














11) The last note ofa final cadence sung on another syllable but on the same pitch, ordinarily

requires a supporting hannony, preferably introduced by a ritard.
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We ask our readers to carefully examine similar examples that occur on nearly every page of

our hannonization. Occurring in close relation with the complete melody and hannony, these

again clearly demonstrate all our intentions. Organists who understand the flexibility of

Gregorian rhythm will soon grasp - we hope - the range and subtleties of our harmonic and

rhythmic solutions. They will develop a taste for it and will congratulate themselves for having

understood these solutions, which are all the more beneficial for the vocal execution itself.

We invite musicians to take into consideration, not only from a rhythmic standpoint, but also

from a harmonic and polyphonic point ofview:

a) the movement of the lines reserved for the intermediary voices in polyphony, that of the

tenor and especially that of the bass

b) the constant and varied use of shared notes in different voices

c) the pleasing use of pedal notes in the bass, tenor, and even alto

d) the frequent application of conjunct motion in the movement of voices

e) the richness of harmonic nuances obtained by minimal movement ofvoices

f) the rigorously modal character of the accompaniment

Numerous applications of these diverse devices appear in the body of this work, and we

consider it superfluous to include them here.

In basing our work on the principles duly established, we did not believe it necessary to strictly adhere to

those principles without permitting exceptions. Thus, for aesthetic reasons, w have not removed certain fifths and

octaves, the elimination of which would have caused many discordant resolutions, nor have we absolutely

condemned the free entrance and the resolution of certain dissonances. In the case of conflict between the rule and



the aesthetic solution, we have always favored flexibility. This license will not disrupt the strictness nor the

archaic and logical hannonization of the work.

XV. When the Nova Organi Harmonia is submitted to a detailed examination and to a comparative study. with

greatest interest we wiU publish a practical manual of our Gregorian accompaniment. It will be the

methodological synthesis and will be useful to this work. It will facilitate the analysis not only of

formulas. as we just did in the preface, but of a great number of varied examples, and it will not fail to

point out. in justifying them, the accepted exceptional solutions.

- J. Van Nuffel

INDICATIONS PRATIQUES

I. TRANSCRIPTION DE LA MELODIE GREGORIENNE

a) La note de la melodie gregorienne est figuree par Ie signe •

b) Les notes liquescentes au notes coulees: cephalicus et epiphonus, par un point rand, nair et

d'un fonnat plus petit ~ ~

c) Les losanges formant un ancus par des points nairs de meme fonnat e:-.
d) La virga isolee par un point noir suivi d'un petit point _.

e) La mora vocis aussi par un point nair suivi d'un point noir _.

f) Le quilisma par Ie signe IN

g) Les groupes sont demarques par des ligatures; elles repondent fidelement a la neumatique

du Graduale romanum.

h) Le pressus minor est indique par une ligature entre la demiere note du premier groupe et

la premiere note du groupe 5uivant .V'"
i) I.e salicus se distingue du scandicus par la coupe de la ligature sur la deuxieme note du

salicus qui res;oit l'accent ~

j) L'oriscus est figure par une note noire de fonnat ordinaire _ et se distingue de la mora

vocis apres Ie groupe ~

k) Quand un quilisma se trouve dans la seconde partie d'un groupe compose, la ligature coupee

renvoie egalement a la note qui precede Ie quilisma_~

I) Les distrophre et tristrophre, quand elles se suivent, 50nt marquees par des ligatures

speciales n :;-.
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II. Notation adopted for the accompanying voices

a) In the accompanying voices, we use, in addition to the black dot • the sign 0 . This sign has an

indetenninate value and lasts until the following note in the same voice.

b)When an accompanying voice passes to a unison with another voice, we indicate this motion of

voices with a transverse line.

We use rather frequently these transverse lines to avoid the redoubling ofvoices that

complicates the organ part.

c) When the fundamental note of one chord passes to the tenor voice in the following chord, this

movement is marked by a dotted line, only to call to attention the necessary legato.

d) The same applies when the note of the tenor becomes the fundamental note of the following

chord.

e) When the bass and tenor move into unison, we indicate this by a doubled note.

f) When these two notes then continue in unison, we limit ourselves to writing a single note.

Ill. Execution

a) Our accompaniment always presupposes a connected style of organ playing, except at the end of each

grand period indicated by a large bar crossing the two staves. As for all other pauses: for the bar and

the half-bar, which exact1y correspond with those in the Graduale Romanum, the last chord must

remain closely connected to the first chord of the following phrase. *
b) Organists will easily discern the passages that lend themselves well to the accompaniment of the

pedal. These are generally the parts harmonized in open position. On the other hand, the passages in

close position are less suited to this type of execution, such l1S, for example, the first intonation of the

AI/eluia (where the reprise in open position lends itselfbetter to the use ofpedal). The close position

is used rather frequently in the intonation ofthe verset after the AI/eluia, as well as that of the second

part of the Gradual.

* Exception est fsite a cette norme lors de l'alternance ev{':ntuelle du solo et du chreur, correspondante au change.
ment de clavier, par exemple ala reprise de I'AUeluia.


