























the aesthetic solution, we have always favored flexibility. This license will not disrupt the strictness nor the
archaic and logical harmonization of the work.
XV.  When the Nova Organi Harmonia is submitted to a detailed examination and to a comparative study, with

greatest interest we will 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 mélodie grégorienne est figurée par le signe ¢
b) Les notes liquescentes ou notes coulées : cephalicus et epiphonus, par un point rond, noir et

d’un format plus petit go>» )
c) Les losanges formant un ancus par des points noirs de méme format &7,
d) La virga isolée par un point noir suivi d’un petit point ¢
e) La mora vocis aussi par un point noir suivi d’'un point noir .
f) Le quilisma par le signe w
g) Les groupes sont démarqués par des ligatures; elles répondent fidélement & la neumatique

du Graduale romanum.
h) Le pressus minor est indiqué par une ligature entre la derniére note du premier groupe et

la premiére note du groupe suivant ;\vﬁ

i) Le salicus se distingue du scandicus par la coupe de la ligature sur la deuxiéme note du
salicus qui recoit 'accent @

j) L’oriscus est figuré par une note noire de format ordinaire o et se distingue de la mora
vocis apres le groupe o 0%

k) Quand un guilisma se trouve dans la seconde partie d’un groupe composé, la ligature coupée
renvoie également a la note qui précede le quilisma MT’

1) Les distrophe et tristrophe, quand elles se suivent, sont marquées par des ligatures

spéciales £3 525
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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 < . This sign has an
indeterminate 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 of voices that
complicates the organ part.
¢) 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.

III. 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 exactly 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 as, for example, the first intonation of the
Alleluia (where the reprise in open position lends itself better to the use of pedal). The close position
is used rather frequently in the intonation of the verset after the Al/leluia, as well as that of the second
part of the Gradual.

* Exception est faite & cette norme lors de l'alternance éventuelle du solo et du cheeur, correspondante au change.
ment de clavier, par exemple & la reprise de I'Alleluia.



