
“TE NOMBRE MUSICAL GREGORIEN” 
A STUDY OF 

GREGORIAN SAL RNY THM 

DOM ae — ee 

OF SOLESMES 

VOLUME I - PARTI 

SOCIETY OF S. JOWN THE EVANGELIST 
DESCLEE & Co. 

Printers to the Holy See and the Sacred Congregation of Rites 

PARIS, TOURNAI, ROME 

1932 

ML Printed-in Belgium 
3982 

M73 
1932 
EA 
GTU 
\Storage 

















“lt NOMBRE MUSICAL GREGORIEN 
A STUDY OF 

GREGORIAN MUSICAL RHYTHM 

NOLO 2s 





“LE NOMBRE MUSICAL GREGORIEN” 
A STUDY OF 

- GREGORIAN mM Ty 

DOM eRe Pe covrRcaln 
| OF SOLESMES 

VOLUME I - PART I 
ENGLISH TRANSLATION BY AILEEN TONE 

SOCIETY OF $. JOHN THE EVANGELIST 
DESCLEE & Co. 

Printers to the Holy See and the Sacred Congregation of Rites 

PARIS, TOURNAI, ROME 

1932 

Printed in Belgium 



Imprimi potest 

Quarreriz, die 15 Septembris 1932 

+ Fr. Germanus COZIEN 

Abbas S. Petri de SOLESMIS. 

IMPRIMATUR. 

Tornaci, die 21 Septembris 1932. 

J. Lecouvet, Vic. Gen. 

All rights reserved. 



CONTENTS. 

INTRODUCTION 

Article 

Article 

Article 

Article 

Article 

Article 

Article 

Article 

Article 

Article 

Article 

Ey 

2 

3, 

I. 

CHAPTER I. 

ARTS OF REPOSE AND ARTS OF MOVEMENT. 

Division of the arts. 

The arts of movement 

Time and movement 

GEAE iE Res 

SOUND AND THE MOVEMENT OF SOUND. 

Sound. — Its production. — Its diffusion 

Phenomena of sound 

CHAPTER III. 

RHYTHM, ITS FORM AND MATTER. 

Distinction between rhythmic matter and rhythmic 

form . 

Method in the study of rhythm 

Elements in the rhythm of sound 

CHAPTER IV. 

THE RHYTHMIC PULSE. 

The elementary or basic pulse. 

The composite or group pulse . 

CHAPTER V. 

RHYTHM — SIMPLE OR ELEMENTARY. 

Rhythm is a synthesis 

Pace 

15 

37 

38 

So 

40 

40 

43 

44 

46 

47 

50 

53 



12 CONTENTS. 

Article 2. Rhythm and duration. — The quantitative order 

§ 1. Iambic or unequal Rhythm. 7%e Elan and the Repos 

(Arsis and Thests ) 

§ 2. Equal or Spondaic Rhythm. : 

§ 3. Two Motives reduced to a single saethine Panels: 

that of Evan and Repos 

§ 4. Corollaries . 

Article 3. Rhythm and intensity. — The dynamic order . 

§ 1. Dynamic modifications, their three-fold object 

§ 2. The Position of Intensity 

§ 3. Synthetic Power of Dynamics 

§ 4. Simple Rhythms, duplex and triplex 

Exercise L. Simple Rhythm triplex Time, weak 

Ictus 

Exercise II, Simple Rhythm ae Time, ite 

Ictus 

Exercise III, Simple Rhythm fone THe ee 

Ictus 

Exercise IV. Simple Rhythm ce Tae caone 

Ictus 

Exercise V. Simple Rhythms. Alcranron of ae 

plex and triplex Groups, of strong 

and weak Ictus 

Article 4. Development of simple Rhythm 

§1. Development within the Arsis (éax) and the Thesis 

(repos). : 

§ 2. The rhythmic Ictus may be placed at oe ane or at 

the Thesis 

§ 3. Practical Application of sale Rov ore res 

containing a duplex or a triplex Group . 

Exercise Vf. Simple Rhythm (duplex grouping at 

arsis), weak ictic ending. 

Exercise VII. Simple Rhythm (duplex grouping at 

arsis), strong ictic ending : 

Lxercise VIL. Simple Rhythm (duplex grouping at 

arsis), weak ictic cadence, second 

pulse of arsis strong 

Exercise JX. Simple Rhythm (triplex grouping at 

arsis), weak ictic cadence 

56 

56 

62 

63 

64 

HAL 

hs 

ie 

73 

74 

75 

76 

76 

ig 

id 

78 

78 

82 

86 

87 

87 

88 

88 



CONTENTS. 

Lixercise X. Simple Rhythm (triplex grouping at 

arsis), strong ictic cadence ; 

Exercise XI. Simple Rhythm (triplex. grouping at 

arsis), weak ictic cadence. — 2nd 

J and 3rd pulses of arsis strong 

§ 4. Feminine or post-ictic Cadences. 

CHAPTER VI. 

CompositgE RHYTHM. 

Article 1. Rhythm-incise. 

$1. Formation of rhythm-incises by the fusion of simple 

rhythms : é : : 

$2. Formation of rhythm-incises by the mere juxtaposition 

of elementary rhythms . 

Article 2. Rhythm-member; — rhythm-phrase; — the greater 

rhythm 

1. Grouping of the incises into members and phrases 

2. Dynamics in composite rhythm : : : 

3. Practical application of composite rhythms formed by 

fusion or by juxtaposition : 

Exercise XII. One arsis, two thesis 

Exercise XIII. One thesis, one arsis, one thesis 

Exercise XIV. Qne arsis, one thesis; one arsis, one 

thesis . 

Exercise XV. Three arsis, one thesis 

Exercise XVI. Two arsis, two thesis 

Exercise X VII. One arsis, three thesis 

Article 3. Pauses 

CHAPTER VII. 

RHYTHMIC FIGURES IN GREGORIAN CHANT. 

Article 1. Figures in simple Rhythm 

Article 2. Various designs in composite Rhythm 

Article 3. Rhythms of four composite pulses 

Article 4. Rhythms of five composite pulses 

13 

89 

89 
go 

g2 

92 

96 

oi 

97 

98 

99 

oy 
100 

I0o 

Io0o 

IOI 

101 

Iol 

103 

104 

106 

107 



14 CONTENTS. 

CHAPTER VIII: 

RHYTHMIC MOVEMENT. 

Article 1. Reality of rhythmic movement 

Article 2. Nature of vocal movement 

Article 3. Terminology of the vocal movement 

‘CHAPTER IX. 

PLASTIC EXPRESSION OR CHIRONOMY OF RHYTHMIC MOVEMENT. 

Article 1. Statement of the question 

Article 2. Various types of chironomy 

Article 3. Analysis of simple movement and its character. 
§ 1. Movement in space . : : : 3 é : 

§ 2. Simple gestures and their application to simple rhythms. 

Article 4. Composite gestures. 

CHAPTER X: 

RHYTHM AND MEASURE. 

Article 1. The difference between rhythms and measures . 

Article 2. The relation between rhythm and measure 

GEA Pain, Rawal 

SYNCOPATION. 

Syncopation can be defined as an interruption of the regular 

succession of arses and theses in the rhythmical flow. 

109 

IIo 

i213 

115 

116 

119 

119g 

122 

128 

130 

132 

136 



INTRODUCTION. 

The study of Gregorian Rhythm which we propose to set 

forth is founded upon the theories taught and practised 

at Solesmes for more than thirty years. The traditional 

rendering of the liturgical melodies is based upon the 

Benedictine studies, and today, despite many obstacles, its 

followers abound. We speak then, to those who have 

followed us in the past as well as to those who do not 

yet know us and have not yet studied us. 

This work was asked for and promised long ago; now 

at last our obligation is being fulfilled, a little late perhaps, 

but we must ask indulgence: these long years of silence 

on the rhythmic question have been rich in experiment, 

research and fruitful reflection. In the course of these years, 

we have rewritten and recast this work four or five times; 

our object being not to work quickly but to achieve results 

both definite and true. 

Thirty years ago, the whole subject of Gregorian Rhythm 

or Nombre grégorien was very new. A profound and 

not superficial knowledge of it was absolutely necessary. 

The general laws which govern all rhythm had first to 

be completely mastered, then we had to penetrate deeply 

into the structure and internal composition of the liturgical 

melodies, analyze their many different notations and finally 

assimilate the teaching of the mediaeval authors and 

scholars. 

Above all it was necessary to put to the proof of long 

experiment the theories, then so new, of free musical rhythm. 

This is what we have been doing at Solesmes, day after 
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day, for more than a quarter of a century, and it has been 

done also in many cathedrals, churches, and chapels, mo- 

nastic and secular, by voices of men, women and children, 

by artists and by village cantors. It would be difficult 

to estimate the advantages resulting from this period of 

practical observation or to say how much light has been 

thrown on the question of rhythm itself, as well as on the 

deficiencies and imperfections which, it must be owned, 

marred the teaching of the earlier days. 

Those who are familiar with the Gregorian melodies will 

understand us when we say that it is only by daily contact 

with the Chant that the Gregorian temperament can be 

formed. We have learned to speak, to sing, to appreciate 

this melodious language forgotten for so many centuries, 

and to become aware of its beauty. Our ear, at first 

astonished and rebellious, soon allowed itself to be fasci- 

nated by the charm of this free rhythm, supple and undu- 

lating, for which our modern education had so little pre- 

pared us. This was, at the very outset, a great advantage. 

A second advantage has been gained: We have applied 

and proved the value of the principal rules for rendition 

proposed by Dom J. Pothier in his ‘‘ Mélodies grégoriennes”’. 

Both in teaching and in practice they have seemed to us 

natural and true. Their religious and aesthetic effect is 

admitted even by those who are least predisposed in their 

favor. 

Critics, too, have had time to appear. We have con- 
sidered and weighed their criticism, and often have profited 
by their kindly advice. 

But, almost imperceptibly, from this faithful practice, ” 
there came about an unexpected result : as the feeling for 
the beauty of the Gregorian rhythm grew, there awakened 
in truly cultivated minds a desire for more profound know- 
ledge; they longed to analyse, to explain the effects that 
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had been, obtained; and the true principles, true but vague 

and wavering, which they had been taught, could not 

finally satisfy their intelligence, straining towards greater 

light. 

On the other hand, as the Chant spread among seminaries, 

religious communities and parishes, the direct influence 

of its first masters was wanting. Practical difficulties and 

hesitations arose which alone the oral teaching of an expert 

could dissipate. 

Still worse, the direction of devoted but insufficiently 

trained teachers led to faulty renditions and incorrect inter- 

pretation with failures which threw discredit on the cause 

of Gregorian Chant, on its promotors and their doctrines, 

thus seriously retarding progress. 

In the face of these difficulties, the best minds were in 

agreement both as to their cause and their obvious remedy, 

The principal cause was lack of definite rules for the ren- 

dition of rhetorical musical rhythm and the imperfection of 

neumatic notation at least for rhythmic detail. 

1. It became imperative to determine, define, and develop 

the theory of rhythm, not only in its general outlines, but 

even in its smallest details; 

2. To fix the rhythm by means of a clear and precise 

notation, intelligible to little children and simple village 

cantors, a problem that must be faced by every teacher 

of Gregorian rhythm if his work is to be practical. 

Is the solution of this problem possible today? Un- 

doubtedly. 
To begin with, we are now in possession of certain 

fundamental principles which enable us to restore Gregorian 

rhythm along its broadest lines. The teaching given 

through various Methods that have appeared within the last 

years has passed into practice under the name of Rhetorical 

Rhythm; on this point the work is already far advanced and 

Ne 702. — 2 
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we need only expound clearly the doctrines of, Solesmes 

with the addition of certain details to complete our 

teaching. 

We have now something stable on which to base further 

research, 

The new and delicate task that lies before us is an inti- 

mate and reasoned analysis of the most minute details of 

rhythm. These details do not require inventing, they were - 

known of old iu theory as well as in practice: the testimony 

of history is conclusive, and even without it we could affirm 

a priori, the existence of the most minute rhythmic subdi- 

visions, in virtue alone of internal proofs drawn from the 

very essence of rhythm itself. 

There are, as a matter of fact, certain laws of free and 

natural rhythm from which neither speech nor music nor 

dancing can escape; for example, that fundamental law 

which requires that there should be at the base of every 

rhythmic composition a series of elementary or simple 

pulses (whether divisible or indivisible matters not for 

the moment), arranged in duplex or triplex groups, distin- 

guished by means of rhythmic ictus or touches, or, to use 

the terms of modern music, grouped in binary or ternary 

measures. 

While it is true that the liturgical chant should be classi- 

fied as free rhythm (1), yet free rhythm itself, the classic type 

of which is ciceronien prose, is subject to the law: Sunt 

quaedam latentes sermonis percussiones et quasi aliqui pedes 

(Quintillian. Or. 1x.). 

(1) In an article from “ Harvard Psychological Studies” (vol. 1) containing 
sixteen experiments in rhythm made in the psychological laboratory of 
Harvard College, Professor Robert Macdougall expresses himself in the 
following terms: “ I conclude therefore (i. e., from the positive evidence _ 
of the experiments) that the numerical limit of simple rhythmic groups is 
soon reached and that only two rhythmical units exist, of two or three beats 
respectively, that in all longer series a resolution into factors of one of these 
types takes place ”. 
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Gregorian melody too has its percussions, its feet, or 
rather rhythms, although of a very delicate nature. The 

writings of mediaeval theoreticians are most definite as 

to their existence, so definite in fact, that it requires only 

the slightest forcing of these texts by the modern mensu- 
ralists to give to their theories a show of reason. 

The ancient writers did not confine themselves to point- 

ing out the larger rhythmical divisions, incises, members, 

phrases; they carried their analysis farther and included 

the smallest subdivisions. 

Hucbald (840-930): Veluti metricis pedibus cantilena 

plaudatur... plaudam pedes... more metri diligenter mensu- 

randum sit, etc... Gui (1050): Ut quasi metricis pedibus 

cantilena plaudatur, etc. 

These authors duly analysed the internal proportions of 

the rhythm, which are as follows: 

I—I I—2 
aequa : i, dupla : ne tripla : | he) 

—6 
4—4 4—8 

iit Sigs, Nitertiz-~ 12-4 sesquialtera : ae sesquitertia : eae 

They compared these feet with each other and noted 

their relations; they formed them into members and 

phrases ‘‘ without other rule than the pleasure: afforded 

to the ear’, as in the prose of Cicero. 

Moreover they wanted these feet, these rhythms, mea- 

sured out by beats, that is, the ictus or touch were to 

be indicated by a sound made by the hand or foot. (1) 

All these rules were true, natural, and incontestable, 

and they all agreed with the other texts of the same 

authors which represent the liturgical melodies as belonging 

(1) Cf. the preceding texts and that of Hucbald, p. 29. 
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to free rhythm, musical or rhetorical. . This rhythm cannot, 

of course, claim any exemption from the laws of general 

Rhythmics which call for the divisions recommended 

by the authors of the Middle Ages. Nor is the free and 

supple movement of the Roman Chant any more hampered 

by these laws than was the prosa vincta of the Greeks and 

Latins by the minute rules given by Denys of Hellicarnassus, 

Cicero and Quintillian for the harmonious ordinance of 

the metrical feet which enter into its composition. 

Of course theoreticians of the Middle Ages had_ their 

own way of expounding these principles; which is natural 

enough after all; they were men of their time. But. in 

reading them we must know how to distinguish between 

the form and the substance. The form is medizval and 

personal, but the substance is the faithful echo of ‘the 

universal laws which have been, are, and always will be 

at the basis of rhythmic art. 

It is clear that it would be a mistake to reject their texts 

on the specious pretext that these writers were metricians 

rather than Gregorian scholars and were expressing merely 

their own views. On the contrary these men were all 

monks: the pious and anonymous author of /nstituta Patrum, 

also Aurelian, Hucbald, Blessed Notker, Guido, Odo, 

Aribo,. etc.; all these men possessed thoroughly the 

practical knowledge of these melodies, knowledge acquired 

during long hours spent in reading, in psalmody, and 

in singing in Choir the praises of God. If then; 

they drew their ‘comparisons from the laws of metrical 

science, the only ones accessible, it is because there were 
real points of contact, real analogies. between these laws 
and the laws of Gregorian rhythm, which helped them 
to make their teaching intelligible. In this they followed 
Cicero who, in expounding the laws of rhetorical rhythm, 
constantly refers to the art of versification. 
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There is therefore nothing to do but to accept their 

teaching as a whole, all their rhythmic teaching, in so 

far as does not contradict natural laws proper to rhythm, 

and is in accord with the traditions which the manuscripts 

hand down to us. 

