, a/ways on its firs¢ note.
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Rhythm means the regular flow of sound or language.
This regularity is made appreciable by a more or less symme-
trical division into certain small portions of the time occupied
by a musical or poetical work of art. Hence the word
rhythm is applied to the proportion, balance, and symmetry,
between the various portions of the composition. The
Romans also applied the word to rhetorical compositions,
having regard to the balance and symmetry of the
sentences and periods: and this is the sense in which we have
to apply it to Gregorian music.

Rhythm may be divided into two classes : Strict, as used
in poetry, measured music, and dancing; Free, as used in
prose, or prose-poetry like the Psalms, and in most Gregorian
music.

Strict rhythm demands an equal distribution of the time-
values of the smaller portions of a musical composition, or of
the accents of poetry.

Free rhythm demands a rough general balance of syllables,
accents, and phrases in a prose composition, and of the
divisions which correspond with these in plainsong.

On examining the general principles which underlie
rhythm of every kind, it will be seen that Gregorian
music obeyed the same fundamental principle of dividing
time into more or less symmetrical portions by means of
accents, caesuras, and other details, as is found in the strict
rhythm of modern music and poetry.

The smallest division of time which can be used for rhythm,
consists of two portions, one of which is accented, the other
unaccented. This division was anciently called the foot; its
modern equivalent is the simple bar in music, which is
either two-time, three-time, or four-time. But the modern bar
may be compound, that is, it may contain more than one
simple bar or foot; hence it is convenient for the present
purpose to use the ancient term foof in preference to dar
for the smallest rhythmical division of music. Whatever kind
of foot, whether 2 time, 3 time, or 4 time, is used in any given
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tion. This precept was called by the ancients the ¢ Golden
Rule.” No one of the intermediate notes of a neum is to be
dwelt upon either by extension of its time-value or by
accentuation, except in the case of the strophicus and pressus,
in which the sound should be extended in accordance with
the number of notes on the same degree of the scale. But
there are certain cases in which a slight impulse, hardly
amounting to an accent, may be made on one of the inter-
mediate notes of a long descending group, as described on
page 28.

We will now analyse the music of the Gradual 7o/t
portas (p. (27) ) which is a good specimen of melismatic Chant.
Placing an accent on the first note of each neum, the first
distinction, consisting of the words Z7v//ite portas, contains
four principal accents, viz. one on the syllable 70/, and three
on the syllable por. The next distinction grincipes vestras has
two accents on prin, one on ¢z, one on pes, two on zes, one on
tras : hence there is a balance of four accents against seven in
the first two distinctions. But the syllable 77as contains a
long jubila;cion; and as it would be impossible to sing from
bar to bar here without taking breath, we shall have to
separate the jubilation from the body of the phrase, by taking
breath after the first clivis of ¢7as: and the jubilation becomes
a minor distinction, containing five accents.

The principal accents in the next distinction fall one each
on ¢¢ (owing to the strophicus) and /¢, two on za, three on
por, and one on /&, eight in all : and this is answered by six
in the succeeding distinction, distributed thus: one on @, one
on na, four on /Zes.

After this we have one on ¢z, four on 7 and, as we shall be
again obliged to separate the jubilation from the rest of the
distinction, it will be best to consider that the syllable é:¢ has
two accents, and ends with the second clivis: the jubilation
contains only two principal accents in this case. This dis-
tinction then is divided into two portions of respectively six
and two accent groups.
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penultimate note, according to rule 1° is not an accent but
a rallentando.

Returning to the Christchurch Tune it will be seen that it
consists really of harmonies to the First Tone 4th ending,
which is in the Tenor part. The first note of the bar after the
reciting note is the last note of the real reciting note, and the
second note is in fact the first of the mediation. Now this note,
when the Tone is properly chanted, may be accented or not as
circumstances require, but the tyranny of the Anglican Chant
demands that it shall never be accented at all. Again in the
ending the first note after the reciting note should rightly
vary in its accentuation, but the Anglican Chant insists that
it shall always be accented. All variety is thereby lost, and
when the Tones came to be sung in this way they ceased
to be recitation with inflections, and were only very dreary
tunes.

The Psalters until now in use are pointed according to the
taste of the Editors, and follow no rules, if we except one which
has copied the method invented by the editors of the Mechlin
Service Books, which is almost that of an Anglican Chant.
But there is no difficulty in tracing in 13th century MSS. the
exact system that was then followed, and all difficulties that
exist in the English words may be found in the Latin. The
MSS. recognise and solve them, and we cannot do better
than follow their teaching. At the time they were written
Christians had chanted the psalms daily for centuries, and we
may be sure that their ears were better attuned to delicacies
of chanting than ours can possibly be. Itisindeed surprising
to find how extremely acute their perceptions were, and in
difficult cases where two methods of pointing were open for
choice, one is invariably forced to confess that the MSS. are
justified in their selection.

