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PREFACE.

Geeaortax Music in English Church Services has, of late years, come much into wuse.
Practically a new, though really the revival of an old achool of ecclesiastical music, it found
most organists unprepared, and each has, almost of necessity, edopted o style of his own,
vorying in success with the ingenuity of the individual musician,

In too many instances that style has been light and frivolons; in others so crude, inornate,
and unvaried as to be exceedingly monotonous.

Doubtless the true sim of Organ Accompaniment to Gregorian Music is to preserve the
grandeur inherent to the Plein Song, and at the same time afford sufficient relief to the
continued unison of the voices, whilst it adapts itself to the exigencies of the varying verses of
the Psalms or other words.

For each of the Tones used in “Helmore's Psalter” (probably the most generally
circulated manual) this work provides several harmonmies. These wight easily have been
multiplied, but the fundamental instances bere given are deemed sufficient, especially
when it i3 considered that each one may be made to serve as three by inversion—i. ¢., using
the same chords, but playing the Alto or Tenor as the upper part.* Daily experienee for
8 number of years hes convinced the Author that these inversions are highly edvantageous, and
that the most egreeable and effective accompaniment is that which has not for its melody the
same notes as those sung by the choir—for example :

— P Soxa. 4th Tone.
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Most of the Tones will bear harmonizing on either a Tonic or Dominant Pedﬂ Bass: some
examples are given.

The adoption of the Plain SBong as the Bass also provides a useful variety (see 5th Tone,
2nd ending), which is available for all the Tones ond their endings. This method, however,
should only be adopted by a skilful harmonist.

The different harmonies to any tome are not necessarily to be played in the order
they aro printed. The selection of them will, of course, depend upon the sense of the words

* This remark is not intended to advocate playing the Tenor or Allo constantly on a solo-stop,- which is very
eljectionable as an habitual. though it may Lo agreeable 28 an It
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ii, PLEFACE.

which they accompany. It may be remarked, however, that in o few cases it is desirable that
they should follow in order, and where this is the case they will be found slurred tbhrough the
double bar,

A good effect is produced by a free accompaniment during the continuance of the reciting
note—of which the following is an example:
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This, however, should be on a subdued arrangement of the organ, and not constantly
employed ; advantage may also bs very frequently taken of 8 comma, or a change of character
in the words sung to the reciting mote, to alter the chord from mejor to minor, or vics versd,
or to a new harmony, thus:
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No example of florid melodisl accompeniment is given. This style, as a rule, is much
better avoided unpless the performer has very sound judgment, and even then it will not
bear comparison with well-chosen harmonic progressions.

In churches whers, for the snke of change, it is desireble not to sing the Canticles in

unison, & selection from the arrangements in this work (which are nearly all vocal) ma.y easily
bs wade for Choral Harmonies.

The pitch of the reciting note has been fixed upon A in all the Tomes (except one) as
being the most convenient for Tenors and Busses. Should it be found desirable, the
harmonies may ewsily be tronsposed kizher or lower as meeded. It may here be remorked
that it is & great relief where long Psalms occur to aiter the pitch at the commencement of a
pew or even in the middle of an unusually long Pselm. The key should be raised or lowered,
as the new subject of the words is more jubilent or more penitential than the preceding. For

instance, it is desirable to raise the pitch at the 22nd verse of the 22nd Psalm, anc at the
53rd verse of the 78th Psalm.
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Whether the alteration be effected at the commencement or in the middle of a Psalm, n
short modulution (one chord is generally sufficient) should be introduced, to leed to the new
koy—thus:
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{This example will also apply to the 79th Palm for the change at the 53rd verse.)

The intonations for the Tones are given separately at the commencement of this work, to
8BVe 8pace, as it is unnecessary to repeat them before every harmony given, and the O-genist is
only required to karmonize them in using the Canticles. It is almost unneccessary to meution
that the intonations are given out in unison on the organ at the commencement of both Psalms
and Canticlea,
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Intonations for Tones.

1s7 & 678 ToNEs, 2vD, 380 & 8t Toses.
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The above latonations are available for all the Flarmonies to the Tones given in this work, if the remark made
in the preface is borns in mind as to changing the chord on the reviting note.



1sT TONE, 1sT ENDING.
B%

The Harmonies given for the 2nd ending of this Tone are available
for this ending, by adding at the end the Tonio chord.

1st TONE, 28D ENDING.
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1sT TONL, BRD ENDING.
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* Thess amall notes merely represent the plain song, and are not intended to be played, the
accompaniment in this instance being a yorte unison passage.

1sT TONE, 4TH ENDING.
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The Harmonies given for the 2nd ending of this Tone are available for the 4th ending, with the
exception of the two last chords,

1st TONE, 5TH ENDING.
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1sr TONE. Mo~oronic MEDIATION.
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5te TONE, 19t ENDING.
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6re TONE.
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7tE TONE, 2ND ENDING.

The Harmonies of the 1st ending are equally suitable to this.

7t TONE, 5TH ENDING.
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Also the Har jes for the st endi itting the two chords not required for this ending.

8tH TONE, 2ND ENDING.
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“TONUS PEREGRINUS,” 61 TONE IRCEGULAR.
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PARISIAN TONE (1)