‘One thing remains certain, that free rhythm, rhetorical 

as in Ciceronian prose, and musical as in Gregorian Chant, 

comprised detailed rhythmic subdivisions. 

Even if the writers of the Middle Ages had not spoken 

of these subdivisions, it would still have to be proved 

that they made no use of them in practice, and that, 

consequently, they cut themselves off from an essential 

law of natural rhythm, common to all languages, to all 

poetry, to all music; a thing which it is impossible either 

to suppose or to prove. 

Those who deny this truth are faced with the task 

of explaining how Gregorian melody could have existed 

if one of the fundamental laws of rhythm had been ignored. 

We come now to the question: Is it possible to recapture 

these subdivisions? 

In a great number of cases there is no possible doubt 

or indecision — at least for the rhythmist. 

At other times there is ground for hesitation, but by 

applying solid principles which we will explain, these 

difficulties vanish. 

Then, in certain rare cases, we may be free, but in theory 

only; because liberty ceases the moment a practical rendition 

begins, above all when an accompanist undertakes to adapt 

his harmony to the melodies: a choice must be made 

between two or three possible rhythms. Here then taste 

may have a voice. 

As for the constituent elements of this restoration, they 

are numerous : . 

a) the natural laws of rhythm; 
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b) the accentuation and natural rhythm of the words 
themselves; distinctions differing according to the sense 

of the words, and pauses (mora vocis) equally varied ; 

c) the neumatic notation, despite its imperfections, of which 

we Shall speak in a moment; neumatic notation with its 

grouping of notes, with its pressus, strophicus, quilisma, etc.; 

d) the melodic form, and modality of the chants which 

again are, in themselves, a help to the rhythmist; 

e) lastly, the Romanian additions, letters and signs found 

in the St. Gall manuscripts, and other rhythmic signs 

used in various neumatic notations which are not to be 

disdained — all these elements are precious, not only for 

the determining of the rhythm, but as a proof to us 

that a most exquisite and natural art governed the rendition 

of these Gregorian melodies. 

When, after using all these means with intelligence and 

prudence we have made a profound rhythmic analysis, 

the great question is how to reproduce and present this 

recaptured rhythm in a system of rhythmography that will 

be adequate and clear. 

Is not the neumatic notation, then, quite sufficient in 

itself P 

Alas no. 

Unless we wish to shut our eyes to the most evident 

facts and deceive ourselves, we must loyally admit, after 

twenty-five years’ experience, that the notation of the first 

Solesmes books, in spite of excellent qualities, failed to 

convey the details of the Gregorian rhythm as we now 

understand them, failed also to meet the practical needs 

of our choirs, and failed to satisfy our harmonists. From 

all these points of view, the notation of the first Solesmes 

books was defective and incomplete. 

It is true that when this notation appeared it was an 

immense progress over the detestable square notes scattered 
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at random inthe editions of that period. It was therefore 

welcomed with great favor, but its defects soon became 

apparent in practice. We might cite many witnesses to 

this fact but we shall quote only one. 

‘“ If from the partisans of the present system of notation 

(that of the Liber Gradualis published in 1883 and 1895) 

Wwe were to convoke the most experienced choirmasters 

and the most competent professionals, we should challenge 

_them to render with ‘‘ ensemble ” and perfect rhythm 

without previous explanation and practice, the majority 

of the Gregorian melodies. We have had this avowal 

from many quarters and hundreds of times. What result 

therefore can one possibly hope for in the case of the 

average singer? 

” It would indeed be a treat to hear these gentlemen 

conduct a choir, above all a choir with accompaniment. 

We seem to hear in our fancy one boy observing a mora 

vocis, While the boy next to him continues the movement 

without a pause; another boy puts in a duplex group 

while his neighbor firmly makes it triplex — and to 

complete this delightful harmony and unity, the organist 

places his chords on the up beat instead of on the ictus/... 

There is no reason why a musician of taste, a master 

of Gregorian Chant, should not allow himself such freedom 

of interpretation as actually exists in many cases — 

but only when he is singing a solo. On the pretext of 

safeguarding this perilous freedom, were he to suppress 

the rhythmic signs necessary for the direction of choirs 

and the immense majority of singers and organists he 

would be systematizing cacophony, pure and simple or 

reverting to the pounded out unrhythmical rendering of the 

Plain Chant before its restoration. ”’* 

* Canon Gaborit, choirmaster of Poitiers’ Cathedral, in Za Tribune de 

Saint Gervais, January 1903. 
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But does not the full weight of such an accusation 

fall with all its force upon the neumatic notation of the 

manuscripts? Undoubtedly it does, and we must frankly 

admit that the Guidonian notation was defective as were 

also the newm-accents and neum-points which came imme- 

diately before it. 

It seems almost inconceivable to modern musicians, 

equipped with an admirable system of musical writing, 

that any notation should fail to indicate the rhythm of its 

melodies; inconceivable that any system should fail to 

indicate the exact intervals! This, however, was precisely 

the case in regard to the neumatic notations of antiquity. 

For a pupil, the presence of a master was indispensable for 

the singing of the intervals as well as for the indication 

of rhythm. In other words, the oral tradition was twofold, 

tonal and rhythinic. 

Fortunately, in the tenth and eleventh centuries, suc- 

cessful attempts were made everywhere to improve this 

state of affairs and the diastematic notation fixed the 

intervals of the melodies on lines, for all time. 

But alas! nothing was even attempted in the direction 

of a more exact figuration of rhythm; quite the contrary, 

a decadence on this point set in very early. Originally, 

in the oldest neumatic notations, it was the rhythmic 

tradition that was perhaps better expressed than the 

melodic intervals. This important fact is attested by 

the Schools of St. Gall, Metz,, and Como, as also by 

many peculiarities of script that persisted in codices of 

various origins. But this tradition did not maintain itself for 

long and the Guidonian notation only hastened its decline. 

Everywhere it did away with the letters and signs which, 

in the primitive notations, indicated the rhythmic allure 

and, from this point of view, far from being an advance, 

it was a step backward. 
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Since then, the rhythmic notation of the Chant has 

remained fixed — fossilized as it were, or rather, its 

decadence has become more and more pronounced. In 

the Sixteenth and Seventeenth centuries it reached a 

complete disintegration. 

One often wonders just what were the causes to which 

we may attribute the decadence and ruin of the Gregorian 

Chant. Several at once suggest themselves : figured music, 

inaccurate copies, attempts at reform based on personal and 

incorrect theories, the abandoning of the liturgical life; all 

these causes do in fact enter the case, but one of the 

most destructive has been Jack of clearness in the teaching 

and in the notation of rhythm. 

It is easy to imagine what must have taken place in 

the various choirs, during the middle ages, from what 

happens amongst us today when the rhythmic editions 

are not used. We have moreover the authentic testimony 

of the authors of the period. With a good choirmaster, 

all went well; but with the manuscripts alone, uncer- 

tainties commenced; the notation was not clear enough 

to persuade all the choirmasters to agree in a certain 

uniform rendition; thus came divergences, divisions which 

went on increasing; the ancient oral tradition broke up 

into a thousand currents and soon was completely lost, 

and we reached the stage of that fearful hammering of 

the Chant which brought with it a distaste for the liturgical 

melodies, their mutilation and finally the cataclysm which 

we know. 

Well, let us say it boldly, the same thing will happen 

again, and all too soon, to this beautiful Gregorian 

Chant, resuscitated with such great effort, sacrifice, and 

suffering, unless we arrive at a way of fixing the 

rhythm which shall be clear and precise, and which 

will enable all the churches to interpret it with facility 
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and easily to appreciate its beauties. Now is the moment 

for us to leave the rut where we have been stuck ever 

since the invention of neum-accents, and to do, today, for 

rhythm what was done in the eleventh century for melody; 

this is the only chance of life for the Gregorian Chant. 

Already, in response to pressure from all sides; we have 

made tentative efforts in this direction, and the latest 

Solesmes books in Gregorian notation have appeared — 

accompanied with dots and rhythmic signs which greatly 

help correct renditions by experts as well as by unpre- 

tentious village choirs. | 

Moreover, we have attempted transcriptions into modern 

notation, without bars, but with the rhythm carefully 

marked; they have been even more warmly welcomed 

than the earlier editions, and have penetrated into circles 

whence the Gregorian Chant in its neumatic guise would 

have been excluded forever. 

The double problem which faces the rhythmists is not 

only capable of solution, but is already solved; for the 

melodies with. rhythmic signs noted according to the 

Solesmes method have been in use for years, throughout 

the entire world from the tribunes of St. Peter’s in Rome 

and St. John Lateran down to the choirs of the smallest 

churches. 

That nothing further remains to be done is far from 
our thought. The signs chosen may still be modified and 
improved. ' More practical ideas may be brought forward 
and tested. The essential thing, however, is to leave 
the original Gregorian grouping of the notes intact, thus 
following the example of the ancient rhythmists who added 
the Romanian signs at St. Gall and elsewhere. Further- 
more, to avoid anything which might appear to be a 
concession to modern measure, for the notation is, above 
all else, rhythmic, and this character must be preserved. 
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No doubt, various systems of rhythmic notation will 

continue to appear, and will be tested. Soon, we will 

witness a repetition of what happened in regard to the 

fixing of the intervals during the tenth, eleventh and 

twelfth centuries. Many systems were tried, but one, 

alone, survived, that of Guido d’Arezzo. The same will 

happen to the various rhythmic theories and their notation. 

Our task, then, is to offer to the public a complete 

theory of Gregorian Rhythmics, as understood and practiced 

by the Solesmes School over a period of many years. 

The subject has already been exposed, but only partially, 

in Volume VII of the Paléographie musicale, in our study 

of the part played by the Latin accent. The particular plan 

followed was determined by the circumstances, and by the 

special end in view. Our exposition had to adapt itself to 

this end. Much space was devoted to the discussion of 

modern music, and to comparisons between Gregorian 

melody and the polyphony of the fifteenth and sixteenth 

centuries. But now, we again take up the same subject, 

limiting ourselves to the Liturgical Chant, in a didactic 

and practical form, which will make this book suitable for 

teaching purposes. 

Our aim is to present to the reader’s mind, by means of 

carefully graded instructions, the theory of Gregorian 

rhythmics most in conformity with: a) the fundamental laws 

of rhythm, 0) the tradition recorded in the manuscripts, 

¢) the teaching of mediaval writers. 

Next, to give singers a methodical and progressive series 

of Gregorian vocal exercisés, carefully noted and with the 

rhythm clearly indicated, to enable them to overcome the 

difficulties of reading, intonation, intervals and rhythm, 

peculiar to the Liturgical melodies. 

Our chief object being the rhythm, we have not 

hesitated, in order to attain this end, to leave the beaten 
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track and to follow a plan intended to be as practical as it 

is precise and clear. 

The usual Methods, Grammars, and Manuals of Gregorian 

Chant follow the same plan. They begin with an 

exposition of what may be called the matter of rhythm : 

letters, syllables, words, notes, groups of notes, scales, 

modes, etc. All this is explained in detail and supported 

by many examples, but without having previously given the 

pupil the slightest notion of what rhythm is in itself, so that 

he may read, vocalise, sing for weeks and months like 

a parrot, without having the least notion of rhythm. These 

long hours of study and sight-reading would have been more 

fruitfully employed if joined to these studies there had been 

given a conception of the nature of rhythm to lead to its 

intelligent practice: These books analyze for us the body and 

limbs of the melody, without speaking of its soul and of its 

life. Asa rule, a few pages are subsequently devoted to a 

vague superficial explanation of rhythm; pages no sooner 

read than forgotten, because they have not been supported 

by repeated practical exercises, which alone can inculcate 

rhythm in the souls of the pupils. 

Books on solfege in modern music, the later ones at any 

rate, are careful to avoid such a mistake. As soon as the 

pupil can read the notes, before allowing him to sing them, 

the master combines an instruction on time with the 

method of beating time: cleverly drawn diagrams help the 

student to grasp what is required of him, and in this 

respect the art of teaching has made great strides. 

Now in Gregorian Chant, there are no measures, but 

there is rhythm, and it is this Gregorian rhythm that we 

wish to teach and to instil into the souls of our readers. 

In doing so we are following the example of our monks 

in ancient times, of Hucbald, for example, who, after having 

recommended the greatest evenness in the singing, adds: 
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‘* Que canendi zquitas rhythmus grece, latine dicitur 

numerus: quod certe omne melos more metri diligenter 

mensurandum sit. Hanc magistri  scholarum  studiose 

inculcare discentibus debent, et ab initio infantes eadem 
aequalitatis sive numerositatis disciplina informare, inter 

cantandum aliqua pedum manuumve, vel qualibet alia 

percussione numerum instruere; ut a primeevo usu equalium 

et inzequalium distantia calle eos (f. pateat, eos) laudis Dei 

disciplinam nosse, et cum supplici devotione scienter. Deo 

obsequi’’ (Gerbert. Scriptores. I. p. 228.) 

‘“This evenness of the Chant is called rhythm in Greek, 

and numerus in Latin: because without any doubt all melody 

should be measured with care after the manner of metre. 

This evenness, the masters of the Scholae ought diligently 

to instil into their pupils, and mould the children from the 

first, by this very discipline of evenness or rhythm, indicating 

this numerus, during the singing, by gestures of the hand or 

foot, or in some other way...” 

The rest of the passage is defective; its general sense is 

however not necessary to our argument, and the first part 

is so very clear, so precise, that no further explanation is 

necessary: 

But it is no easy matter to give an exposition of rhythm, 

and of that free musical rhythm essential to Gregorian 

Chant, especially at the present time when many musicians 

of culture, who vaguely feel the beauty of rhythm, recognize, 

in theory, nothing but. measure. The modern text books 

deal merely with the study of ¢ime and seem unable to rise 

to the conception held* by the ancients of the rhythmic 

movement which gives form to all music and all speech ; 

these modern methods have not profited apparently by the 

important and scholarly works published on this subject 

in Germany, England and France: 
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We have tried to overcome these difficulties by a new 

presentation, a new arrangement of the matter to be 

treated, which will be clear. 

Thus, before even mentioning the rhetorical and musical 

elements on which Gregorian rhythm is based, we begin by 

studying the rhythm in itself, so to speak, that is rhythm 

stripped, as far as possible, of anything which might 

obscure it, complicate it,- or distort its fundamental 

principles, in order that we may seize it alive, in contact 

with a material of the lightest, the most transparent, the 

most fluid, and at the same time of the most supple nature ; 

a matter which will give most independence and naturalness 

to its free play of movement, and precisely, by so doing, 

will enable us to penetrate to its core, and to see it in its 

naked truth. 

This material is pure sound repeated in unison, or what 

amounts to the same thing, a succession of simple vowels. 

By means of sounds and vowels, grouped conformably to 

the laws of natural rhythm, we can follow the genesis of 

rhythmic movement, the formation of simple rhythms, of 

composite rhythms, of incises, of members of phrases, of 

phrases, and of periods. . These: elementary «conceptions 

will be the more easily grasped by the reader, inasmuch as 

in the first part, he need consider rhythm, and rhythm 

only, without troubling himself about melodic intervals or 

liturgical texts. 

Moreover, every new theory propounded is immediately 

followed by practical exercises intended to penetrate the ear 

and the feeling of the pupil with the rhythmic knowledge 

he has just acquired. These exercises are given both in 
square Gregorian notation and in modern notation. 

They are accompanied by graphic signs, which describe 
and follow all the movements of the rhythm. These 
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movements should be reproduced and carried out by gestures 

of the hand while reading the notes and: singing the 

Chants. This applies to all the exercises. 

The elementary knowledge thus acquired is next applied 

to material of a more complex sort, first of all to melody. 

This constitutes the second part. 

Here we shall study the origin, names and forms of notes 

and of neumatic groups; in a word all that concerns 

notation, with and without lines; the melodic intervals, the 

modes, and finally the rhythmic rendition of all the groups. 

Here again the acquisition of each new idea is followed 

by exercises: the notes are grouped in various rhythms, of 

true Gregorian character.. The pupil will now find again 

the same rhythms he sang in unison in the first part of 

this work, but this time on the staff and combined with 

the melody, Naturally, the melodies of these exercises are 

all in Gregorian tonality. 