In chanting the Psalms we must abovc all remember that
we are dealing with prose and not with poetry. We have not
therefore to sing them as we sing a metrical litany, for which,
an Anglican Chant is eminently suited, but to read them.
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But we will first examine an elaboration of the simpler
Tone-form in the Ordinary of the Mass.(!)

The Creed is of the simplest character, and consists of the
intonation and a reciting note with a certain number of
inflections. These musical phrases are repeated several times,
and where the text requires, are shortened by omitting some
notes, or where necessary, lengthened by addition or repetition.
A parallel to this is found in the mediations of the 3rd and
7th Tones where a note is omitted if necessary, or extra
syllables are filled in on the reciting note to whizch the
mediations return. Zhe Father Almighty, And invisible,
The only begotten Son of God, are all founded on the same
melodic phrase, but in the last there are additional notes on
begotten. This, in its Ambrosian and Gregorian forms, was
the only chant to the Creed in use until the 14th century,
and it is extremely simple so that the people should have
no difficulty in singing it. The chants to the Glria in
Excelsis are more numerous and elaborate, but have still
the same characteristics. The melodies to the Sancfus and
Agnus are still more florid, but not so much so as those to the
Kyries. A good and elaborate example of the latter is the
Kyrie Rev Splendens composed by S. Dunstan, or, as the
legend says, heard by him as sung by the Angelic Choir.
The first Kyrie is the simplest, the Christe is a repetition of
it with some additions at the beginning, and the next Kyrie
has still further notes added in the introduction, thus
expressing a gradual exaltation of feeling as the Kyries
proceed, which is extremely effective. The 11th century
Troper at Corpus Christi College, Cambridge, contains
harmonies in neums to the 2nd and S8th Kyries (p. (25)) and
2nd Christe. These harmonies are in contrary motion to the
melody, and are the earliest known of this species of counter-
point. It is unfortunate that they are not also in the
alphabetic notation, for as they stand at present, any restora-
tion must be in great part conjectural.

It was the custom in the tenth century to add words or
Jarses to the Kyries; a syllable was fitted to a note, .., to this

(1) See Missa Rex Splendens Plainsong edition (Masters).
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by the rise to the dominant C on the first syllable of porzas (in
the Gradual 7o//ite) which is sung to three triplets closing in the
neumatic notation on a liquescent B, which in this case is prob-
ably only a slight reduplication of the same note for the proper
pronunciation of the 7, and is therefore often not noted in the
square notation. This is one of the instances of the extreme
delicacy of the earliest notation, showing its exactness in bring-
ing out the right enunciation of the syllables. In A sumimo ca’lo
there is no liquescent neum here as ¢ is a pure vowel sound.
Thelast syllable closes on the final. Principes again rises to the
dominant and closes on the sub-final G. Note that although
the first syllable contains the same number of notes as the
last, it has two strong accents, while the last consists of a
compound neum, and has consequently only one, the Bb
which careless singers might accent, being marked with the
Romanian Letter signify celeriter. Vestras takes up the
melody on the same note, and, circling round the final,
begins the jubdilation on the third note of fras, making a
cadensa on the dominant, where it at last rests on the pressus
before the torculus on the final A. The first C in this jubila-
tion is possibly either a guarter-tone below, or it may be an
anticipation, or it may be #ied to the following note. There
are no sufficient data at present to determine, but the effect of
any one of the threc renderings is about the same to our
modern ear. The quilisma on the B is also an unknown term,
though the shape of the neum would seem to imply that it
contained three grace notes (B A B). It is translated as a
quaver, but it should be sung as of rather less value, and the
notes before and after it will consequently gain in prominence.
It is noteworthy that the judilations at the end of dis-
tinctions were phrases well-known to the singers, being often
repeated to different melodies in the same mode, and are
therefore frequently omitted in the neumatic MSS. At the
close of the distinction a good pause must be made, and the
concluding notes sung rallentando and pianissino. The next
distinction begins with a strophicus, which again may be
rendered in three different ways, and a similar repeated note
occurs on va, but here the MSS. of the School of Metz
translate the first C as a B. This difference in traditions

E
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the singers, who by their acquaintance with the tonality know
instinctively the notes that should have extra prominence.

