








c CHAPTER 111
Characteristics peculiar to each mode.
§ 1. — FIRST AND SECOND MODES.

A. Final cadences. — a) The best succession of chords for
these is the chord of C major followed by that of D minor:
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) The chord of A minor, in root position, followed by that of
D minor gives an impression of heaviness because of the movement
in the bass. Nevertheless, for the formula : :

this succession of chords should be used in preference to that given
under a), which would have to be written :

* In the last of these examples both the E and the F in the melody should
be considered foreign to the harmony and only the preceding D an integral
part of it; thus, the suspension in the tenor is correct. Cf. further on the
harmonic formula given for seventh mode psalmody.
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The bass has to exchange notes with the melody so that conse-
cutive octaves between the extreme parts may be avoided. The
process is, no doubt, perfectly correct but rather trite, and, instead
of the chord of C major, the chord of A minor should be used even,
when possible, with its seventh. Ex.:
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¢) G in the bass followed by D may serve the same purpose;
the G carries a minor triad or a chord of the sixth (first inversion
of the diminished fifth on E); but this latter chord is only possible
when the general context allows for a B flat in the harmony.

We have thus a succession of chords, which constitute what is
called a plagal cadence of which the skeleton is:
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This ascending leap in the bass by a melodic fifth is inclined
to be heavy and it is generally better for the bass to double the

tenor :

Here are three more formulae in which the last chord but one
is a chord of the sixth or a chord of the fifth and sixth. The first
of the three is very valuable in cases where the G minor shade
should be brought out.

There is no trace here of the heaviness which we pointed out in
previous examples and which was due to the bass in root position
moving by a fifth or a fourth,

d) On a bass that has already served as a pedal bass we get
other plagal cadences of which the harmonic skeleton is as follows :
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from which we get:
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These examples show the way to overcome all practical diffi-
culties.

They should be transposed a fifth higher (to A) for final A.
The formulae mentioned under ) and &) should also be transposed
a fourth higher for secondary cadences on G with B flat.

* Otherwise these formulae would appear to be feminine cadences.
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B. First mode pieces are nearly always written on D. The simp-
lest case is that written in a single group and containing neither
B natural nor B flat; it is by no means rare. When a B natural
or a B flat appears, the modal rules already given should suffice.
The same applies to the rare pieces with constant B natural.

With B flat, a pedal bass on the tonic is sometimes very effective,

Generally speaking, pieces in the first mode begin in group II.
A few (Kyrie IV, Ave maris stella) begin in group I and end in
group II. The B natural, which appears at the beginning, at once
informs the accompanist of the group in which the melody is
moving,

As exceptions, we find first mode pieces written in A (Passer).
Here, the B flat takes the place of what would be E flat were the
piece written with its normal final D. If, then, it is read a fifth
below the original seat, it must not be forgotten that E flat in
relation to A calls for the same careful handling as does B flat in
relation to E (see below § 2. on transposition).

C. Second mode pieces are most often written on D and quite
often entirely in group II. When B, whether flat or natural,
appears, the usual modal rules should be carefully observed.

The appearance of B natural in the lower register in no way
affects our principle. It often happens, moreover, that first and
second modes overlap and form a kind of mixed mode.

If written in A, these second mode pieces frequently have
a B flat above the tonic, which takes the melody into group III
(gradual : Réguiem), the rules already given should be applied.

§ 2. — THIRD AND FOURTH MODES.

A) Final cadences. — 1. As has already been said, the chord
of A minor or that of C major should be used as final chord in
these cadences. The best cadence here is the plagal cadence,
i. e. the harmonic succession D minor, A minor; or F major,
C major. We have thus:
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The formula marked (1), with a B natural foreign to the
harmo?y, is only suitable if, in the melody, B has been constantly
natural,

a) This is a mode of B transposed a fifth lower (such formulae
require to be used with circumspection).

4) Final B.

P\
The melodic formula : @

has been given C major for its final chord. It should, however,
be noticed that if the bass coincides with the melodic G, harmoni-
cally the cadence is a feminine cadence. Such also is the character
of the first example of the second line, given in the last quotation.
Before using it, the accompanist should, therefore, make sure
that this treatment is suitable for the melodic cadence under
consideration.