In the third part, the liturgical text is studied with 

the melody, that text whose influence on the rhythm is 

essential to the perfect understanding of Gregorian musical 

 numerus. 

This leads to a rapid survey of the history of Church 

Latin and its rhythmic character, Syllables and words with 

their accentuation and their rhythm, then the members of 

the phrase and the periods, once more with their accen- 

tuation and rhythm, are reviewed. Finally, as in the 

preceding parts, practical exercises complete the theory. 

Thus prepared by exercises of three grades, the pupil 

triumphs easily over difficulties which he meets in the 

application of words to the Gregorian melodies. From the 

first pages of our Treatise, he has learned to surmount 

them: each line, each exercise has led him, as it were by 

the hand, in steady progress, towards the full possession of 

the science and practice of Church music, 
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Before entering fully into our subject, there is a piece of 

humble advice we should like to give our readers, the result 

of our personal experience. If the reader does not wish to 

stray and lose his way perhaps for years, on the wrong 

paths, if he wishes to avoid not only error but waste of 

time, he must be on his guard against any preconceived 
idea arising either from our Western languages or from our 

modern music, and keep in mind the great divergences 

existing among languages and between the different musical 

forms which have reigned during the course of centuries. 

We cannot too strongly recommend this attitude of 

independence. 

We have borrowed this advice almost word for word from 

Mr. Bennett in his article on “‘ The Ictus in Latin Prosody’’.(1) 

Referring to this article in the ‘‘ Revue Critique” 

(Sept. 25, 1899, p. 252), M. Paul Lejay, says: 

‘“ Mr. Bennett begins by asserting that all analogies 

suggested by the Germanic languages must be set aside 

altogether. _The custom of dynamic pronunciation: both of 

accented syllables in the words, and of the strong beat in 

lines of verse, has led modern scholars unconsciously to 

transfer the facts of their daily speech to their theories 

regarding ancient languages. Consequently, they must 

first rid themselves of the prejudices born of habit. This 

point is of capital importance, and we are glad to see it 

brought out with such distinctness. ’’ Mr. Lejay adds that 

‘it is an essential condition of right judgment’’, a remark 

which fully applies to our own subject. (2) 

» (1) “ At all events, it is certainly of the first importance, in approaching so 

delicate a problem as the pronunciation of a language whose data we can no 

longer fully control, first to rid ourselves as completely as possible of all 

preconceived notions derived from our own language which might mislead us, 

and to take into account the great divergence of human speech along with the 

often radically different character of spoken languages.” American Journal 

of Philology, Vol. xix, N° 76, p. 363. Baltimore. 1899. 

(2) La Revue Critique, Sept. 1899, p. 252. 
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This does not mean that the comparative study of literary 

or musical languages cannot be of use to us. On the 

contrary; but, we must not imagine that all we may find in 

modern music must necessarily be found in music fifteen 

centuries old. The history of rhythm, in the arts whether of 

speech or of sound, shows it to be in a state of continual 

transformation. Except for two or three great and immutable 

principles from which it can never diverge, rhythm is, in 

‘all else, subject to the unconscious and impersonal influence 

of men, of schools, and of peoples. Let us therefore build 

our Gregorian rhythmics on these great general principles, but 

let us guard against taking from modern rhythmical facts and 

theories anything that is beside the point. We have seen 

so many changes in the modality, harmony and rhythm of 

music, that we cannot be sufficiently on our guard against 

things that may indeed be transformed again some day or 

even disappear. Let us not renew, in our times, the errors 

of harmonists of the middle ages, who, wishing to reduce 

to their childish theories of harmony and their narrow and 

ephemeral theory of measure, the free Roman melody, 

brought it finally to its ruin. 

N¢ 702. — 3 



M7 

~ 
i i 

Fay reve a 
ries oe a 

of APD rid oth certie ‘ 

‘ ‘. Ms F KY < war & hg 



PART ONE. 

THE ORIGIN OF RHYTHM 





PART ONE. 

THE ORIGIN OF RHYTHM. 

CHAPTER IL. 

ARTS OF REPOSE AND ARTS OF MOVEMENT. 

ARTICLE 1. — DIVISION OF THE ARTS. 

1. The aesthetic system of the Greeks as shown by West- 

phal (1) and by Gevaert (2) ‘may serve as an introduction to 

the study of Gregorian Rhythm, because it determines with 

exactitude the place that music ought to occupy in the sum 

of humanity’s artistic creations. 

Among the Greeks, the arts, numbering six, were grouped 

in two triads : 

1. Architecture, sculpture, painting ; 

2. Music, poetry, the dance. 

This division holds all its truth and reality even to our own day. 

2. In the first triad, the Beautiful, which is the aim of art, 

‘‘is realized in the state of rest, of repose; its divers elements 

are in juxtaposition in space; it is not represented in a successive 

development, but fixed in some single moment of its existence ’’. 

(1) WESTPHAL, MMe?rzk, I, § 1. 
(2) GEVAERT, [Histoire et théorie de la Musique de Pantiquité, 1, p. 22. 
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Here, the notion of repose is the essential condition, the manner 

of being of the work of art, although, in a certain sense, movement 

is not absolutely foreign to it; but this very movement can be 

suggested only by the fixing of a single moment. It is thus 

that the creations of architecture, sculpture and painting appear 

to us. 

3. In the second triad, ‘‘ the beautiful is realized in a state 

of motion by the succession of its elements in time ’’. 

4. These first, the arts of repose, are in relation to space ; and 

these others, the arts of movement, are in relation to time (1). 

ARTICLE 2. — THE ARTS OF MOVEMENT. 

5. Consequently, music, poetry and the dance received the 

name of musical arts or arts of movement. All three were 

subjected to the laws of a common rhythmic. The same ter- 

minology served to explain its theory; the same gestures — 

of the foot, of the hand, of the fingers, of the whole body — 

guided at once singers, instrumentalists, and dancers. In a 

word, there was but one rhythm that could simultaneously give 

form to three things, musical sounds, words, and orchestration. 

6. However, although the principles of Greek rhythm and 

those of Latin rhythm differ in more than one point from 

the rhythmic principles of the Gregorian melodies, nevertheless, 

these differences can only be secondary; for we shall see that 

there exists only one general system of Rhythmics; its funda- 

mental laws are based on human nature itself and are necessarily 

found in all the artistic creations, musical or literary, of all 

peoples and in all times. 

Indeed the multiplicity of rhythmic systems is explained by 

the various ways in which these laws have been applied or even, 

at times, ignored. 

An exposition of these general laws, followed by their appli- 
cation to the Gregorian melodies, theoretically and practically, 
thus becomes the object of this book. 

(1) GEVAERT, /7/istoive et théorie de la Musique de Vantiguité, 1, p. 22-23. 
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ARTICLE 3. — TIME AND MOVEMENT. 

7. Time is the measurement of movement and of quiescence. 

Taken by itself, time cannot be measured nor produce upon us 

any sensation. It is only through the things that take place 

in time, that occur and move within it, that we become conscious 

of time, are able to discern it, and give it its value. Moreover, 

apart from these thing's, time does not exist. 

8. Movement is the condition which, by dividing time, renders 

appreciable to our senses its invisible and silent flow. 

9. The faculty of perceiving the movements which divide 

the sum of the moments of which time is composed, this faculty 

is reserved above all to two of our senses, our sight and our 

hearing. 

The eye seizes these divisions, these instants, by the visible 

movements of bodies; thus the second hand that turns on the face 

of a clock or the movements of dancers, etc.: these are local or 

visible movement. 

The ear perceives these divisions through the sonorous vibra- 

tions of the air, through sound, and the succession of sounds: 

it is sonorous movement — instrumental, if produced by instru- 

ments, and vocal, if produced by the voice, in speech or in song. 

It is especially with vocal music that we shall concern ourselves. 



CHAPTER Il. 

SOUND AND THE MOVEMENT OF SOUND. 

ARTICLE 1. — SOUND. — ITS PRODUCTION. — ITS DIFFUSION. 

10. Sound is the basis of all music, of all speech, of all 

rhythm, whether musical or rhetorical. 

11. The creation of musical sound is arrived at in a thousand 

ways: 

by the blow of a stick against a drum; 

by the touch of a finger on the key of a piano; 

by the stroke of the glottis in uttering a note or a syllable; 

by the drawing of a bow over the string of a violin. 

Through the impulsion of this stroke, the stricken body is put 

in motion and vibrates. 

Musical sound is the result of undulating movements of the 

bodies and molecules of the air, rapid and periodic. It is distinct 

from noise which produces only irregular vibrations. 

12. The diffusion of sound takes place as follows: the blow of 

a hammer on the string of a piano causes an immediate vibration; 

the molecules of surrounding air are disturbed, displaced; they 

execute ‘‘ movements back and forth precisely like the movements 

of the string itself; in these movements the molecules clash with 

the contiguous molecules which they, in turn, oblige to vibrate 

as themselves and to transmit to their neighbors the impulsion 

which they have received, and so on’’. (1) 

It is thus that sound is created, diffused in the air and finally 

reaches our ear. 

ARTICLE 2. — PHENOMENA OF SOUND. 

13. The phenomena which accompany sound can be reduced 

to four principal ones. In sounds we must distinguish: 

long sounds 
1st. Duration or quantity { short sounds 

(1) ALBERT LAVIGNAC. La musique et les musiciens, p. 31. 
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strong sounds 

weak sounds 

high sounds 

{ low sounds 

The timbres 

{ are innumerable 

2nd. Intensity or dynamics { 

3rd. Pitch or melody 

4th. Timbre or phonetic quality 

Consequently we have four kinds of phenomena. 

14. The ensemble of the laws which regulate the use of 

duration, dynamics, melody and timbre can be classified as 

follows : 

Ist. The Quantitive Order comprises all the phenomena of 

duration : length or brevity. This is the most important. 

2nd. The Dynamic Order comprises all phenomena and mani- 

festations of intensity, strength or weakness, indicated principally 

by the crescendo and decrescendo of the phrase. 

3rd. The Melodic Order concerns the intervals of the sounds, 

high or low; the scales, and the melodic systems or modes. 

4th. The Phonetic Order, in instrumental music, embraces all 

the differences of timbre among the instruments; in vocal music, 

the differences of timbre among the vowels, the combination and 

repetition of which, as in rhyme, may lend to the rhythm an 

added charm and beauty. 

15. The Pitch of sounds comes from the rapidity of their. . 

vibrations. The s/ower the vibrations of sonorous bodies, the 

lower the sound. On the contrary the more rapid the vibrations 

the higher the sound. 

The intensity increases or decreases with the amplitude of 

the vibrations. 

The timbre depends on the form of the vibrations; each timbre 

gives the vibration an outline — a particular form. 

As for duration, it is simply the prolongation, greater or less, 

long, of a given sound. 

16. The intimate and harmonious union of all these sound 

phenomena: long and short, strong and weak, high and low, 

timbres of all sorts, successive or simultaneous, give birth to 

Melody, Speech, Harmony, and finally to Rhythm without which 



42 PART ONE. — CHAPTER II. 

all melody, all speech, all harmony remain brute matter, — 

inert and dead. 

17. We have just mentioned Rhythm, and in fact, we are 

obliged to mention it even at the risk of anticipating. There 

exists, in addition to the four orders enumerated above, a series 

of very important phenomena which constitute a new order. 

Sounds, in as much as they are used in rhythm, are distin- 

guished by the role they fill in the sonorous rhythmic movement; 

for, different, by far, is the impression they give depending on 

whether they are placed at the é/an, at the beginning of the 

movement, or at its end, its term. Therefore, we really must 

add to the four preceding orders, a fifth. 

5th. The Rhythmic Order, properly speaking. We should like 

to call it cinematic (x‘vnst¢, — movement) or order of rhythmic 

movement. This word (xtyjo.s) entered almost always in the 

Latin or Greek definition of rhythm. In reality it takes in all the 

‘* élans ’’, all the ‘* repos ’’, all the sonorous undulations, which 

are so varied, so living, and so expressive in the rhythmic phrase. 

18. Interpenetration of the five orders of phenomena; their 

distinction merely serves as an instrument of analysis. These 

phenomena are not always called upon to participate, all together, 

in the formation of rhythm; but, no matter how many may enter 

into its composition, they unite, they interpenetrate, and perfect 

each other mutually in order to obtain the common end which 

is a work of art. Only a reasoned analysis can authorize the 

separation of what, in concreto, is inseparable. But it is necessary 

that the rhythmist should make these distinctions. They will 

aid us very much in our exposition and, as the facts of quantity, 

dynamics, melody, etc. present themselves, we shall assign to 

each one, its place in the appropriate order and give to each its 

active part in the common work. 

We hope thus to present with great clearness a subject in 

itself very complicated. Many works on this subject are full of 
errors, obscurities and inexactitudes of terminology, due, prin- 
cipally, to the confusing of these orders. The distinctions between 
the orders will be, to the reader, like the clue of Ariadne through 

our researches into the genesis of rhythm. 



CHAPTER III. 

RHYTHM, ITS FORM AND MATTER. 

ARTICLE 1. — DISTINCTION BETWEEN 

RHYTHMIC MATTER AND RHYTHMIC FORM. 

19. The moment there is a question of rhythm we must imbue 

our minds with the distinction, classic among Greek musicians, 

between rhythmic form and rhythmic matter. 

20. MATTER. Sounds, words, and in dancing or conducting, 

gestures, are the malleable substance lending itself to the caprices 

of rhythm. Taken by themselves these substrata of rhythm 

‘‘ have nothing in common with rhythm, they are only capable 

of receiving a rhythm given them by a free act of the creative 

artist ’’. (1) 

A common rhythm can apply to sounds, words, and movements 

of the body; on the other hand, the same sounds, the same words, 

the same gestures, can be given various rhythms. 

21. ForM. Rhythm is ordered movement. ‘This definition 

includes all that the ancients have said of it (2). <A series of 

sounds — syllables or musical tones — does not suffice to 

constitute a rhythm. These movements must be putin order and 

harmoniously arranged. This ordinance, this putting in order, 

is the form itself of rhythm. This it is that disposes harmoniously 

the succession of short and long sounds, high and low sounds, 

and every kind of timbre. It seizes the imperceptible undulations 

of sonorous bodies, unites them, organizes them in more varied 

and more ample undulations; arranges them with intelligence 

and taste in a perfect order; this it is that gives to them a form, 

that spiritualizes them in a certain sense, and gives them move- 

(1) GEVAERT, of. cz¢. II, p. 9. 
(2) « TH Oh Tig xvisews TéEer Suluds dvous eln » PLATO, Leges, II, 665, A. 
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ment, beauty and life. It is thanks to Raythm that all the pheno- 

mena of sound present themselves to the ear with that fitness, 

proportion, and precision, which carry us away, and while 

delighting us, convinces the intelligence and captivates the 

heart. 

22. ELEMENTS. Rhythm must naturally have elements, 
inert matter to organize. Very littleis necessary. There need be 

neither melody nor words. A single sound repeated several 

times is enough to enable rhythm to exert its organizing and 

vivifying powers, as for example, in the sound of a drum. 

a) Mere sounds, instrumental or vocal, repeated in unison, ~ 

are the simplest matter, essential for the action of rhythm. 

b) Melody, with its undulating lines of high and low sounds 

is already more complicated as a matter, but supple and obedient, 

offering no resistance to rhythm. In obeying, as it does, every 

caprice of rhythm, melody becomes its incomparable ornament. 

c) Words, spoken or sung, are less supple, less docile. Words, 

by their arrested form, resist rhythm, or at least impose some 

limits to its power. This is why the union of words and melody 

presents certain practical and theoretic difficulties that trouble 

both composer and rhythmist. 

d) Harmony, finally, completes the ensemble of sonorous ele- 

ments upon which rhythm can exercise its activity. We shall 

speak of it only in its relation to accompaniment; for, in Grego- 

rian Art, the role of harmony confines itself to following, step 

by step, the melodic and rhythmic flow of the church chants. 

These, then, are the e/ements upon which Rhythm rests. 

ARTICLE 2, — METHOD IN THE STUDY OF RHYTHM. 

23. After this outline it is easy to understand the quotation 

from M. Vincent d’Indy: ‘‘ Rhythm is the primordial element. 