As shown on page 40 the melody contains six major dis-
tinctions in which are included three jubilations, making nine
accent-groups. Each distinction contains (@) an intonation,
(6) a phrase of recitation, (¢) an inflection, and (&) a closing
note or note-group, which, except in the first and third
distinctions, is expanded into a jubilation. The intonation
introduces the melodic phrase, the recitation is sung to the
following syllables, and the inflection begins on the accented
syllable of the last word of the phrase allotted to the distinc-
tion. It will be noticed in the three examples given how
the melody is fitted to the text either by compression or
expansion, and how liquescents are introduced and omitted
according to the exigencies of the syllables.

In conclusion a few words should be said about the
plainsong melodies to the hymns, which stand on a different
basis from true plainsong. The words are in the comparatively
fixed rhythm of poetry, and the melodies should therefore
be adjusted to the fixed accents, but with the same freedom of
tempo which is granted to all singers of ballads, and which
can only be obtained in choirs by singing in unison. This
adaptation of the notes (however numerous on a syllable)
to the poetical accents will thus produce an effect alto-
gether different from that of modern hymns, which, for the
right singing of the harmonies, must be sung with a mathe-
matical precision of time-value to the syllables. Any time-
value that may be found in plainsong hymns is, however, only
in the period between the recurrence of the strong accents,
the intermediate notes being quite a4 /6. In an ordinary
Long Measure stanza there are for instance two strong accents
in each line—

O Blist Creator of the light,
Who mdk'st the day with rddiance bright.
Attention to these will give a rhythm to the poetry quite
different from the four accents of a modern harmonised
E2
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that in the second line the minim D is rather shorter,
and the following crotchets C B rather longer, than as
written. These rules will apply to the hymns proper, but the
music of the sequences partakes partly of the character of
the plainsong of prose and partly of that of hymns. The
later sequences were simply :-hymns, and sometimes in
triple time. The earlier ones of the ninth and tenth
centuries, were however words set to a pre-existing plainsong
melody, viz., that of an extra jubilation to the A/eluia
of the Gradual, and as their rhythm is the free rhythm of the
melismatic plainsong they are properly called groses. Of this
latter class Safus Eterna (p. (21)) is a good example, and
Laudes Deo (p.(22) ) is a representative of the transition style.
Letabundus and Missus Gabriel (p. (23) ) are practically carols
and should be so rendered. In all hymns and sequences we
should remember that the notation is defective, for the com-
posers had not yet invented a system of notation that would
express time-value. The interpretation must therefore be
in accordance with the words and the internal evidence of the
music, and, as they were melodies that, when written, caught
the ear of the people, if they fail to do so now the fault must
be solely in our rendering of them.!

(1) The following ancient Dalecarlian melody kindly communicated by Pro-
fessor Bystrom of Stockholm has a remarkable affinity to the elaborate hymns.
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There appear to have been four different methods of
chanting the Psalms during the first four centuries.

The first method was when the whole psalm was sung by
a single voice while the other worshippers sat and ‘listened in
silence. Cassian speaks of this as being the mode in which the
Egyptian monks conducted their Psalmody, each one taking
it in turn to sing one or more Psalms. This was called the
Cantus Tractus, i.e. a sustained uninterrupted chant. A relic
of this method of singing still exists, in name at least, in the
Western liturgies of the Gregorian family (using the word
Gregorian to distinguish them from the Ambrosian and
Mozarabic liturgies). It is still called the 7ract, though the
original way of singing it so/o-wise has long been abandoned.

Secondly, there was the Direct method or Cantus Directa-
neus. This was when the Psalm was sung straight through by
the whole Choir (#u//, as we should say). Instances of this
are still to be found both in the Ambrosian and Benedictine
Offices.

Thirdly, there was the Responsorial method. In this, (just
as in the first method) the Psalm was chanted by one voice,
in the earlier days generally by a deacon, later, by onein
minor orders, either a sub-deacon or a lecfor. After every
verse the people responded with an unvarying refrain, taken
generally from the Psalm itself. Very often it was the first
verse’ which formed this refrain, and this is probably the
explanation of the word dxpoorixior which is used in this
connexion in the ‘ Apostolic Constitutions,” and which means
the first words, or the top line. Some interesting allusions
to this kind of chanting occur in the writings of many of
the early Fathers, ¢.g. SS. Chrysostom, Basil, Athanasius,
Ambrose and Augustin. It seems to have been a very
common mode of rendering the Psalmody up to the close of
the 4th century. Indeed it is said to have been the only
method employed in the Western Church until the time of
S. Ambrose. Like the two modes of chanting previously
mentioned it has left its traces in the Service Books, both of
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old Jewish ritual), Philo mentions that it was in use amongst
the “ Therapeuta,” a body of Christian Ascetics at Alexandria
in the time of the Evangelist S. Mark, who was the first
Bishop there. In the next century we have the well-known
letter of the younger Pliny to the Emperor Trajan, reporting
that ‘“the Christians in Bithynia were in the habit of assem-
bling before sunrise and chanting a hymn to Christ as God
by turns amongst themselves.” It seems therefore not at all
improbable that Antiphonal chanting was in use in the time
of the Apostles themselves, who in their turn no doubt derived
it from the old Temple worship.