In some cases (the context will show when), the chord of
A minor is to be preferred. The following is rightly harmonized
with the fifth omitted in the chord of the seventh.
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The harmony. of D minor might also be maintained with D
in the bass for G in.the melody. The G thus becomes an anti-
cipatory note or rather a kind of appoggiatura with implied
resolution on F. o

When C major follows on F major, the harmony of F could
also be maintained on the melodic G, but with some slight addi-
tional movement on the G, such as a change from root position
to first inversion; the chord of C need not appear before the last
note and, where necessary, a feminine harmonic cadence is thus
avoided. The whole formula might equally well be built up on
a previously sounded pedal bass.

B) Third mode pieces have this peculiarity that they move in

the area of an eighth mode. We find high C and sometimes D

given the same importance, while B, vestige of the original
dominant, is also slightly more emphasized. Secondary cadences
occur on G, on A, and on B. Descending frequently to lower D
(Kyrie II), the melody passes into group II, making secondary
cadences of a first mode type; these require D minor, but, because
they are not absolute cadences, the first inversion of this chord is
generally the most suitable. o

As has already been said, the final cadence brings back -the
second modal group and, for reasons already given, the chord
of E minor should not be used. The application of these modal
rules during the course of a piece presents no difficulty. The
fourth D-G, which occurs frequently in intonation formulae,
cannot (on account of the proximity of F) be given the harmony
of G major, in which the B would take on the character of a
leading note, and the whole passage that of the modern key of

‘C major.

We could then have, for example :

and not (a)
1 T
T =3
— —a —C .
¥ T =
In (a) we have
_ the harmonic scheme:
;‘ i * g [ 6 & ¥ °
r T
. L
— '; 4?. —6: [ ¢ ]

i A



— 130 —

In (b), the melodic G is an unresolved ninth; the note of
resolution (F) is merely implied; the G, by indirect anticipation,
belongs in reality to the following harmony.

C) The fourth mode, in spite of certain features peculiar to it,
covers the same ground as first and sixth modes, and has D or F
as true tonic notes.

Frequently, pieces in this mode do not rise above the note A
(introit, Resurréxi). With certain restrictions, to which attention
has already been drawn, B flat may be considered obligatory.
The context will show whether the harmonic colour of C major
or that of G minor should be chosen,

In pieces which rise to C without touching B (Gléria IV ), we
are led to believe, from certain manuscripts, that the C replaces
an earlier B, which must have been natural, since it glided up
towards C. This leaves our general principles unchanged.
A purist would, of course, avoid B (flat or natural) in the harmony,
although, in practice, we have to take the melody as we find it.

In other pieces we find first a B flat then a B natural etc.; in
such cases, the elementary modal group rules should be applied.
A constant B natural will make A the predominating tonic note,
but a cadence on E takes us inevitably into second group; the
case is, however, a rare one, and may be said to form a kind of
mixed third and fourth mode.

The fourth mode, in B, has characteristics of its own. Most
often, it borrows seventh mode formulae (in G) and concludes a
third above its true tonic note. As a general rule, then, it is best
to conclude on G major (see cadence formulae).

Some modes, ending on E, with obligatory B flat, should be
considered as transposed modes in B; they may be recognized
by their frequent seventh mode cadences on lower C. The Palm
Sunday gradual Zenufst: is a case in point. It should be remem-
bered that a frequent and constant B flat is useful as a guide, but
it often happens that several interpretations are possible,. We
have already given suitable final formulae for such cases.

Generally speaking, pauses on lower C, not only in a fourth
mode, but also in first and second and in sixth modes, should be
harmonized with the chord of C major and most often with the
first inversion of this chord, since these pauses are merely second-
ary cadences; the chord of A minor is generally belied by the
context and takes the ear by surprise. When this lower C comes
in the full swing of the movement and does not give the feeling
even of a provisional pause, the context may then suggest F major
or A minor as suitable harmonies, especially for linking up with
what follows.

We shall see later, that in a seventh mode, pauses on the fifth
above the tonic are frequent; the influence of the G is, however,
so strong that its presence is felt, even when, because of the
treble F, modal analysis takes us into group II; the D, in con-
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sequence, should be harmonized with the chord of D minor. We
have here a remarkable case of fomal synthesis, a fact which
constitutes an exception to the rules which were based on the
majority of cases (see below, our study of the seventh mode).