One must consider it as anterior to all other elements of music; 

primitive peoples know, as it were, no other musical mani- 

festation. Many peoples know nothing of the existence of 
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harmony; some may know nothing of melody; but none ignore 
rhythm ’’. (1) 

24, Therefore it follows: 

Ist. That the study of rhythm ought to precede the study 

of melody, of words, of harmony, for these different manifesta- 

tions of art could not possibly be shown and analyzed and under- 

stood without a previous knowledge of general rhythmic laws; 

2nd. That, in studying rhythm, it is a distinct advantage 

to proceed from the simple to the complex. The more complex 

the rhythmic matter, the more difficult and delicate will be 

the study on account of this very complexity. On the contrary, 

the simpler the matter, the easier will be the setting forth and 

the understanding of the rhythmic principles. Mere sounds — 

without melody, without words, in unison — will serve at first 

as the subject of our study. 

It is therefore by Rhythm and by Rhythm using elements of 

the greatest suppleness and simplicity that we should approach 

the study of Gregorian music. 

25. The study of rhythm, pure, naked, deprived of all its 

ornaments of melody and rhetoric, is all the more necessary in 

our day when many musicians and metricians take for absolute 

laws of rhythm, things that are only special applications and 

are confined to certain languages and to certain kinds of music. 

The first work of the student ought to be to disentangle rhythm 

from all the things that envelop it and entwine themselves with 

it and disguise its true nature. After we have recognized the 

fundamental laws of rhythm, we may study it in its more and 

more complicated relations to melody, words, and harmony. 

Although sonorous rhythm, which addresses itself to the ear, 

is the special object of this study, nevertheless Jocal or visible 

rhythm, that of dancing and that of the choir conductor who 

outlines for the eye the sound rhythm, cannot escape our con- 

sideration; for they are intimately connected, and each explains 

the other. 

(1) VINCENT D’INDY, Cours de Composition Musicale. Paris, Durand, 1902, 

pp. 20-21. 
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ARTICLE 3. — ELEMENTS IN THE RHYTHM OF SOUND. 

26. Before entering into a detailed analysis of each of the 

elements constituting rhythm, it will be useful to make them 

known at once in order that the reader may have an idea of 

the road that opens before him. The elements which we shall 

enumerate forthwith, are found in all rhythms. They belong 

to those General Rhythmics of which we have spoken (No. 6) 

and apply themselves to Gregorian Art of which they form, 

as it were, the weave. 

a) Series of fundamental units — basic pulse, sounds, syllables. 

b) Grouping of these units into elementary rhythms — first 

step in the formation of rhythm. 

c) Grouping of these elementary rhythms into rhythm-incises 

— second step in the formation of rhythm. 

d) Grouping of these rhythm-incises into rhythm-members 

(kola) — third step in the formation of rhythm. 

e) Grouping of these rhythm-members into rhythm-phrases — 

fourth step in rhythm; and if need be 

f) Grouping of these rhythm-phrases into musical compositions. 

27. A concrete example will explain the ensemble and the 

details of this five and six story construction. Each syllable 

has the value of a unit, or basic pulse. 

Rhythm-Phrase — 4th stage 

— —————_. 

Member, 3rd stage. Member, 3rd stage. 

Ss ——$—$—$<$<—<—$ 

Incise, 2nd stage. Incise, 2nd stage. Inc., 2nd st. Incise, 2nd stage. 

a SS ———— 

Simple R. Simple R. Simple R. Simple R. Simple R. Simple R. Simple R. 
Ist stage. Iststage. Iststage. I1ststage. Ist stage. Ist stage. Ist stage. 

o_o orm eros. i res e*—=? ._—_ OCS —@*—._— 

Cantate Domino canticum ndvum: laus éius ab extrémis  térrae. 



CHAPTER IV. 

THE RHYTHMIC PULSE. 

ARTICLE 1. — THE ELEMENTARY OR BASIC PULSE. 

28. Individual Ictus. Let us represent the silent flow of time 

by a continuous line of indefinite length: 

A B 

Fig. I. 

The beat of a drum stick on a drum, the sound of a whistle, 

the touch of the tongue on a wind instrument, the touch of a 

finger on the key of a piano, the stroke of the glottis in the 

emission of a syllable, etc. etc.; all these strokes or ictus, have 

the power of dividing this line of time in two: one part repre- 

senting all that precedes the sound, the ictus; the other, all that 

follows it. We will represent this stroke, this sonorous ictus, by 

an eighth note or a square Gregorian note. 

A B 
oe RS i es Se eee 

A \ B 
ss tT 

Fig. 2. 

Here is a first auditive perception of sonorous movement and 

of the division of time. 

29. Repetition of this ictus. If, after having struck this ictus 

on the harmonium, you hold your finger on the key, the sound 

is prolonged indefinitely. The time taken up by this note is 

again undivided, the ear cannot measure its flow; it is an inter- 

minable organ point. i 

A aa B 

The undulating line indicates the vibration of the sound, 

indefinitely prolonged. 
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It is necessary, then, in order to make time apprehensible, to 

renew the ictus and introduce new divisions into this prolonged 

undulation. These ictus should be: 

neither too far apart, for then we could not measure them; 

nor too near together, (as in the roll of a drum, or in the 

continuous crepitations of electric bells,) for then we could not 

distinguish them. 

' They should be so repeated that the sensation of the first 

stroke does not fade away before a second stroke, then a third 

and a fourth, come, in succession, to renew it and to mark the time, 

as it were, on the clock of our senses, as in the case of a second 

hand of a well regulated watch. 

(M.M. } = 144.) 

—.— --—_-_—_-_—_2-_— 2 __—_ 2 ____-_____—_. 
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Lig. 4. 

30. Jctus and their power. — The Individual Ictus. — To 

these ictus we give the name individual, when their effect does 

not extend beyond the production of a series of sonorous indi- 

vidualities — sounds, notes, syllables, — remaining independent 

of each other, juxtaposed, without any other link between them 

but that of their succession. These ictus give to each note its 

existence, its individuality, nothing more. We have been obliged 

to label them very carefully in order to distinguish them from the 

rhythmic ictus of which we shall speak later. (1) 

31. The Elementary or Basic Pulse. Under the conditions just 

explained, time moves merely from one individual ictus to the 

next, from one note to the next, by a series of basic pulses, 

and is called elementary or simple time. This fundamental pulse 

is the unit, the time atom, the basis of the entire rhythmic body, — 

the norm, the standard and the measure of other units in the 

whole rhythmic ensemble. 

(1) See Article 2, P. 50. 
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32. Duration of the Basic Pulse. There is nothing absolute 

about the duration of the basic pulse. It depends on the general 

movement of the phrase, and the character of the composition. 

In modern music, this duration undergoes notable changes, but 

in Gregorian Chant, the precise object of our study, the sung 

words help to determine the approximate value of the basic 

pulse. Here, the basic pulse equals the normal length of a short 

Latin syllable in metrical language (poetry or prose) and of an 

ordinary syllable in rhythmical or tonic language. 

33. Indivisibility of the basic pulse in Gregorian music. The 

basic pulse is divisible or indivisible in different epochs and 

according to different kinds of music and language. Modern 

art divides and subdivides the basic pulse, an eighth note for 

example, into sixteenth and thirty-second notes. 

5 = lel | oti wcines| 
eo =@s=eCeee=e20000008 

Fig. 5. 

There is nothing like this in Gregorian Chant. 

The basic pulse is indivisible, that is to say, its normal 

duration, once determined, cannot be divided into fractions, any 

more than can the Latin syllable which serves as its rule and 

support. 

34. The basic pulse condensed. But, in truth, the basic pulse 

can be reduced slightly in the course of the melody and rhythm ~ 

of a phrase, but without subdivision. 

35. The basic pulse enlarged. It may also be enlarged in 

similar circumstances, but without filling or covering the space 

of two pulses. : 

£9): 
hte 

Fig. 6. 

36. The Basic Pulse can be: 

doubled: aa=, ortripled: aan =: 
Fig. 7. Fig. 8. 

but then it becomes a Composite Pulse. 

No 702. — 4 
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ARTICLE 2. — THE COMPOSITE OR GROUP PULSE. 

37. The Pulse is basic when it contains only one single short 

note. The Pulse is composite when it contains a group of notes, 

two or three simple units. 

The Composite pulse is either duplex or tripfex. 

38. The duplex composite pulse has two forms: 

a) The distinct form, in which the two pulses are expressed 

separately by two individual ictus. 

fig. 9. 

b) And the contracted form in which the two notes are fused 

into one note equal in value to two basic pulses. 

| 
a=-é0 

fig. I0. 

39. The dot after a note doubles its value in the Chant. 

40. The triplex composite pulse has three regular forms: 

a) The distinct form: 

a a het iirc 2) 
= 

b) The contracted form: 

aan — ae | 

a a 

fig. t2. 

c) The mixed form: 

Osh 
e as 
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The reversal of the preceding form: 

ap) 
fig. 4. 

is not permitted in Gregorian rhythmics. We shall give the 

reason later. 

41. Duration of a Composite Pulse. The duplex pulse, distinct 

or contracted, equals two basic pulses. 

The triplex pulse, distinct, contracted, or mixed, has the value 

of three basic pulses. 

The composite pulse as well as the basic pulse is capable of 

being slightly condensed or, on the contrary, broadened in the 

course of a melodic phrase, but it is never reduced to the value 

of one basic pulse. (1) 

42. The Composite pulse counts as a rhythmic unit. Although 

a composite pulse is actually, two or three times longer than a 

basic pulse, it is treated, in the rhythmic organization, as one 

rhythmic pulse. 

We shall see, later on, how the composite pulse is formed. This 

formation can not be explained except by an exact understanding 

of rhythmic principles, because this formation is due solely to 

rhythm. 

43. No composite pulse extends beyond three notes. Groups 

of four, five and more notes should be subdivided into basic 

pulses or composite pulses, either duplex or triplex. There is no 

composite pulse that extends beyond three notes in Gregorian 

Chant. A group of four notes 

PPP 
fig. 15. 

is analyzed in one of the three following ways: 

oop oe B PES Ap c ORE 
Se Fig. 6m, 

It is the same for longer groups. 

(1) See Footnote, p. 52. 
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Here again it is only by the principles of rhythm can we that 

explain why composite pulses must be either duplex or triplex. 

44. But by exception, in the course of a phrase, four notes 

or pulses can be condensed into three. (1) 

45. The ictus of the rhythmic composite pulse. There is but one 

ictus in the contracted form of a composite pulse, whether it be 

duplex or triplex, because there is but one note. The individual 

ictus of the 2nd and 3rd pulses melt into the first pulse. 

A composite pulse has as many individual ictus as there are 

notes expressed. Thus: 

a) <A triplex composite pulse (distinct) é¢ has three in- 

dividual ictus; 

b) <A triplex composite pulse (mixed) 3 a has two indivi- 

dual ictus; 

c) <A triplex composite pulse (contracted) . has but one ictus. 

But each composite pulse, in as much as it is composite, has 

its group ictus, its rhythmic ictus, because each composite 

pulse is a rhythmic pulse. This rhythmic group-ictus is placed 

theoretically, on the first note of the composite pulse. (2) 

46. The notion of the rhythmic pulse, whether basic or com- 

posite, is the first that we must grasp in arriving at a knowledge: 

of rhythm. 

We must now take up the subject of Rhythm and first of all, 

Elementary Rhythm. 

(1) This delicate condensation or enlargement is purely an agogic pheno- 

mena and neither metrical nor rhythmical. It corresponds to the zempo rubato 

in modern music represented by the signs : accel., rit., alarg., which suggest a 

certain freedom of movement without a fundamental change in the relative 

value of the notes. (Translator’s note.) 

(2) I shall say nothing here of the nature of this ictus To understand 
it, it is necessary to know the delicate mission of this support, this touch 

in connection with rhythm. 

For the moment it is enough to: know that there is an zcfus, support 

’ rhythmic touch — strong or weak, it matters little — on the first note of 

the composite pulse. To proceed further with this subject at present might 

lead us into error. 
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RHYTHM — SIMPLE OR ELEMENTARY. 

ARTICLE 1. RHYTHM IS A SYNTHESIS. 

47. Sterility of a series of simple units in the production of 
rhythm. — A series of simple units or basic pulses, each with its 
individual and isolated ictus, of which each sound is equal to its 

neighbor in intensity and in duration, — such a series can never 

constitute a rhythm. No relation is established between such 

sounds. They are spread out in mere juxtaposition, without any 

mutual attraction, without any soul or life, in other words, 

without rhythm. In this case, the individual ictus exhausts its 

power in the production of its own pulse. Something more is 

required and of a different nature, for the creation of rhythm. 

48. The Rhythmic process is synthetic, a constant effort 

toward synthesis. — Rhythm does not consist in the mere distinc- 

tion between isolated elements of sound, nor in their cold juxta- 

position. Rhythm is the art of well ordered movement, the 

musica ars bene movendi of St. Augustin. It is a synthetic 

reconstitution, broad and harmonious, of those moments by which 

we perceive, apprehend and measure the silent flow of time. All 

beautiful ordonnance of movement presupposes a coordination, 

a mutual dependence by which is established a close relation of 

fitness and of proportion. 

49. Our first step toward a knowledge of rhythm has been 

through a process of analysis, the consideration of the isolated 

basic pulse. Our aim for the future, on the contrary, can be 

summed up ina single word: unity. We must tend by constant 

efforts and by all means proper to music, toward synthesis, toward 

unity. 

50. We know that, to many people, rhythm appears as 

‘‘ proportion in divisions’’. In a sense, this is true, but poets, 

speakers and musicians will understand us when we say that 

rhythm depends on a general and constant effort toward the 

active, warm and intimate union of the various elements that 

participate in its life, to such an extent, indeed, that the secondary 
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rhythms will lose their individual being to melt into the greater 

rhythms of the phrase. ‘‘ What is most important is not distinc- 

tion but fusion ’’. (1) 

51. Undoubtedly we must distinguish between the phrases, 

the members of phrases, the incises, and must establish a har- 

monious proportion among these divisions. But the artist who 

confines himself to bringing out these distinctions will fail to 

attain his object. He must go farther and, while maintaining the 

distinctions, tend to unite them, to bind them together, and to 

make of all the parts a great, a single, rhythmic entity. Unity, 

we repeat, is the end in view. 

52. What are the factors of this unity? 

a) All the phenomena of sound, and the mutual relations which 

are established between them, since musical rhythm can only be 

built up on something of a musical nature. These, then, are the 

objective factors of unity. 

b) The rhythmic faculties of our whole being, physical and 

moral, passive and active. These are the subjective factors of 

unity. 

53. Sounds. — We must not look for the elements of rhythm 

outside of sounds and their qualities, namely, duration, intensity, 

pitch, timbre, and harmony, which are the agents that can generate 

rhythm. We will speak, first of all, of duration and intensity, 

because these by themselves, are capable of producing rhythm. 

In the first part of this work, then, we will consider only these two 

orders of phenomena. 

54. Our own rhythmic faculties. All the elements of sound 

have an objective reality but they would be of no use if we had 

not, in ourselves, the aesthetic, intellectual and physical faculties 

that enable us to judge, appreciate, and relish rhythm and, 

furthermore, other faculties that permit us to create, subjectively, 

rhythms which, objectively, do not exist. Indeed, we possess 

rhythm alive within ourselves. The life that is in us and that 

flows along in time, manifest itself by a series of movements, 

ordered with admirable regularity. The throb of our pulse, the 

(1) HUGO RIEMANN, Musik Dynamik. p. 98. 
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beating of our heart; our breathing which is in ternary time, our 
walking which is binary. These are physiological facts among 

many others, which reveal in us an existence of constant, spon- 

taneous and living rhythm. 

Indeed our intelligence itself, is it not rhythmed, so to speak, by 

the harmonious laws of logic and reason? 

55. This interior rhythm, at once physical and spiritual, is so 

powerful, that it can bring under its sway everything that 

strikes our senses : the rhythm within us, the sounds, the noises 

from without, even those that come to our ear devoid of all 

rhythm as the tic-tac of a mill, the oscillations of a pendulum or 

metronome. In all these cases, the sounds fall on our ear, one by 

one, separated, without cohesion of any sort. We are conscious 

only of an indefinite succession of units. But, thanks to this 

rhythmical power which lives within us, we have the faculty of 

grouping these sounds, as we please, by twos or by threes. We 

invest them with what, objectively, they lack, namely: duration, 

strength, alternate élan and repos; with everything required for 

rhythmic movement. 