But now comes the question: Did Antiphonal chanting
originally consist in the mere alternate singing of the Psalms
themselves by two Choirs, verse and verse about, or rather
was it not Zn substance similar to the Responsorial method ?
Ze. was it not the intercalation between each verse or two
of an unvarying refrain, taken from the Psalm itsclf, one side of
the Choir singing the verse of the Psalm, the other answering
with this refrain or Antiphon? This view appears the most
probable, and it accords best with the well known tradition of
the vision of S. Ignatius of Antioch, and with S. Basil’s
description of the Psalmody at Cesarea. ¢ Psallere cum
antiphona ” or “ cum antiphonis ” is a common expression of
the early writers. Silvia, in the record of her liturgical
pilgrimage in 385-8, speaks of psalms and antiphons being
sung at the Church of the Resurrection at Jerusalem. Cassian
tells us of the custom in the 4th century of lengthening out the
Psalms with Antiphons. S.Chrysostom employed this method
of chanting, by way of opposing the heretical practice of
the Arians, who sang #ke/r Psalmody antiphonally, inter-
calating the verses with the blasphemous refrain, “ And now
where are they that affirm that the Three are One?”
S. Chrysostom, I say, in opposition to this custom, authorized
the formulation of the Catholic belief in the Consubstantial
in the one word éuoovawr, which he caused to be introduced
between the verses of the Psalms in his Cathedral Church of
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monotone, the second half only receiving a melodic cadence.
The monotonic mediation is represented by the double note ;
the letters under the endings are the vowels of secwlorim,
Amen. (2) In each mode two or three dominants will be
found, ¢.g. in the 1st (which answers to the 1st and 2nd
Gregorian), /a, so/ and fa occur as dominants ; in the 2nd (z.e.
the Gregorian 3rd and 4th) two, s/ and /Za; in the 3rd
(Gregorian sth and 6th) three, do, s7 and so/; and in the 4th
(Gregorian 7th and 8th) two, 7e and do. (3) More curious
still, some of these tone-forms will be found in the MSS.
transposed a fifth lower, the Antiphon remaining in its normal
seat, the result being that the dominant and the final are the
same. (4) It will be noticed how the same cadence is used in
more than one mode. The last four notes e.g. of 1. 2, II. 2,
IV.1 and 3, are absolutely the same as regards their intervals.
In the same way the cadence of I. 6 and III. 1 are identical,
and also those of II. 1 and III. 3, from which it is evident
that but little variety was considered necessary, the Psalm-
tone being regarded merely in the light of a simple recitative,
having no rarson d’étre apart from its Antiphon.

From Milan the Antiphonal method quickly spread
throughout France and Spain, the Church in Rome itself,
always conservative and tenacious of old traditions, being the
last to give up the old Responsorial method and adopt the
new one. This, as we may infer from the Liber Pontificalis,
she did about fifty years later, in the time of Pope Celestine
(432).

From about that period we may date the beginnings of
what is commonly called ‘Gregorian Music,” or more
correctly ‘“Roman Chant” (Cantilena Romana). For it
may now be considered an established fact that while to
S. Gregory alone belongs the credit of having compiled,
arranged, and (in part) composed the Sacramentary and
Antiphoner, 7.e. what we should now call the Missal and
Gradual, containing the words and music of the Mass, with
all its variable adjuncts of Introit, Gradual, Alleluia, Tract,
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There are only two copies of this Zonale existing. Both
are in MS., one of the xivth Century in the Cathedral
Library at Salisbury (MS. 175), the other of the xvth Century
in the British Museum (Arundel MSS. 130), and in both
cases they form an Appendix to a Directorium Chori. But
earlier exemplars are to be found in the treatises of Walter de
Odington (1228) and Simon Tunstede (c. 1300), (both of them
English Monks and Musicians), reprinted by Coussemaker
in his ¢ Scriptores.” These give all the subjoined forms but
one, though not in the same order; so we may fairly con-
jecture that the Sarum Zonale is co-eval with the Sarum
Breviary, and, as zkat was to all intents and purposes textually
identical with the old (unreformed) Roman Breviary, the same
may be said of the music.

But it must not be supposed that the Zonale is merely a
list of Tones with their endings and nothing more. For just
as, in the Antiphonal mez/od of singing, the words of the Psalm
were intertwined with the Antiphon, so it was with their
music ; the Psalm-tone and ending were inseparably connected
with, and entirely dependent on, the music of the Antiphon.
A Psalm-tone by itself, without the music of its Antiphon, is,
if the simile may be allowed, something like a snail without
its shell.