In the same way, a fourth mode on E, which is a transposed
mode on B and has, therefore, an obligatory B flat and C for
tonic and is of a seventh mode type, may rest on G, the fifth of
its tonic C, in spite of the melodic context, which takes us into
third group. We find an example of this in Credo /. Here, although
the tonic is not heard in the melody, the frequent pauses on G
seem to suggest it. Although the semi-tone A-B flat should make
the use of the triad on C impossible, because of the E natural
(forbidden in group III), we may yet treat these pauses on G
in the same manner as we treated pauses on D in a seventh mode,
i, e. harmonize them with the chord of C major. It should be
noticed that the stability of the E removes here all traces of its
character of a leading note. The true nature of these pauses
will be better recognized if the Credo is transposed a fifth higher
with pauses on D. If the gradual, 7enufs¢ is likewise read a fifth
higher, its resemblance to a seventh mode will be made more
striking,

Our explanations will have shown that a cadence on G, in close
proximity to a B flat, may be harmonized in three different
manners :

a) First and second mode type with G minor; this is the normal
procedure in group III.

&) Seventh mode type with C major, this is a case of tonal syn-
thesis.

¢) Eighth mode type with G major,; in this case the cadence
creates a modulation; the flat is purely accidental and probably
an error and should be treated as a note foreign to the harmony.

These principles will be found to leave considerable freedom
in the interpretation of the melody.

§ 3. — FIFTH AND SIXTH MODES.

A) Cadences. — Two types of harmonic cadences are possible,
each with a clearly defined use : the perfect cadence or sequence
B flat — F in the bass; the plagal cadence or sequence B flat —
F in the bass. As in a first mode, a plagal cadence may be built
up on a pedal bass :

1. The perfect cadence. etc.
a
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€te. 2, The plagal cadence.
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In the last examples of the two last lines, we find octaves by
contrary motion between the extreme parts. These are allowable
in free composition.

The last four examples present great difficulty owing to the
melodic B natural being followed by a torculus and punctum, a
formula which can only be interpreted as a plagal cadence; the
appearance of B flat in the harmony seems to create a “ false rela-
tion ”. The melodic B natural should be treated as a note foreign to
the harmony and the introduction of the B flat in the harmony
delayed as long as possible, as in the last of the above examples.
In this way, the formula torculus and punctum retains its normal
rhythmic harmonic character, which makes the final bass coincide
with the first note of the torculus (see Part II on feminine endings).

1. The perfect cadence may be used when E natural has
appeared in the melody and has not, up to the cadence, been
followed by a subsequent B flat; its use is especially recommended
when, in the cadence formula, the melody uses only B natural
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and excludes B flat. Difficult cases, to which we have just drawn
attention, must, of course, be considered apart. o

In perfect and even in plagal cadences, it is often better to
make the bass double ‘the tenor on the last chord but one (as in
the first of the above examples); this sounds less heavy.

The distribution of parts varies considerably, moreover, accord-
ing to the context. In some cases, a chord of the sixth or first
inversion (with E in the bass) should be used for the last chord
but one. ' .

Cadences, using the torculus and punctum, in which B natural
immediately or almost immediately precedes the final formula,
may be treated by the upward resolving appoggiatura or suspen-
sion of the second or, in other cases, by a downward resolving
appoggiatura or suspension of the fourth (B flat). This is perhaps
a better solution than the one given above for the same cases,
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Downward resolving ‘Upward resolving
suspension suspension

2. When there is a B flat in the cadence formula and especially
when B flat has been exclusively used throughout a piece, in
a perfect cadence without an E natural in the melody, E natural
in the harmony would take on the character of a leading note
and would transform a Plainsong piece into a modern composition
in F major. True, Mass VIII, the antiphon O sacrum, etc., may
resemble our modern major, but this resemblance should not be
emphasized in the harmony.

In all these cases it is best to use the plagal cadence and thus
conform to elementary modal rules. Nor should we forget
the curious equivalence between formulae in F (sixth mode) and
formulae in G (eighth mode), which would seem to exclude E
from the true harmony.

As to sixth mode pieces, which contain neither B natural nor
B flat, these may be given either cadence at will. It should be
remembered, however, that an E, whether melodic or harmonic,