This aptitude, developed by education, is the base of all our 

rhythmic impressions. Exterior and objective rhythm, though 

it may take hold of our very soul, is simply a substitute for our 

own intimate, interior rhythm, unless, indeed, it be its conti- 

nuation. The creation of sonorous rhythm is due to this asso- 

ciation of objective rhythmic phenomena with our own intimate 

faculties. 

56. It goes without saying that this innate, natural aptitude 

cannot make up for the absence of objective rhythm. We have 

been obliged to consider it as the basis of all the rhythmic 

impressions which we perceive and feel. But it is not impossible 

to foresee certain cases where, by exception, the ear, the rhythmic 

sense, making use of its subjective power, defines and makes 

more precise certain passages whose rhythm is undecided and 

floating in the Gregorian melodies. (1) 

(1) On the movement of sounds and its perception, on rhythm that is purely 

subjective, see P. SOURIAU, L’Esthétique du mouvement, p. I 36. Félix Alcan, 

Paris. 
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ARTICLE 2. — RHYTHM AND DURATION. 

THE QUANTITATIVE ORDER. 

§ 1. — Iambic or unequal Rhythm. 

The Elan and the Repos. (Arsis and Thesis). 

57. Two individual ictus are necessary to form the smallest 

possible rhythm; they may be equal or unequal in duration. 

A single long ictus of two or three basic pulses cannot produce a . 

rhythm, 

58. Here is a series of sounds unequal in duration : 

QLD Ala scemes) 

a oe —#8 a 32 -—_- 
a e a e a e 

— - e a é BL rg — 
a € a c a e 

Fig. 20. 

We say ‘‘ in duration’’, because, for the moment, there is no 

question of intensity. The function of intensity in the organization 

of rhythm will be explained later. Duration alone concerns us in 

this chapter. We must not embarrass ourselves with two ideas at 

once for fear of confusion and error. ; 

Let us sing our unequal series (1) (Fig. 20). Immediately we 

(1) At this point, the teacher will require the pupils to sing the above series 
of notes at a convenient pitch, zecfo tono and on vowel sounds or syllables of 
his choice. No words should be used for the present. The teacher, by a 
swift upward curve of the hand, will lift the short note, and will drop his hand 

in a downward curve at the long note, according to the graphic form indicated 
above. 

In a later chapter on the Plastic expression of Rhythmic Movement we have 
assembled the rules for manual direction of a Gregorian Choir. The teacher 
should study these rules at once and explain them to his pupils as occasion 
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have the feeling of an intimate relation between the short note and 
the long one. 

59. What is this relation? 

The short note seems to us a beginning, a point of departure, 

an élan; it seems animated, alive. Jt is in motion. 

The long note, on the contrary, seems to be an end, an arri- 

val, a cadence, or fall. It is a term, .a repose. The repose is 

temporary for the long notes of the first two rhythms and final - 

for the last, 

‘ 

60. There is no necessity of texts, of ancient parchments, to 

teach us this truth. It exists in ourselves, and is felt even by 

primitive and savage races, for this is the iambic movement, the 

primordial and natural rhythm, composed of a short (uv) and a 

long (—) unit. ‘‘ The iambic’’, says Aristotle (Rfet. II, 8.) ‘is 

the form of ordinary discourse, and it is natural to express one- 

self in iambics. ”’ 

61. <A bar line is hardly required, so definite is the impression 

of the rhythmic figure. Modern musicians would express it as 

follows : 

The more rapid the short note, the more pronounced will be 

our feeling of élan and ending. For example, in modern music: 

eb cade Noche 3 pee Not) 

2 pal da 
Fig. 22. 

offers. Each example, and exercise will be expressed by a curve representing 

the rhythm graphically. This curve should be reproduced by each pupil with 

his hand while he sings. Thus he will form the habit of tracing the rhythm as 

a student of modern music would learn to beat time. 

We assume, in the pupils, a fundamental knowledge of singing and of sight 

reading. 
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it will be noticed that the rhythms move along astride of the 

measures, and we would have to violate our musical sense to 

sing these figures as follows: 

i a 

62. The rhythmic sign Gan , like the curve —-— in 

modern music, indicates the intimate union that should exist 

between the élan and repos of each rhythm. We have added the 

curl at the beginning to signify the élan which characterises this 

part of the rhythmical movement. 

63. Thus, if we have understood, and above all practised this 

movement of flight and fall, of Glan and repos, we have penetra- 

ted the essence of rhythm. This alternation of energy and repose 

in the movement of the voice, this soaring undulation which we 

feel and understand, this harmonious and living relation which 

establishes itself between the short and long notes as soon as we 

begin to sing the series of unequal units, behold, Rhythm in its 

primordial sense. 

Thus, two notes, formerly isolated and unrelated, now make 

but one rhythmic movement. This is the first synthetic process 

in its first degree, simple or elementary. 

64. But let us note well that this difference of value, of quan- 

tity, between the two notes is sufficient in itself to produce a 

rhythmic movement without the help either of intensity or of 

melody. These new elements, when introduced, will serve to 

reinforce the movement of élan and repos, make them more 
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clearly felt, more intelligible and more agreeable, but neither 
intensity nor melody are essential to the movement itself (1). 

65. A simple rhythm of three pulses is composed of a single 

rhythmic movement comprising one élan and one repos, the first 
pulse being at the élan, and the second and third pulses at the 

repos: 

SNS 
Pi ol ela oe 
I 23 I 2-3 

Fig. 25. 

Consequently, in the series of long and short notes shown in 

Figs. 20, 21, 22, 25, 26 and 27, there are as many simple rhythms 

as there are élans and repos: two in Fig. 25 and three in Figs. 26 

SOON ON 
. sr pe 

I 2-3 I 2-3 I 2-3 

Lo Se AON el ea 
gremes Basie) nates. NV) oi 
I 243 a 2-3 E 2-3 

Fig. 26. 

(1) The fact that length is the essential charasteristic of the ending of a 

rhythm has been pointed out for centuries, we have already quoted Aristotle 

as saying that the iambic, a brief syllable followed by a long one, is the natural 

rhythm of speech. Here is another text which is no less to the point: “The 

péon Form (uu u —, céléritas) is appropriate for phrase endings, whereas 

a brief syllable, because of its weakness, gives a mutilated and limping 

impression to the phrase. Consequently, it 7s on a long syllable that the phrase 

must come to-rest in order that its ending be felt; and this, not merely because 

of the will of the writer, nor because of a material graphic sign (the dot), but 

because of the nature of rhythm which demands a conclusion ” Aristotle. (het. 

Te 3: 
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66. The Stanghetta. We separate each rhythm by a short 

line called the Stanghetta. Fig. 26 (1). 

67. Episema. Furthermore we indicate the term, the end, the 

repose of each rhythm by a slight mark called episema, (éxtony) 

added to the note on which the repose falls. 

is 

N Ve ree) | s | 
15+" 

1 

Fig. 27. 

68. When we use the terms élan and repos, it is not merely 

as a figure of speech, a device for explaining the rhythm or for 

indicating it to a choir by the rise and fall of the hand, as a thing 

which corresponds to no objective musical reality and therefore 

can be accepted or rejected at will. No, the terms é/an and repos 

represent a sound phenomenon as objective and as real as the 

phenomena which we designate under the names: acuity, force, 

timbre, duration. 

69. We must be careful not to confuse, on the one hand, the 

rhythmic movement itself, objective or subjective, with, on the 

other hand, those means which we ourselves devise to express 

this movement in words, notations or gestures. In a sense, 

indeed, we use metaphorical and symbolic expressions when we 

speak of height or force in relation to tones; so likewise, when we 

speak of rhythmic movement, of élan, of repos, because sounds and 

their qualities, including rhythmic movement, are, of their very 

nature, invisible and intangible. They cannot be expressed 

directly. Of necessity, then, we have recourse to symbols, and 

language has created them in order to deal with each of these 

musical realities. (2) 

This recourse to the borrowed image or symbol takes nothing 

whatever from the distinctive reality in the world of sounds; to 

substitute a low note for a high note in a melody, or vice versa, 

destroys the melody. To change the normal position of the é/ans 

(1) The Stanghetta must not be confused with the bar-lines of measured 
music for, as we have shown above, 61 (Fig. 21) these rhythms are astride of 
the measures. ‘ 

(2) See Paléographie Musicale, 1, 98; VII, 193. 
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and repos in a melody, or (to use the language of modern musi- 
cians) to reverse the position of the up-beats and the down-beats, 
is a complete devastation. Move the bar lines a note two 
forward or backward in a composition of Beethoven, Mozart or 
Wagner, and everything is lost that makes the character of the 
composition. Nothing, then, is more real than the é/an and the 

repos of sounds. 

70. The rhythmic ictus and its position. — Ina simple rhythm, 

( ay ae) ) there are as many individual ictus as there are 

Me notes distinctly expressed. Thus, in Fig. 28, 

Fig. 28. there are two notes, but only one of these has 

a rhythmic ictus. This ictus of the rhythm falls at the end of the 

rhythm, on the note of repos. The first note, has, indeed, its 

own individual ictus, but, being on the up-beat, it has no ictus in 

the rhythmic sense. It enters into the rhythmic schema with its 

individual pulse but that pulse is not one whose ictus sustains the 

rhythmic movement. 

In examples such as the above, where we have simple rhythm 

and simplex time, the rhythmic ictus belongs, by its very nature, to 

the point of arrival, of rest, of repose. (1) 

1 

E 

71. The rhythmic ictus, its nature. — The rhythmic ictus are 

the time bearers of rhythm. (2) 

The ictus, the touch, the rhythmic support, — all these terms 

are equally good — is nota strong beat necessarily. It is merely 

the point at which the rhythm alights, poises itself, touches, 

whether to take a fresh impetus and continue on, or whether to 

terminate a movement. The ear and the inner rhythmic sense 

distinguish the ictus by this alone: its character of arrival, of 

support, of rest. Nothing further, no question, yet, of strength 

or weakness. The phenomena of quantity and of rhythm must 

not be confused with the dynamic phenomena of which we shall 

speak before long. 

(1) For the sake of clearness, we shall mark a//the rhythmic ictus by an 

episema in the early pages of this book. Later, when the reader becomes 

familiar with the theory of Gregorian Chant, we will suppress them where the 

rhythm is clear, keeping only the ones used in our rhythmic editions of the 

liturgical melodies. 

(2) The rhythmic ictus corresponds to the down-beat of modern music. 
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§ 2, — Equal or Spondaic Rhythm. 

72. The word spondaic is used here in the sense of a rhythm 

composed of two sounds equal in duration. Here is a series of 

equal sounds; how shall we rhythm them? 

——S ee ee 

ds 7 oe Spl poeeee 
Fig. 29. 

We must apply to these notes the principles already given: we 

must give life, animation, élan, movement to the first sound and 

to the second, a length, slight, infinitely slight, or rather perhaps 

the feeling of a temporary alighting, a touch, a mere support. 

-@ ——6 -— o CA== o- 

x 2 1 2 1 2 
fig. 30 
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fig. 31. 

73. The rhythmic ictus thus becomes the carrier pulse, and 

when it is not the sign of final repose, at least it indicates this deli- 

cate touch, this momentary alighting. The rhythm does not cease, 

but one feels that, here, it might cease. Here, in fact, on a pulse 

bearing the rhythmic ictus, it does, eventually, close. 

74. Equal or spondaic rhythms are in reality only a condensed 

form of the unequal or triplex rhythm which is the primitive and 

natural form. 

75. In summing up, therefore, we find: that in all natural 

rhythm, brevity belongs to the up pulse and length belongs to the 

down pulse. 

(1) No bars between measures are used in Gregorian Chant. When we 

apply them it is only as a means of reaching the minds of modern musicians 
in order to make them understand us. 



RHYTHM. — SIMPLE OR ELEMENTARY. 63 

In a triplex (iambic) rhythm, there is one simple pulse at the 

élan or arsis and two simple pulses at the repos or thesis. 

In a duplex (spondaic) or equal rhythm we find one pulse at the 

élan, and one at the repos or thesis, this pulse being either slightly 

lengthened, or else merely carrying an ictus or rhythmic touch. 

76. There are but two elementary or primitive rhythmic forms : 

Spondaic rhythms in which the notes are equal : 

fig. 32. 

Iambic rhythms in which the notes are unequal : 

NSS ESS 
—— = ag 

Fig. 33. 

Other forms, whatever they may be, differ in appearance only 

from these two fundamental rhythmic forms, and can always be 

reduced to one or the other. 

77. Thus understood, the theory of rhythm is of an extreme 

simplicity. Once we have grasped this principle, it is very easy 

to realize the construction of musical periods, even when the 

regular ordonnance of élans and repos are most troubled and 

complex, which is frequently the case in the music of Palestrina 

and, above all, in modern music. In the Gregorian melodies, this 

confusion is never found. 

§ 3. — Two Motives reduced to a single rhythmic Principle : 

that of Elan and Repos. 

78. It is possible to push the simplication of rhythm even 

further, and to reduce the two primary forms, 

—e— and —e 
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the iambic and the spondaic, to a single principle. These two 

motives are only variations of one and the same fundamental 

form : élan-repos. 

This single movement with its beginning and end, its élan and 

repos, (1) is the essential yet least material element of rhythm. 

Consequently, it is most difficult, not perhaps to understand, but 

to explain. It is the form, the soul of rhythm; it is rhythm itself. 

Intensity can only complete it, affirm it, embellish it. Melody, 

without it, loses all character. Harmony itself, follows and keeps 

step with it. 

Here then, in all its nakedness and simplicity, is the basic truth 

upon which rhythm rests : rhythm of every description — instru- 

mental, vocal, poetic, rhetorical, orchestral — rhythm of all 

countries and of all times, because it is founded on human nature 

itself. 

§ 4. — Corollaries. 

79. From this basic principle of rhythmic movement, several 

important corollaries follow : 

80. a) Length in the natural movement of rhythm, — whether 

in a note or syllable — is the sign of a rhythm-ending. 

(1) M. H. Riemann has made the following comments on this terminology : 

“Dom Mocquereau... hat meine Termini” schwer “und” leicht “ mit “lourd ” 
und “ kéger ” wortlich ubersetzt, dafiir aber im Verlauf seiner eigenen 
Darstellung die zweifellos viel besseren, élan (fiir Auftakt) und repos (fir 
Schwerpunkt) substituiert (S. 172), auf die ihn die antiken Termini Arsis et 

Thesis (Hebung und Senkung [Aufsetzen] des Fusses) gebracht haben. Elan 
und repos sind noch viel universeller und philosophisch tiefgriindiger, da sie 
zugleich die Zusammengehorigkeit der beiden Elemente in dieser Folge: élan- 
repos selbstverstandlich machen und die gegenteilige Bezeichnung direkt 
naturwidrig erscheinen lassen.” Dze Musik, 1903-1904 No. 15, p. 159: Ezz 
Kafitel von Rhyihmus. 

That is to say : “ Dom Mocquereau has translated literally my terms “ schwer” 
and “leicht” by heavy and dighd, but in the course of his own exposition, he 
has substituted terms which are infinitely better, those of 4am (for Auftakt) and 
repos (for Schwerpunkt), terms suggested to him by the ancient expressions, 
arsis and thests (elevation and descent). These terms are more universal and 
more philosophical by far, since they make us understand their own functions 
and mutual relation provided they be placed in their true sequence : élan-repos, 
and they bring out the fundamental error of changing this normal sequence; 
the terms themselves emphasize the unnatural rhythmic result of such 
inversion. ” 
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ENED CNS ONS 
OT a a a ae 

fw SG ee 
Fig. 30. 

81. 6) The intimate union of élan and repos. — ‘‘ To havea 

right understanding of rhythm, we must realize that the 

movement which constitutes a rhythm is a unity. Though we 

talk of two pulses, one at the arsis (élan) the other at the thesis 

(repos) (1), they are in reality inseparable. They are two phases 

of a single indivisible movement, which otherwise would become 

incomplete and abortive. We must therefore, in theory and in 

practice, guard the continuity of the rhythmic movement, for in 

this continuity consists its unity ’’. (2) 

Everything should tend to bring out this intrinsic unity. ‘‘ It is 

necessary... that these two parts, arsis and thesis (élan and repos) 

should attract one another, and that the voice should be carried 

over from one to the other, so that the second part arrives as the 

result of the first ’’, just as movement is of necessity followed by 

repose. 