Up to the 8th and gth centuries, we know on the testimony
of contemporary writers (eg. Amalarius) that the Antiphon

was still sung (as it probably had been from the first) between
every verse, or two, of the Psalm. This method was gradually
discontinued, and generally gave place to the use of singing
it before and after the Psalm only; later still to the custom
(which we find in the Sarum books) of singing only the
first few words before the Psalm as a clue to the Tone and
ending. But the old custom has left its traces here and
there, as may be seen from the examples of Psalmody given
on pp. (I1) and (12) of the examples, and others are still to
be found in the Pontificale.

To return to the Zonale. Its contents were these—It
went through the Modes in order. First it gave the ordinary
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of the Gloria (as in the case of the Asperges, mentioned
above), where the Antiphon immediately follows; or when,
in default of that, the Organist plays a similar phrase, in
order to end on the final of the Mode. They might more
legitimately be used for the Gospel Canticles, where the
Intonation would occur in every verse. We may here note
that as a rule the simplest forms were used for the Psalms of
the ordinary weekdays.

A word more on some of the other endings. Tone II. 2
was reserved almost exclusively for what are called the Great
O’s. Tone III. 3 was used only once in the course of the year,
and then to a Gospel Canticle. It is obvious that it would be
intolerable if sung to the Psalms, since the interval between
its final note and the dominant immediately following is
a 7th! Tone I1I. 6. is certainly much more ancient (occurring
in this form in the Zonalia of Odo, and Guido of Arezzo,)
than the form usually met with—

T
do do do Ia do.sila sol
CREES USROS S 2. .. €

which cannot, we believe, boast an older parentage than that of
Guidetti in the 16th century. Tone 1V. 7 demands a word
of notice, because it is not only in itself a relic of Ambro-
sianism, but is only used with an Ambrosian form of Antiphon,
one of those cases where the dominant and final are identical,
an irregularity which some of our modern purists would like to
abolish. Of V. 3, that ending so dear to the lover of modern
tonality, who congratulates himself on getting a melody in
F major, we have merely to say that though it is in the Tone-
Table (it does not occur in Walter de Odington’s Zonale,
but does in that of Simon Tunstede) it is never once used in
the Sarum Antiphoner; it does however occur ozce in that of
York, with that well-known Antiphon by Herman Contract
Alma Redemptoris. Those who are familiar with the pathetic
story in Chaucer’s “Prioresses Tale” may perhaps be interested
to know the actual melody which the ¢ little clergion ” learnt
by rote in honour of “our blissful Ladye, Christés mother

dear.”” (Sce page (15).)
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placed above the syllable on which the mediation and ending
of its corresponding Tone begin, z.¢. the first syllable on which
the reciting note is left. The Tone being once chosen and
learnt, the singer has nothing to do but to attend to its
corresponding figure; all the other figures being, for the time,
disregarded.

The pointing is based entirely on the Latin rules, as
explained in the paper on Structure. Editors of other
Psalters who have followed systems of pointing due to
the gradual corruption of plainsong on the Continent will
probably disapprove of the revival of the old rules, whether
for Latin or English, and objections will no doubt be raised
by those who say that the * genius of the English Language ”
requires certain modifications of rules which were intended for
Latin only. But what is it in the English language which
seems to them to demand this modification? Itis undoubtedly
the preponderance of monosyllables. It is the frequent recur-
rence of these as the final syllables of both mediation and
ending, which, objectors say, necessitates a departure from
the Latin rules. Now we would ask such objectors to examine
the Latin Psalter a little more carefully. They will find a
very considerable number of monosyllables occurring at the
end of both mediation and cadence. And how are they
treated? Page (14) of examples will shew. In the media-
tions of Tones 3 and 7, if it is necessary to the genius of the
English language, as some appear to have thought, to chant

)
do re do do si.do
re fa mi mi re.mi

thy jidg - ments are right,
it must be equally necessary to that of the Latin to sing

—~~
do re do. do si.do
re fa mi mi re.mi

le - ta - bi - tur .réx.
The cases are perfectly analogous.

So, too, Lord lift thou up and This I had find their
parallels.in Qui facit hac and Dilexi. In cases of this sort,
where the number of-syllables was insufficient for the notes
of the mediation, the old plain-chantists preferred to abbre-
viate the mediation rather than slur two notes together.
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which belong to the two hymns Qurea luce and Annue Christe ;
this exhausts all the four-line hymns of the Sarum Hymnal
apart from Long Measure.