82. c) The thesis or repos concludes the elementary rhythm and 

all perfect rhythms. This is very simple and clear in the case of 

little rhythmic motives. 

Ge CXS: 
er ai i fs ——_2—____4--—_ 

LUZ, 3% 

And if, to this first elementary rhythm, succeeds another rhythm 

of like nature, the thesis of this second rhythm acts as its con- 

clusion — its term — and so on in like manner for the incises, 

(1) Regarding these expressions, ars¢s and ¢hesis, see Par. 169 and what 

follows. 
(2) R. P. LHOUMEAU, Rythme du Chant Grégorien, p. 85. 

Ne 702. —5 



66 PART. ONE. — CHAPTER V. 

phrase members, periods, which all terminate regularly on the 

thesis, that is on the note of repos. 

C\ tt PIG NS RGN 
[hel ee an 

MED eb dhovior pisistlaii es 
T i) ' 

Fig. 36. 

The repos, the term, — mora ultime vocis — is one of the most 

important elements of rhythm. A discourse, a piece of music 

without repos, is without rhythm. Whatever is without conclu- 

sion, without an ending, without fulfilment is disagreeable. And 

there is no repos except on the thesis (1). 

83. Fundamental rule: IN NATURAL RHYTHM IT IS THE THESIS 

AND THE THESIS ALONE THAT CLOSES INCISES, PHRASE MEMBERS 

AND PHRASES. 

The words é/an and repos, arsis and thesis, are so clear, they 

represent so perfectly an objective and subjective reality, that it 

would be scarcely necessary to formulate this rule were it not for 

the widespread forgetfulness of the true and intimate nature of 

rhythm which makes it necessary to explain even the minute 

details of its manner of functioning. 

84. d) Rhythm moves along necessarily by steps of twos or 

threes (duplex and triplex steps). Duplex steps are perfectly 

natural, since it is obvious that the first ictus or point of support 

requires a fresh élan to carry it on to the next point of support : 

thus, two rhythmic ictus obviously cannot succeed each other on 

immediately adjoining pulses. 

ON HON OO. 
Pema ree” Te aa aa 

Na arr ae N 

Fig. 39. 

(1) Cf. ARISTOTLE, /ez., III, 8. 
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Rhythm also moves by triplex steps: these may be considered 
as an extension or enlargement of the duplex movement. 

oo iCnes 
eS Meh ino 

fig. 40. 

Under the heading ‘‘ Metrics’ in his Dictionary of Music, 

W. H. Riemann treats the Rhythmic Motive A: a | 2 

Fig. gi. 

as simply a modification of Motive B: - | ap 

fig. 42. 

and thus brings them to a single principle. The last note ina 

duplex rhythm is a point of support, of arrival, of repos, which 

— even when provisional — has a tendency toward length, often 

resulting in an instinctive prolongation of the note or syllable 

which serves as a rhythmic support. A slight exaggeration of 

this natural tendency to length in the thesis of Motive B, until 

we have an extra pulse on the thesis in Motive A changes this 

duplex quasi-mathematical organization into a triplex motive, 

and this by the simplest transformation. 

85. Rhythm can organize itself in: 

1. A constant duplex movement ; This is the 

2. A constant triplex movement ; ferent form 

3. A movement that in free and mixed — in which duplex and 

triplex groups succeed each other in a harmonious combination. 

86. All these rhythms exist in nature. As we have said, a 

man walks in duplex, and breathes in triplex time. As for free 

and mixed rhythms, they are everywhere about us, the natural 

condition of rhythmical movement in the elements themselves. 

The undulations of the sea, audible and visible, the outline of 
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mountain ranges, the waving grain, the sound of the wind, etc., 

all these are things of marvellous rhythm — of nombre — but 

they escape a mathematical, mensuralistic movement. Those 

who affirm that free rhythm or mixed rhythm is the most natural, 

are perhaps right ; because everything in nature, while submitting 

to rhythm of numerus, to proportion and harmony, is absolutely 

free from the mathematical and artificial kaws which too often 

regulate and hamper the works of man’s creative genius. 

87. In short, all rhythmic FoRMS — and they are legion — 

may be reduced to: 

1. The free form (soluta) or numerus : 

2. The measured form (vincta), bound and shackled arbitrarily 

by measure. 

And to these two FORMS the different rhythmic MATTER adapts 

itself: the matter of sounds, of speech, of gesture. 

88. Thus, for example: 

Free rhythm is musical when applied to a series of sounds; as 

in the melisms of Gregorian Chant. 

Free rhythm is rhetorical if applied to speech; as in Cicero’s 

orations (numerus oratorius.) 

Free rhythm is both musical and rhetorical if applied at the 

same time, or successively, to two matters, sounds and words. 

This is the case in Gregorian Chant. 

89. In the same way 

Measured rhythm is musical when applied to mere sounds; as in 

all kinds of musical instruments. 

Measured rhythm will be rhetorical when applied to speech; as 

in poetry. 

Measured rhythm is musical and rhetorical if applied both to 

poetry and melody. 

These divisions which we enumerate — and there are others — 

will suffice to indicate the place which Gregorian rhythm holds 
in the ensemble of what we might call the geography of rhythm. 

90. So it follows that the qualifications, free or measured, 
indicate the form of the rhythm; the qualifications, musical or 
rhetorical indicate only the matter to which rhythm gives its 
form. 
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91. Rhythm, or nombre musical grégorien, belongs to free 

rhythm (solutus), and in the connection of which we have just 

been speaking (No. 86) this rhythm is more natural than the 

rhythm of arbitrary measure. 

92. f) Elementary analysis of a succession of simple rhythms. 

Its necessity and its nature. — This analysis it is that we have 

just made. Its consists in neglecting for the moment the study of 

the greater rhythmic divisions, phrases, members, incises, in 

order to concentrate our attention on the infinitesimal degrees of 

the rhythm: elementary rhythm, with its élan and its repos. 

This analysis takes into account only the smallest elements of 

rhythm, it dissects them, so to speak, in order to study and verify 

the anatomic construction. It considers each rhythm, iambic or 

spondaic, equal or unequal, by itself, looked at apart as a com- 

plete thing, giving each small rhythm its own élan and repos. 

In this analysis, each rhythmic ictus is necessarily thetic and 

only thetic, because every rhythmic ictus is the point of arrival, 

the fall, of an élan which has gone before; this ictus terminates 

the rhythm. The rise which follows the ictus belongs to the 

next rhythm: 

el Ed Ge 
—_—_—_a—_—__8- a +39". ____ 

ELAN REPOS E R E R 

pee assem tis sled bo Ns 54 
Fig. 43. 

93. To know the elementary analysis of a melody, and the 

place of each rhythmic ictus, is of course an enormous help in the 

rendering of a work and an absolute necessity for its harmoniza- 

tion (1); but in practice, were we to make use of this knowlege to 

take to pieces, tear apart, one by one, the simple rhythms and 

reduce the melody to scraps, it would be false, inept, and 

unaesthetic, 

It is necessary for the painter and the sculptor to know the 

human skeleton, but this knowledge is only the point of departure 

(1) In modern and in palestrinian music we know without hesitation the 

place of each rhythmic ictus. 
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for the realization of the artist’s ideal. Therefore this dissecting © 

of the melody bone by bone, rhythm by rhythm until the smallest 

elements are reached, should be relegated to the realm of theoretic 

analysis. 

94. It cannot be neglected however. Just as the human 

skeleton is the basis of the finest works in sculpture, so the facts 

that are revealed to us by this elementary analysis form the basis 

of the most beautiful rhythmical constructions. This analysis is 

necessary, not for its own sake, but because it leads us to the 

synthesis of composite time. This synthesis consists in counting 

as one single rhythmic pulse, the two or three basic pulses between 

successive ictus; the place of these ictus being determined by the 

movement of the elementary rhythms. 

95. Analysis according to composite or group pulses. In the 

analysis of this kind of musical phrase we no longer work by a 

halting succession, a repetition of disconnected elementary 

rhythms : 

Etem. R Exem. R. ELEM. 

NG CS CG 
si ae fact ple ae 

fig. Dae: 

but, on the contrary we consider the composite pulses as they come 

in succession, broad and calm, and intimately bound together. 

N | | e | | | | | 
cd oe | o 

paar 4 [ats peered bien ag) 
CoMPOSITE PULSE ComPosITE PULSE CoMPOSITE PULSE 

S e | ‘, | 
@ l o l 6-6-@ o-6-@ o—— 

CEacey a at ae Se ee 
ComPOSITE PULSE CoMPOSITE PULSE COMPOSITE PULSE 

Lig. 45. 

This analysis of the musical phrase in called an analysis accor- 

ding to composite or group pulses. It is a nobler, more aesthetic 

and more real analysis that the one by elementary rhythms. 

Essentially, we retain everything that was included in the first 

method, namely, all the rhythmic ictus, while avoiding that pain- 
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ful, breathless element that characterized it. By means of this 
analysis, we rise a step higher in our understanding of the greater 
rhythm, of which we shall speak later. (See No 125) 

ARTICLE 3.— RHYTHM AND INTENSITY. 

THE DYNAMIC ORDER. 

§ 1. — Dynamic modifications, their three-fold object. 

96. Rhythmic movement has revealed itself, so far, solely 

through phenomena belonging to the quantitative order — (con- 

trasts in the length of simple pulses) — but now we must add 

certain phenomena of intensity belonging to the dynamic order 

(strength or weakness of individual tones, crescendo or diminuendo 

in a series of notes or syllables). 

97. These dynamic modifications have a three-fold object : 

a) They increase the sense of rhythmic unity, gathering up all 

the tones, syllables, words and phrases in a single dynamic 

movement, augmenting or diminishing, thus, adding to the 

quantitative synthesis, which has already created the rhythm, 

another element of synthesis — that of intensity ; 

b) Dynamics, like brevity and length, bring out in bold relief, 

the é/an and repos of the rhythm, rendering its movement and 

life more readily perceptible ; 

c) Consequently, dynamics are one of the principal ornaments 

of rhythm. While the effect of these dynamic contrasts is felt 

more powerfully in the greater rhythm of the phrase, they have 

an influence even on the simpler rhythmic units. 

§ 2. — The Position of Intensity. 

98. As regards the smaller rhythms, particularly, the rule for 

dynamics must not be confused with the rule for length since 

length belongs naturally to the end or thesis of the rhythm. 

A perfect rhythm will contain a certain contrast of strength and 

weakness, but nothing in the nature of rhythm requires that a 

special place to be reserved for intensity. In other words, intensity 
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can function equally well whether it be applied to the arsis of the 

rhythm (élan) or to its thesis (repos). 

99. Thus an artist who traces a curve (A B C) is free to 

reinforce his line at the end, (C: Fig. 47), at the beginning 

(A: Fig. 48) or even in the middle, (B: Fig. 49). 

A < A C 
Fig. 46 Fig. 47 

fs ie mene ee 

A ‘S A Cc 
Fig. 48 Fig. 49 

The curve is identical in each case. We have a single curve, a 

single graphic rhythm of equal length, but of different thickness ; 

the eye follows these three patterns with equal facility. 

As with the painter, so it is with the musician: he is free to 

distribute at will, all along his rhythmic line, the different shades 

of intensity, as in the following examples : 

a 4 a eens eee 

Givscnen: Ceibe 
| o—— ene F | a 

“a 2 EY As 
C A C 

fig. 50 

C\Naipat 8, GRC anh 
fe , Sey, ae 

aa: a a —a a —— 

A B C A B Cc A B C 

——— | 

[vee mee Te arr 
ee hc Bec Ao Bae 
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In these examples, the movement is always the same although 

under different dynamic aspects, two varying shades in Fig. 50, 

and three in Fig. 51. The ear seizes the difference at once, and 

the synthetic effect of the dynamic movement is as perceptible in 

the crescendo rhythm as in the diminuendo form. 

100. As regards intensity, we have two rhythmic forms : 

a) The strong ictic rhythm, where the thesis, or term, is 

stronger than the arsis, or é/an. 

b) The weak ictic rhythm, where the thesis is weaker than the 

arsis. 

These rhythms are called ictic because their fall coincides with 

the rhythmic ictus. 

101. The position of the intensity is determined by external 

and accidental circumstances, the will of the artist, musician or 

poet; the genius of a language; the accent of the word; by the 

melodic form or by the meaning and expression of the phrase. 

In his work, a musician may confine himself to one or the other 

of these rhythms, or rather dynamic shadings of rhythm; or he 

may mix them freely, as was done by the composers of classical 

music, ancient polyphony and Gregorian Chant. 

§ 3. — Synthetic Power of Dynamics. 

102. To understand the true function of dynamics in relation 

to rhythm, we must set aside the idea that its function is the crea- 

tion of time divisions by means of a strong stroke or beat recurring 

at regular periods, like a dynamic discharge on every second or 

third note. We are told that a strong beat appearing at equal or 

unequal distances constitutes measure. This is a false and 

material idea of measure and also of the function of dynamics. 

It is true that intensity, used in this fashion, would produce 

measures, duplex or triplex groups : 
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but it would isolate those groups, and dig a trench between them. 

Only in compositions of the most trivial character, of the lowest 

type of inspiration, do these metrical dynamic shocks appear, 

only in the most vulgar renditions does this brutal role of force 

reveal itself. 

103. Intensity creates neither measure nor rhythm. It does 

not belong necessarily to some privileged note which divides up 

the series of pulses two by two, or three by three. Intensity is 

something greater than mere measure and belongs to rhythm as 

a whole, to the greater rhythm of the phrase which does not 

depend upon intensity to organize the details of its movement. 

Stress does not recur at regular intervals, nor renew itself on each 

rhythmic ictus. Intensity surpasses the measures, surpasses the 

smaller elementary rhythms, and belongs to the phrase as a whole, 

to the greater rhythm which it enfolds completely. It moves by 

crescendo or diminuendo progressively from note to note, from 

group to group, binding them together, fusing them into a single 

organic whole. Intensity is the sap, the blood of rhythm; it 

pours through the melodic vein, rising with it and falling, diffu- 

sing, life and warmth, producing beauty. Therefore it is in 

studying the phrase as a whole that the function of intensity 

appears in its true light. 

§ 4. — Simple Rhythms, duplex and triplex. 

104. The following exercises should give the student a deep 

sense of the elementary rhythmic movement under its various 

dynamic shadings. 

105. They should be sung mezzo forte and recto tono, at a 

convenient pitch, which the teacher will vary, and raise 

gradually. 

When the note has been sounded on the piano or the har- 

monium, the teacher will exact a neat but gentle attack, a 

perfectly true tone, firmness without any tremolo or unsteadiness, 

evenness of time values, a calm and quiet progression from one 
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note to the next, without any jerks or sudden explosions of sound 

in the crescendo and diminuendo; finally, a great gentleness 

combined with a perfect clearness and neatness throughout. 

106. Each one of these exercises gives a different relative 

intensity to the notes. At the beginning, this detail, although 

very important, may be neglected in order to concentrate the full 

attention of the student on the rhythmic movement alone, é/an and 

repos. After this point has been mastered, the crescendo and 

diminuendo must be observed as they are indicated. 

107. During the exercises the student should always outline 

the rhythm by a movement of the hand. 

108. The metronomic movement is but approximative; and the 

exercises may be sung more slowly at first. 

109. The vowels a, e —a, e, i— may be changed according 

to the wish of the teacher; but ultimately, all the vowels should 

be used and the various consonants be added: /a, le, li, ma, mo, 

mu, etc. No words should be sung for the moment. 

110. The breath should be taken after two, three or four 

rhythmic groups, but always taken from the value of the note that 

forms the thesis. 

111. Both notations, ancient and mordern, may be used, but 

for students accustomed only to modern music, it is better, in 

the beginning, to use the modern notation. 

EXERCISE I. 

Simple Rhythm triplex Time, weak Ictus. 

im.m. ) = 132.) 

—— 2 a = a 7 

I 2-(3), 1 2-(3),° 1 2-(3). 1 2-(3); 

se 

__ ee ee 
a é, a é, a e, a e, 
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. ‘a 2 é ) 4 Me 4 

a ei a e, a e, a e, 

EXERCISE II. 

Simple Rhythm triplex Time, strong Ictus. 