Only one six-line metre is employed, and that is very
familiar from such hymns as Urbs beata (Blessed city, heavenly
Salem) and Pange lLngua (Sing, my tongue, the glorious
battle). The same is also used, with an additional line for
chorus, by Prudentius in his well-known hymn *Corde natus
(Of. the Father’s love begotten), but for English authority
for the use of this hymn one must go to York or Hereford.

The use of other lyric metres is very rare and need not be
detailed here, but a word must be said on elegiac hymns.
The best known of these are the processionals, Salve festa dies
(Hail thee, Festival Day) and Gloria laus et honor (Glory and
honour and laud) which are not strictly speaking hymns at
all, though they may be roughly described as hymns with
_chorus : it was a form very well adapted for processions, and
most popular there though not confined to them. The same
metre was also employed for hymns proper in some few
hymnals, ¢.g. the following hymn of the nuns of Barking—

Virgo dei genitrix quem totus non capit orbis,
Tn tua se clausit viscera factus homeo.

but it never became popular and even the processional
melodies, which did become extremely popular and almost
universal, present considerable difficulties and need a great
deal of care in performance.

We can now leave the less usual metres and turn to the
hymns of the old Ambrosian type in Long Metre.

The earliest melodies no doubt were very simple, and many
survive and are among the most popular. Some are literally
syllabic and would have satisfied Cranmer’s test of strict
plainsong, as they have only one note to a syllable,
(pp. (18), (19), Nos. 7, 11): but the bulk of them are not
quite so severe and have at intervals a single group of
notes on a syllable instead of a single note. A third
class, called meelismatic, is more elaborate still and admits of
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effect of these jubila, but in the 8th and gth centuries the
fashion grew apace, and it became common to make such
additions to many of the parts of the Church’s song. Soon
there arose a difficulty in remembering such long and elabo-
rate melodies without words, and to help the memory attempts
were made to fit in some words to the music.

Of all these jubila the most elaborate were those which
followed the Alleluia at Mass; in fact they came to be a
separate composition altogether from the Gregorian Alleluia.
Some tentative efforts seem to have been made to supply
them with words, but all hung fire until Notker Balbulus a
monk of St. Gall (c. 860) took up the idea : it was suggested
to him by the arrival at St. Gall of a monk of Jumiéges who
had escaped from the pillage of his monastery by the Normans,
bringing with him a service-book in which the jubila were
partly fitted with words. Notker seized upon the notion and
extended it by writing words for the whole of the jubilun: :
and receiving much encouragement in connexion with his first
efforts, he went on and became the father of this branch of
Hymnody.

Various names were given to these compositions. Some-
times they were called Proses from the fact that they were not
metrical, while, in Germany especially, those which sprung
from the Alleluia at Mass got the name of Sequence, as
preluding the giving out of the Gospel in the regular formula
“ Sequentia sancti Evangelii secundum . . . .” A good
example of the non-metrical Prose of the Notkerian type,
though not by Notker, is the well-known Easter Sequence
Victimae paschali (H.N. 28). Another good specimen is the
carly French Prose Salus eterna (see p. (21)).

Here the noticeable points of the Notkerian Prose stand
out clearly, viz. (i) the freedom of the rhythm and (ii.) the
repetition of each line of music so that the Prose mainly
consists of pairs of parallel lines. The former Prose has
also a special interest of its own in being a miniature music
drama, and so linked on to the later Mystery Plays.
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sequences: their popularity, which had outrun its powers,
came to an end, and they disappeared from the Roman
Missal almost entirely in the revisions of the 16th century.

In conclusion one or two practical points may be touched on.

First, with regard to Sequences, there is a great deal to be
said for their revivall: it is true that they were a late develop-
ment and that in the modern Roman Missal they are almost
suppressed, but some singing is wanted between Epistle and
Gospel, and it is in accordance with the very earliest and best
traditions of the Church to separate lessons by singing just
as we do habitually at Mattins and Evensong. Where the
Gradual and Alleluia are still retained, as in the Missal, it is
probably true that a sequence desides is as a rule undesirable,
but where they are not, as in the Book of Common Prayer,
there is more to be said for introducing hymnody at this
point than at any other point of the Liturgy.

Secondly, with regard to the hymns in the Divine Office,
it seems true to say that in these days, when emotional or
subjective hymns are becoming more and more common, it is
extremely advisable to reserve a place in the service for a
more solid biblical or dogmatic hymn of the type of the old
Latin hymns.