—a : —_—_- ——_ 2 a 

I 2-(3), 1 2-(3), 1 2-(3), 1 2-(3), 

a | » ; S | S | 
: Slag Sort pea 

a ec; a e a Sh a e, 

ee ee ee 2 a°—-—_@ 

I 2-(3), I 2-(3), 1 2+(3), 1 2-(3), 

—— —— ———— 

ies eae Lie a ea eae ae 
1 1 ¢ i ~ 

a By, a (Sp a e, a e, 

EXERCISE III. 

Simple Rhythm duplex Time, weak Ictus. 

(M.M. > alge) 

——« ae —_——a 1 a——— 
| I >, I 25 I 2; I 2, 
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;——_«a—___4 ee 
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EXERCISE IV... 

Simple Rhythm duplex Time, strong Ictus. 

\ 
(M.M. ¢@ = 132.) 

18 oe 
2; I 2 ae I 2, 

<__ SD ee 

BORN ema arene, Yi now Cyd 2B cdo) oe, 

a ae —1—_—— Sees ee — 2 

| a =< aa 

N pee Neat ben, SD pe Ope 

EXERCISE V. 

Simple Rhythms. Alternation of duplex and triplex Groups, 

of strong and weak Ictus. 

In this exercise, the breath should be taken only on the long 

thesis, and consequently after two rhythmic groups or after 

four. 
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\ 

(M.M. @ = 132.) Gee 
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ARTICLE 4. — DEVELOPMENT OF SIMPLE RHYTHM. (1) 

§ 1. — Development within the Arsis (élan) and the Thesis (repos). 

112. Simple Rhythm consists of a single arsis followed by 

a single thesis. We have seen it under two forms, the equal and 

the unequal. (See ch. V, par. 76). (2) There are other forms to 

follow since both arsis and thesis can cover a group of notes, 

taking in a composite pulse, either duplex or triplex. (See ch. IV, 

par. 37). 

pre , SIP L 

fig. 53. 

113. Development within the arsis. — The arsis of a simple 

rhythm may contain : 

@) A-single basic pulse: .—-«.—____-+ — 

Lig. 54. 

(1) Or, more exactly, the development of the time element within the Simple 
Rhythm. (Tr.) 

(2) In vol. II, ch. 13, Dom Mocquereau makes his thought more precise, 

by using the term E/ementary Rhythm, for the equal form, and Simple Rhythm 
for the unequal. (Tr.) 
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6) A duplex composite pulse: —e-¢ A 

7) A triplex composite pulse : ORBITAL Bae 

114. Development within the thesis. — The thesis of a simple 

rhythm may contain : 

THESIS 

a) A single basic pulse : nell o— 

1 2 
fig. 57 

THESIS 

6) A duplex composite pulse : Aus ae 

I 2 -3 

Fig. 56. 

THESIS 

c) A triplex composite pulse : Sk o0-— 

I 2-3-4 
Fig. 59. 

115. Development within both arsis and thesis. 

eS 
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We shall give, later, all the possible forms of these developments. 

116. The composite pulse, while it contains several simple 

pulses, must be considered as a single unit in the rhythm. It is 

a complex unit of a superior order to the simple unit. 

117. This grouping of two or three simple pulses into a single 

complex unit can be explained : 

a) when it occurs at the arsis, by the single impetus, more or 

less vigorous, which sets them all in motion; 

b) when it occurs at the thesis, by the prolongation, the thetic 

extension, which applies to the whole group. 

118. Thus, aman who plans a jump, takes his spring with 

greater or less impulse according to the distance to be covered, 

and it is the distance of the goal to be reached which determines the 

amount of energy he puts.into his spring. 

In rhythm, the same law applies : 

A weak impulse or élan exhausts its power after covering a 

single note and the fall occurs instantly on the note which follows : 

Fig. 61. 

An élan of ordinary power gathers up two notes and falls on 

Cx 
ELAN 

the third: —J 9 —J_ 
t= 2 3 

Fig. 62. 

An élan which is still more vigorous and sustained gathers up 

three notes and finds its repose on the fourth : SA) See 
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Thus, the grouping of two or three individual pulses so that 

they make up a single composite pulse, arsic in character, is due 

to the greater or lesser energy of the élan. It is only another 

way of saying that the formation of these composite pulses is due 

to rhythm itself, to the rhythmic movement. 

119. The élan might be still more vigorous, but in that case, - 

a certain renewal of élan would take place after covering the 

three notes as above: and the élan is frequently renewed in the 

greater developments of rhythm and melody, two, three, four 

times, and the upward spring revived, but in these cases we are 

no longer dealing with Simple, but with Composite Rhythm. 

foce i. V1). 

120. The thesis, like the arsis, can be extended over a group 

of notes, and even be renewed to cover two or three composite 

pulses, as we shall see in the chapters which deal with Composite 

Rhythm (N° 135 et seq.). 

121. Note. Inthe analysis of rhythm by composite pulses, each 

composite pulse, whether it be duplex or triplex, is considered as 

a unit, a single step in the rhythmic movement, and consequently, 

as rhythmically indivisible, since the two notes or the three which 

compose this pulse 

—é-6— Or EBs 

Fig. 64. 

are united intimately within the compass of a single arsis or a 

ST 
ARsIS ’ THESIS 

‘ ‘ “ F ‘= P = single thesis as the case may be: —e#«—« «— 
Fig. 65. 

in such a manner that they are inseparable.. This fact becomes 

self-evident when we add a melody to the rhythmic figure : 

Ne 702. — 6 
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and still clearer when, to melody and rhythm, we add words : 

ene SAS ARSIS THESIS 

= ——-, Fe 

z or =a em Cee SS 
—— _ —_ —_____. I— — 

Doémi-nus es Dodémi-nus es 

Fig. 67. 

§ 2. — The rhythmic Ictus may be placed at the Arsis 

or at the Thesis. 

122. A duplex or triplex composite pulse placed at the arsis 

of a rhythm raises a new and interesting problem. 

Evidently, since a composite pulse gen or —e-e-e— can 

Fig. 68. 

be placed either at the arsis or at the thesis of a rhythm, the 

rhythmic ictus which begins each composite pulse will be found 

now at the arsis, now at the thesis. 

That it should be found at the thesis of the rhythm, is but 

natural. In all our examples so far, the rhythmic ictus has 

coincided with the thesis. 

But that the ictus should be placcd at the arsis seems to imply 

a manifest contradiction. What sort of an élan could be the élan 

of a rhythmic ictus, or to put the matter crudely, how can we 

conceive an élan of a thesis? We have, here, a contradiction. 

123. Let us explain the mystery. The various types of 

analysis to which a melodic phrase can be subjected, will give us 

the key : 

a) Analysis by elementary rhythms. 

6b) Analysis by composite pulses. 

c) Rhythmic analysis, properly so called, phraseological, by 

means of the arsis and the thesis, 
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124. In the analysis by elementary rhythms, the rhythmic ictus 
is always thetic because it marks the terminating point of each 
simple rhythm; it plays no other part than this. In this form of 
analysis, or dissection, the composite pulse is not considered as an 
indivisible rhythmic entity, but is broken up into its elements, of 
which some are arsic and some thetic. 

SmmpLe Ruytum SimPpLE RuyTHM StmpLe RHYTHM 

—_o— owl Saat SS . Je — inal 
ee | eee ! 

MEASURE or MEASURE or 
ComposiTE PuLsE ComposiTEe PULSE 

Fig. 609. 

Here, the final pulse of each measure, (the eighth note) fulfils 

the function of arsis, while the first and second pulses of the 

measure, (the quarter note) play the role of thesis. Each little 

rhythm divides the measure in two parts. This, then, is element- 

ary rhythmic analysis. 

There are times when such analysis is justified and corresponds 

to objective reality, but very often it is impossible to dissect the 

composite pulses in this manner, or if the attempt be made, the 

result will be a distortion or destruction of the rhythmic pattern 

designed by the composer. A composite pulse, whether duplex 

or triplex, wholly arsic in character is a case in point. Here we 

should put aside the system of analysis by elementary rhythms, 

and substitute an analysis by composite pulses, or, better yet, 

a rhythmic analysis, properly so called, that is the analysis by 

arsis and thesis. 

125. Rhythmic analysis by group pulses. The rhythmic analysis 

by group pulses, considers the composite pulses, duplex or triplex, 

as a single pulse, rhythmically indivisible. In this form of 

analysis we indicate by an ictus all the beginnings of the 

composite pulses; we do not distinguish yet whether, in the 

greater rhythm, these groups shall be at the arsis or at the thesis; 

we move from group to group by means of a series of ictus and 

thus bind together the metrical groups or composite pulses. 
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126. The simple rhythms developed according to the present 

analysis 

do not give us an arsis at the first group, since all the groups are 

now treated like a series of down beats. 

ie 
eee 

= (Pica 
BEY) 4 

Fig. 72 

In this system, therefore, we use the term rhythmic analysis by 

group pulses. 

127. This process is inferior to the rhythmic analysis by arsis 

and thesis; but, though inferior, it is legitimate, for it is based on 

the fundamental truth that rhythm moves by steps of two pulses 

or of three (N° 84). This conception is basic in the analysis of 

rhythm, but the process does not suffice, it is incomplete. It does 

not correspond in a satisfactory manner to concrete rhythmic 

reality, nor does it give us a perfect comprehension. of true 

rhythmic movement, of the broader flights that constitute the 

truly great melodic phrases. 

However this analysis is already a step in the right direction 

and better than the elementary analysis, because it realizes the 

synthesis of the composite pulses and renders palpable to us their 
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rhythmic indivisibility. Jt creates a unity, binary or ternary, 
broader, more powerful than the almost infinitesimal unity of the 
rhythm by simple pulses; and we are led on toward a more 
adequate grasp of the vaster rhythmic systems. 

128. — Rhythmic analysis strictly speaking by élans and repos. 
— The analysis by composite pulses does not solve the problem of 
the é/an of a rhythmic ictus nor the élan of a thesis. Such a 
problem presents itself when we attempt to rhythm the following 

motive, as it should be rhythmed, by élan and repos : 

ote 
ARSIS THESIS 

Beg Dee: : 
1-2-3 4 

Fig. 73. 

that is to say if we attribute the é/an or arsis to the first group 

and the thesis or repos to the second group. 

It is clear that, in this case, the expression rhythmic ictus loses 

the exclusively thetic sense that it had in the preceding forms of 

analysis; for here, the rhythmic ictus itself, (sharing the fate of 

the arsic triplex group, of which it is the beginning) has become 

arsic in character. The ictus of the next groups (the quarter 

note) on the contrary, is purely thetic in character. 

129. Therefore we must propose:as a rule the following, that : 

Outside of the elementary rhythmic analysis, or the analysis-by 

composite pulses, the rhythmic ictus is either arsic or thetic 

according to the part played by the group to which it belongs. 

130. We are thus brought back to this question : How can 

a rhythmic ictus, which by its very nature seems essentially 

thetic, find itself at the arsis? 

There are several answers possible : 

1. Because the group of which it forms a part is itself totally 

arsic. 

2. Because, in the perfect rhythmic analysis, the composite 

pulse has the function of a single rhythmic pulse and in conse- 

quence, can be placed (like the simple, basic pulse) now at the 

arsis, now at the thesis. 
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3. Because the rhythmic élan is powerful enough, energetic 

enough to gather up and carry two or three notes or syllables 

instead of only one (1); 

4. Because, finally, — and this is the fundamental reason — 

each time that a group, (whether duplex or triplex) 

ro 
fo OF ie eee 

Fig. 74: 

is at the arsis of a rhythmic movement, the ictus of this group 

fills a double function : 

It is the thesis of a preceeding élan, expressed or implied. 

It is at the same time an arsis, being the point of departure for 

the arsic group of which it forms a part. 

But already this new conception carries us into composite rhythm, 

and what we are merely suggesting here can only fully be eluci- 

dated in the later chapters. 

§ 3. — Practical Application of simple Rhythm 

with Arsis containing a duplex or a triplex Group. 

131. Before studying the following exercises the student should 

read carefully the foregoing directions (N° 105-111), in order to 

apply them to this new study. 

(1) This enlarging of the rhythm is found constantly in modern music: the 
measures of 6/8, 9/8, 12/8 are nothing but the enlargements and syntheses of 
the 3/8 measure. 

A metrical analysis of the 6/8 measure gives us : 

3 N i | | r Py | i All the ictus 
uc Gee ban en le ce chanel) en |e aa ee rognemee 

Fie. 75 on the down beat: io. 75. 

A rhythmical analysts on the contrary gives us : 

6 N | ag og heal emo | Pa alta ( The zctus. are now 
on the wp beat, now 

Fig. 76 on the down beat : 
oF 4 
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EXERCISE VI. 

Simple Rhythm (duplex grouping at arsis), weak ictic ending. 

(M.M. dN dh 5,) 

Seo 
Aaa 

I 2 3-(4), Er 2 3-(4), 1 2 3-(4), 
—— oe —_ 

Pea st) ae eee eer ae) 
apeec i, a € i, ae i, 

o—_—_=* a-—a— 9°» a __a* 

Heer) > 3-(4)s Pee 2 3-(4); Tr 2) 3-(4); 

SS ae ee 
a i, a are ee i, 

EXERCISE VII. 

Simple Rhythm (duplex grouping at arsis),strong ictic ending. 

—— 2—_a—__2°_____ 2a" SS 

I 2 3-(4), - 2 3-(4); 1 2 3-(4); 
See 

rs | SER py ‘ 

a e i OU 1 ate i, 

——_—__.—_a—_ 2° —______2_2_ 1 — 2—a-—a 

2° 3-(4): EB ‘2 ' 3+(4); ¥ i525 3-(4) 

| Eee sae pe ite ee a 
ae ‘ ane ip aoe i 
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EXERCISE VIII. 

Simple Rhythm (duplex grouping at arsis),weak ictic cadence, 

second pulse of arsis strong. 

(M.M. i = 132.) 

woe i 2—_a—-2- 

i r 2° 3-(4), m & 3-4) 2 aa 
——— ase Se ee —— 

pa Casa! wee 
, si Facil wie 

ce 1 i e i 

2—_a— a -—a—_a—_e*_____-» a)" 

1: ay, gd) qettg 22 HGR 
es SSS —— 

nae | mel | as | 
ogi ae Os Cae —~_+-o—-@ ‘a 

al 7c i, ae i, ay OS 1, 

EXERCISE IX. 

Simple Rhythm (triplex grouping at arsis),weak ictic cadence. 

(M.M. e =e T1325) 

Oe ON NS 
——__i—-8_ 8 8 2—_2—_2—_2- o—s—a 

Dey ie CAG ee Sale? ed Wea I 2 e8 (toy 
——— ee 

i. | | | | | | | | | 
= Ce @ ©. ==s @ @ @ ¢ @ e @ =e 

aw 4eyeat 0, awe i 0, Cr aie 0, 

——-2— 2 8° » 8° o— 9 —a—e* 

iy 25 3 4-(5), Eyes 25.3 4-(5); Lee 3 4-(5), 

———— nr 
| ' \ | | | | Eee, | 

@ o -o—-—@ @ @ @ @ —-o——-@ o-—é@ 
I ' ' 

El te Gl (0) a «e “gl e) aa Cr ai oO 
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EXERCISE X., 

Simple ia (triplex grouping at arsis), strong ictic cadence. 

(MM. ) = 132.) 

ee 
——-2—_a—__-__8*—__-___2._ 2 _2_* a 

E 2 3 = 4-(5), r 2 3  4-(5); te 23 er 

rope ee Redeashacet 13. a4 legates. iter | 
@ @ og . 0 @ @ Fad as @ @ rf ante — 

aye, i 0, ay ee 0, agen ai 0, 

ONIONS 
Wepeeege 4-(5), i> 2. 3 -4-(5), I 2 3 4-(5)- 

} | | | is | | | 
a o J —o oe o o @ @ @ , @ @ sd 

T LJ ’ 

aac. ~ f Oo; a ee. 0, aac Ff (0) 

Simple Rhythm (triplex grouping at arsis), weak ictic cadence. 

2nd and 3rd pulses of arsis strong. 