Such an “office hymn ” seems now-a-days to be out of its
place in the position which it occupied at Evensong or Lauds,
that is before Magnificat or Benedictus, for the structure or (to
speak more precisely), articulation of our Morning and Evening
Services differs greatly from that of the Breviary Offices from
which they were developed ; but this objection does not extend
to the position of the hymn at Mattins in the Breviary, where
it stands between the I7enite and the Psalms and gives to the
whole service from its beginning onward the character appro-
priate to the season or festival. This position is still available
and is far the best place that can be reserved for the office-
hymn at our Mattins, and by analogy at Evensong. Liturgical

{1) A series of Sequences for the year piepared for the Plainsong and Medizval
Music Society is now in the press.
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Fourthly as to the method of performance. The difficultics
are here less than in any part of plainsong because the words
have a very definite metre (or at least rhythm), and the music
follows that metre exactly, and as a rule very simply. The
great mistake is to imagine that the single notes are of equal
length because they look alike : it is more true to say that nc
two notes are of the same length, any more than any two
syllables of a line of poetry have exactly the same value.
Followw fmplicitly the metre or rhythm of the words: this is
the simple rule and the only one : the performance should be
as much as possible like the recitation of a good elocutionist,
only with the pitch and inflections of the voice musically
defined. It follows that where two notes occur on a syllable
they will be roughly speaking half the length that a single
note would have on the same syllable, e.g. Rector potens
verax deus must keep the same natural rhythm of the words
whether it be monotoned, or sung to (p. (19} No. 9) syllabic-
ally or to (p. (19) No. 10) where the fourth, fifth and sixth
syllables will each have two notes : the three groups of double
notes will only have the same time-value as the correspond-
ing single notes because the time-value of any note or group
zs determined absolutely by the syllable to which it is sung.
When two or three notes occur to a syllable it is not difficult
to give the note-group the rhythmical value of the single
syllable to all intents and purposes by placing the strong
accent on the first of the group: in more extended neums
it is possible that the opening notes, especially if ascending,
(e.g. in Eterne rex altissime P.H.M. 41, and see p. 52 above)
should be treated as appoggiatura.

Where organ accompaniment is required—the hymns are
often better without—it should be very unobtrusive with only
very rare use of pedals and it should slavishly follow (not lead)
the rhythm of the singing. The harmonies used should bec
modal and the parts should be as stationary as possible so as
to leave all possible freedom of rhythm to the melody.(?)

() The harmonies in Hymnal Noted fail often in both these respects, but
those provided for the Office Hymn Book are extremely well done, and others are
in preparation to accompany the ¢ Plainsong Hymn Melodies.’
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the Sanctus is sung to a modern composition, it is probably
best that the reciting note of the Preface should be taken as
either the key note or the fourth degree of the scale of
the Sanctus: there is bound to be an awkward hiatus in the
transition from the ancient modal music to music in the
modern scale, and it is perhaps best to bridge it over in this.
way. When the Preface is sung unaccompanied, as it always
should be, the awkwardness will be minimized: and if it is
accompanied the last notes should not be so harmonized as to
lead into the Sancfus by a full close ; for this would be very
alien to the spirit of the plain chant however agreeable to
modern ears.

b. The Lord’s Prayer presents no such difficulties as it is
an independent melody, complete in itself.

¢. The Sarum tones to the Collect, Epistle, and Gospel, are
much to be preferred to the modern Roman ones which have
been adopted in many places : full directions will be found in
the books quoted above. As a practical point it should be
remembered that these are reading-inflections not melodies
and the “ singing ” should not be full round singing, still less
clumsy and laboured, but quite natural and unobtrusive and
as much like melodious reading as possible.

d. In many churches it is customary to sing the Comfort-
able Words. The wisdom of this must be gravely questioned :
first because (as is clear from the Order of the Communion
of 1548) they are closely linked on to the Confession and
Absolution—a connexion in which the use of music is of
doubtful expediency : secondly because singing at this point
tends to obscure the prominence which the Swursum Corda
(or The Lord be with you) ought to have, as being the
starting point of the central part of the Liturgy. The music
to which they are commonly sung is nothing else but an
attempt at adapting them to a lesson-tone, but based on
foreign models and ill carried out.

ii. (¢) The melodies of the Kyrie present a considerable
difficulty because our modern words and use vary so much

G
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(d) The Gloria in excelsis no longer stands in its old
position and it has been altered by the repetition of the clause
“(Thou) that takest away the sins of the world, have mercy
upon us” : but neither of these changes seriously affects it
musically. Merbecke’s setting is in many ways good, but will
not compare for simplicity and grandeur with the old 4th mode
setting which is a fit pendant to the Creed, or even with the
popular 6th mode setting of the Sarum Gradual.

Two parts of the Ordinarium Misse have so far not
been mentioned but are reserved to the end, because they are
not prescribed by the present Prayer Book, though both were
prescribed in 1549 and appear therefore in Merbecke.

The Benedictus is simply the last two sentences of the
Sanctus and belongs to it entirely ; if sung at all it should
be sung as part of it, not as a separate interpolation,

The Agnus Dei is a separate thing: its place in our service
has been sufficiently vindicated lately: musically it presents
no difficulties.

Before proceeding further it seems advisable to emphasize
strongly the simple character of all the foregoing music. The
whole of the Gregorian system of music for the Holy Eucharist
goes on the assumption that the chants of the Ordinarium
Missce, especially those of the Credo, Sanctus, Agnus, and
Gloria, are of a simple character—are in fact congregational.
This is one great reason among many others for preferring the
old Gregorian plainsong to modern compositions, which are as
a rule possible at best only to the choir, and not always to
them.

The elaborate plainsong is connected not with the
invariable parts of the Liturgy but with the variable parts—
Offices, Graduals, Alleluias, etc.—which, though varying much
among themselves! in difficulty, are all of them more exacting
than the melodies of the invariable parts.

We have no longer any variable parts of the Liturgy
prescribed in our Prayer Book except the Collects, Epistles

'In the main because the parts sung by solo voices are markedly more
difficult than those assigned to the body of the choir.

G2
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organs, and the faultiness of their instruments and performers
in the 11th and 12th centuries no doubt did much to ruin
plainsong singing ; but that is no reason why we, with better
instruments and more skill available, should not make use of
them, if only we can do so without mutilating and spoiling
the melodies or their rendering.

(ii.) The extreme vandal on the other hand has nothing
to back him. If he wishes to use in Church-worship all the
resources of modern harmony, by all means let him do so;
there is plenty of good music written for the purpose: but
let him keep clear of plainsong. Nature and Art equally
abhor a hybrid, and ckromatic plainsong is a mere hybrid,
the offspring often of Gregorian or High Church tendencies
on the part of the parson, coupled with a limited knowledge
of merely modern music on the part of the Organist and
Choir,—pleasing neither, and intrinsically abominable.

But when it is agreed that plainsong shall be accompanied,
and that its accompaniment shall be written according to the
ancient modal system—for that is what it comes to—the
question is not yet at an end. The modal system reigned
supreme for a long period, and throughout that period under-
went considerable modifications, and we have still to decide
which era represents the system at its best for the purpose of
serving as a model for accompaniments to-day. The history
of modal harmony falls into two divisions—(iii.) the strict
period which lasted to the end of the 12th century, and
(iv.) the free period which culminated in Palestrina.

In the early period all harmony was as strictly diatonic as
the melodies were : the only accidental permissible was the
Bbs in fact no other dlack note existed : the laws of pro-
gression were of course rudimentary and the permissible
concords few. These were the weaknesses of the system, while
its strength lay in the fact that it was strictly modal and
introduced no note which was out of the mode.

+ At the end of the 12th century we begin to hear for the
first time of this modal purity being tampered with: other






ACCOMPANIMENT, Sy

One special point which is crucial with regard to the two
systems deserves further discussion z.e. the cadences.

The whole conception of a ¢ leading note’ is foreign to the
strict modal system : it is only possible in two out of the eight
modes, and those two were the least used. This seems not to
have been a mere accident but due to a definite dislike of the
leading note in a close, for in the fifth mode the E is usually
avoided, and in the sixth mode where this policy becomes
almost impossible, it is not uncommon to find the whole
melody transposed a fifth higher so as to be able by the use
of B}, to avoid a semitonal close.

The reason of this is not very far to seek, for from the
point of view of melody a semitonal close is very indeterminate
and unsatisfying. We are entirely accustomed to it now, and
can hardly avoid mentally harmonizing it and so clothing its
nakedness, but any one who has sung much without accom-
paniment will nevertheless often have felt how weak it is
melodically, compared to the strong cadence which rises from
a flat seventh to the Final.! How then is it that this is now
solely archaic?

The whole musical instinct as to closes has been turned
round, and this conversion is purely due to harmony. Though
a semitonal cadence is melodically weak, when harmonized as
a full close it is immensely strong, for it brings into clear
contrast the two sharply distinguished chords of the dominant
and the tonic, and nothing else serves so completely to deter-
mine the tonality of the melody, z.e. nothing else makes so
satisfying a close. No wonder that the perfect cadence, once
invented, took musicians by storm: they revelled in it and
almost worked it to death: it was in greatest vogue in the
16th century and has probably since then been on the decline,
though it still enjoys over-much popularity.

In the light of this piece of musical history it is clear that
not only is the artificial sharpening of the seventh of the
scale so as to obtain a full close indefensible, but the perfect

! Contrast the two forms of the opening motif of Wagner’s Parsifal.
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