(M.M. ie Seo 

C GRRE E ONE 
2 &_s——_ 2 2 2-8 8 - 

Toon 3 fa-(4),) =. FY 2) 3 t4-(5), Se 3 4S) 
——— 

i448 

| { | | | | | | | 

& o—e—_¢_-@ ce aaa ore aide aie 
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ON ae 
——_ 1 

to 2 35 S4-(S)p et ee ae) tr. -2. 3m 4-15) 
== ———S OO ——. 

| emma | eS eae 
‘a2 ClO? a” CleleeaO; a © (Cy pele O 

§ 4. — Feminine or post-ictic Cadences. 

132. The thesis, whether duplex or triplex, is inconclusive 

when its form is distinct (N° 38 a) 

PON 
THESIS THESIS 

= 

’ | Hp = iy e-e-e— The impression that a complete 

TUE Yip 

rhythm should produce of arriving at its term is only conveyed 

when it reaches that term on an ictic note, namely on the first 

note of a composite pulse. We are now applying the rule 

formulated above (Nes 82, 83) : the close of the rhythm belongs 

to the thesis and to the thesis alone. 

133. Cadences such as the above are called feminine cadences; 

whereas those which end on the first’pulse of a measure, the ictic 

pulse, are called masculine cadences. 

° 0 A. TH 

Masculine Cadences : Ee sae ea or e BS, | d = 
I 5 1 | 

Fig. 78 

Feminine Cadences: —e-6-¢—|—e-¢ or eae * oe 
1 i | 
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We may keep to these names, though we should really prefer 

ictic cadence for the masculine cadence and the term post-ictic 

cadence for the feminine cadence, the latter being but a prolong- 

ation of the thetic ictus. 

134. — To complete a rhythm after a feminine cadence 

FEMININE 
CADENCE 

a new ictus is needed 07 Evo ees 

And this brings us to the subject of composite rhythm which we 

shall study in the following chapter. 



CHAPTER VI. 

COMPOSITE RHYTHM. 

ARTICLE 1. — RHYTHM-INCISE. 

135. Definition. — A rhythm is composite when it has more 

than one arsis or more than one thesis; in other words, more than 

two group pulses, simple or composite. 

136. Formation. — Composite rhythms may be formed in 

two ways; by the fusion of several elementary rhythms, or else 

by their mere juxtaposition. ‘ 

§ 1. Formation of rhythm-incises by the fusion 

of simple rhythms. 

137. Here is a series of infinitesimal rhythmic units : 

Fig. &2. 

In the analysis pictured above, each thesis marks the ending of 

a rhythm; consequently, there are as many simple rhythms as 

there are theses, that is to say, three. 

Each one of these little motives or rhythmic words has its 

personal life, its individual musical being, yet each remains alone, 

isolated from its neighbor, in the same sense that the individual 

ictus were isolated before (N° 47). Rhythm should so act upon 

these fragments as to bind them together and fuse them into a 

new rhythmic entity of a higher order, greater in length and in 

musical content. This greater rhythmical entity is the incise or 

phrase-member. 

138. A natural rendering of this series of little rhythms, 

however, will hardly correspond to the distinctions pictured 

above, for such an elementary analysis into rhythmic fragments 

is speculative, true in theory but, in practice, almost fictitious. 
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What really happens is this : 

The voice, having alighted on the thesis of the first rhythm, 
does not wait for the following arsis to begin a new flight, but 
springs up from the very point of its rhythmic touch. 

Thus a ball, vigorously thrown, drops to earth and rebounds 

at once under the same impulse that gave the original motive 
power; thus, the action of his foot in the stride of a man; thusa 

bird, in its highest flights, taking its momentum from the 

resistance of the air, each stroke of its wings coinciding exactly 

with an impulse of higher ascent; thus, two arches of a bridge, 

which on either side, take their thrust from a central pillar and 

are supported thereon. 

Such analogies may help us to; understand the formation of 

those greater rhythms which result: from the fusion of several 

simple rhythms. 

139. Let us make this:clear by an example. When we have 

a single rhythm to analyse, there is no difficulty, since the 

movement flows inevitably from arsis to thesis. 

o or —@¢ o or 

When the thesis has been reached, the movement ends, since the 

thesis is the place of alighting and of rest. 

But, after this first rhythmic step, on the contrary, if we must 

continue onward, what happens? 

The thesis, which was our definite repos, a moment ago, is 

now no more than a place of fugitive and passing support, from 

which we spring upward ina new élan; an élan that carries us 

on to a second thesis. 

Thus, instead of having two distinct rhythms : 

cape we Sy) : : 
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we have a single rhythmic entity, a rhythmic-incise which 

results from the linking together of two simple rhythms. We 

must therefore write it as follows : 

Ci aa 

A B Cc 

Fig. 85 

This is the smallest composite rhythm. 

The note B, relatively to the élan which precedes it, keeps its 

character and function of arrival, of thetic fall ; but in relation to 

what follows, the note B is the beginning of a fresh élan resulting 

in a new thesis (C), which is the definite repos of this little incise. 

Thus, according to our point of view, each one may consider 

this central note of support (B) as the ending of one rhythm or as 

the beginning of another; but actually the note fills a double 

function, for it supports two rhythms and upon that note their 

fusion takes place. 

It is by this process that several simple rhythms, equal or 

unequal, are linked together or fused so as to form a composite 

rhythm. 

140. The same process applies to a series of simple rhythms 

developed, that is made up of composite pulses duplex or triplex. 

These, too, can be rhythmically fused. 

0-66-0649 6-6 6=0-6-6 o-0-6 
i] 1 i 1 

A B B Cc A B B Cc 

Fig, 86. 

and several points of support or fusion can be used in the central 

part of an incise (B) which resemble the supporting piers of a 

bridge. 

141. What shall we call this central ictus of the note B? 
Should it be an arsis or a thesis? 

Theoretically either name fits it equally well, since this ictus 

plays a double role. 
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Practically, however, in fused rhythms the first pulse, A, 

coincides usually with the arsis and the last pulse, C, with the 

thesis; as to the B groups of the centre, they receive from the 

melody itself their arsic or thetic character, as we shall see when 

we approach the study of melodic forms. There are cases when 

they are incontestably arsic, other cases when they are certainly 

thetic : occasionally their character is not clearly defined, and we 

are free to follow our own taste. 

142. Here are various rhythmic patterns which may present 

themselves for an incise-rhythm composed of three metrical groups. 

Arsts ARSIS THESIS 

oe : F 
—-6—_s-6 6. =_ 2. art sis, one thesis. (1) 

1 t i] 

A B Cc 

Ars! THESIS THESIS un 

o-e ae ae = 1 arsis, two thesis. 
I 1 1 

A B Cc 

Fig. 88. 

ater Pa 

ai ° 

ARSIS THESIS ARSIS THESIS 

al 
. . . 

eta? Jo ¢9___¢_ = 1 thesis, 1 arsis, 1 thesis. 
i ‘ 1 

A B G 

Fig. 89. 

In this last example, the first arsis is implied. 

(1) To understand clearly the sense and use of these curves, consult 

Chapter IX, N° 181, 
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§ 2, — Formation of rhythm-incises by the. mere juxtaposition 

of elementary rhythms. 

143. Rhythm-incises are often formed by the mere bringing 

together of simple rhythms, each rhythm retaining its own arsis 

and thesis. 

a) Each of these simple rhythms may be composed of similar 

groups : each rhythm may end with a masculine cadence : 

Ce 
ARsIS THESIS ArsIs THESIS 

Bie Bie clin 
—o-@ @ —o-@ 

1 1 1 t 

fig. 90. 

or the first rhythm may end with a feminine cadence : 

SNS 
ARSIS THESIS ARsIs THESIS 

Heth 4 ie | 
—@4@-— 66 -I-@ o 

fi 1 ' i 

Fig. of. 

6) Again the rhythms may be composed of groups that are 

unlike : 

ArsIs THEsIS ARSIS THESIS 

mr | i | | 
——0-9—_—_-¢ -—-0-6 -o—— 

I | 1 1 

fig. 92. 

but the succession of arsis — thesis is regular in both cases; 

each arsis being followed by a thesis, another arsis by another 

thesis. 

These rhythms, while remaining distinct, should be united 
closely in practice, the elements of union being : the melodic 
sense, the dynamics, and the words. 
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144. Variable rhythmic forms applied,to the same metrical 
groups. There is nothing that prevents the following metrical 
pattern : 

= = 
3S ae 

1 1 1 i 

Fig. 9? 

from being gathered up into a single fused rhythm, instead of 
being treated as two simple rhythms in juxtaposition. 

aS ' —_ 
“J po ee ee 

1 I T 1 

Fig. 94 

for the second group need not necessarily play the part of thesis, 

nor the third, the part of arsis. 

In this case the first two composite pulses may be arsic or even 

the first three. (See No. 172, Exercise XVI). 

In practice, the rhythmic character of each of these composite 

pulses is determined by the rise or fall of the melody and by the 

words, which indicate clearly whether the distinct form is 

required and whether the fused form is more appropriate. 

ARTICLE 2. — RHYTHM-MEMBER; — RHYTHM-PHRASE; — 

THE GREATER RHYTHM. 

§ 1. — Grouping of the incises into members and phrases. 

145. Just as elementary rhythms, in uniting, form rhythm- 

incises, so the incises themselves unite to produce phrase-members : 

and these, in turn, unite to form complete phrases and periods. 

This is the greater rhythm. 

As illustration let us use the text of the antiphon already 

quoted (N°. 27). 

In this example we see the increasing power of rhythm as it 

enfolds, vivifies and gathers up the fragments into a living phrase. 

Ne 702. — 7 
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RHYTHM — PHRASE 

147, 

a a SE 

RHYTHM — MEMBER 

————————— eee oOo 

RHYTHM —INCISE . 

RHYTHM — MEMBER 

rr re er rc 

RHYTHM — INCISE 

RHYTHM — INCISE 

—_—__—— 

RHYTHM — INCISE 

—— 

B 

Crapin Oe a Cee es ee re 

fe 
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ab extrémis tér-re, 

4 é-jus 

-cum no-vum, laus 

- ti 

can 

Canta-te Ddmi-no 

Fig. 95. 

146. As the rhythms grow 

greater so also grows the import- 
ance of the final thesis of each 

rhythm. This thesis exerts an 

irresistible attraction on the 

whole incise, on each kélon, and 

it is towards this final thesis 

that the rhythmic movement 

tends as towards a goal. It 

acts as a magnet drawing all 

things to itself. It is this final 

thesis which, under divers forms 

— masculine or feminine — 

limits and distinguishes the indi- 

vidual rhythms. These distinc- 

tions are made perceptible to the 

ear and clear to our musical 

sense by means of the rhythmic 

touches of the melody, however 

fugitive may be their character, 

but the distinctions are still more 

apparent when the repos of the 

rhythm adds a certain length to 

a note or to a syllable. 

We have already seen that 

length at the thesis defines a 

rhythmical pattern and limits it. 

We must add that, in all natural 

rhythm, the duration of a repos 

depends upon the importance of 

the rhythm itself, and is in pro- 

portion to it. 

§ 2. — Dynamics in composite rhythm. 

In the composite rhythms, the dynamic element functions 

with as great a freedom as in the simple rhythms, but as its 

field of action is greatly enlarged, its vivifying power and 



COMPOSITE RHYTHM. 99 

synthetic effect become more apparent. The various crescendo — 
and diminuendo extend over an entire incise, throughout a whole 
member, but it is, above all, amid the broad undulations of the 

full Gregorian phrase that the dynamics hold sway with freedom, 
breadth and majesty. 

Once more, the melodic direction and the words influence the 

distribution of the dynamics; they determine, also, the place of 

the principal accent of the phrase-member and the general accent 

of the entire phrase. 

148. The Principal Accent. — Each member has its principal 

accent to which all the other accents as well as the ictus of the 

whole member, are subordinated. It occurs on the note or 

syllable at the climax of the crescendo. As regards the rhythm, 

its place varies. 

149. The General Accent. — Each phrase, moreover, has its 

general accent which dominates all the others. It, too, occurs on 

the most prominent note of the entire phrase. 

For the moment, these general principles are enough, for their 

practical application will appear in the study of melody and text. 

§ 3. — Practical application of composite rhythms 

formed by fusion or by juxtaposition. 

150. The student should read the directions given in No 104 

and the following paragraphs before undertaking to sing the 

exercises which follow. 

EXERCISE XII. 

One arsis, two thesis. 

CONDI GNG 
=r os an ee ne ae 

—— 

Lae nel ea op! 
2 o o—@ oe @ @ o—_o—_ o—_ 

1 1 i J | ' 

Arcee 1S ore U1; Qe hl ON ELE 
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EXERCISE XIII. 

One thesis, one arsis, one thesis. 

—— 58 8 5 nie Se ee 

Se ESS | ——— kf 

Qt ee eee 
ae it) u, ae i © u. 

EXERCISE XIV. 

One arsis, one thesis ; one arsis, one thesis. 

CW GN ES 
cin DaMiiie Hadas Gini meas ae aa R—a a 

EXERCISE XV. 

Three arsis, one thesis. 

Mae eee bee 
Se —— 

= = Sdn ee ee ee 
lanlavala das slagla la, lavlaelaslamelanla la. 
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EXERCISE XVI. 

Two arsis, two thesis. 

= 525-8 2 —_ + 

aes Yj epee Se a 

Ns oD 
faglapeialae” la-la la, lamlage ae la latal e 

EXERCISE XVII. 

One arsis, three thesis. 

ae OS 
ae o_o 2§_#__ 9-4-8 __ 8-8 8-8 

ee | SSS 
foie _ Sie ae soe 

i 1 1 1 i 

taelaselaela: Sla sia.” ta, laviaee lan lau lantasee la: 

ARTICLE 3. — PAUSES. 

151. In Gregorian music, as in all other music, there are 

pauses, though the rests are never marked in the neumatic 

notation. 

As the natural place for a pause is at the end of a phrase or of 

a phrase-member, we shall speak of them briefly at this point. 
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Two principles will suffice : 

1. ‘Pauses are elements of rhythmic composition in the same 

degree as are the sounds which they replace.’ (*) 

2. Pauses have exactly the same quantitative value as notes or 

syllables that are expressed. 

This is a law that applies to music of all times. It is true of 

Greek music; and also true of measured and polyphonic music; 

and in our own modern music we have our pauses : our rests, 

half rests, quarter rests, etc., equivalent to whole notes, half 

notes, quarter notes, etc. (2) 

Later we shall show the application of these two principles to 

the Gregorian melodies. 

(1) GEVAERT, Musique de ?antiquité, I, p. 66. 

(2) Paléographie musicale, VII, p. 261 et ss. 



CHAPTER VIL. 

RHYTHMIC FIGURES IN GREGORIAN CHANT. 

ARTICLE I. — FIGURES IN SIMPLE RHYTHM. 

152. Simple or elementary rhythm has but one arsis and one 
thesis 

NUMERICAL | NUMBER OF PULSES. DIVISION. 
ORDER 

Arsis — Thesis 

1 | 2 basic pulses { \ N r pulse at the arsis, 
} Yo o 1 pulse at the thesis. 

Fig. 96. 

iS el : 
® BE S fae r pulse at the arsis, 

ae " ¢ 2 pulses at the thesis. 

3 basic pulses 6——— 
‘ Tl N 2 pulses at the arsis, 

: oe CO 1 pulse at the thesis. 

Fig. 97 

GIFT TE 
ome = 2 pulses at the arsis, P 

‘s ai ° be 2 pulses at the thesis. 

6 ae : 
= basi | » { | {| 1 pulse at the arsis, 
; Neg) inte wt id ¥ 3 pulses at the thesis. 

EE ‘ : 
line laget N 3 pulses at the arsis, 

4 r ¢ 0 4 I pulse at the thesis. 

Fig. 96. 

6 © ; 
7 realise! fan 3 pulses at the arsis, 

’ ‘ p % © 2 pulses at the thesis. 

5 basic pulses 6a 1 eee 
Py 2 pulses at the arsis, 

8 oe | ° f 3 pulses at the thesis. 

fig. 99. 

Cn — : He 9 6 basic pulses { ee ry 3 pulses at the arsis, 
r . 3 pulses at the thesis. 

Fig. r00. 
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153. The smallest of these rhythms, therefore,comprises two 

pulses and the largest comprises six. 

With the same number of basic pulses, however, several 

different rhythmic designs can be formed according to the position 

of the thesis. 

Thus, with 3 pulses we can obtain 2 rhythmic designs : 

see Nos 2 and 3. 

Thus, with 4 pulses we can obtain 3 rhythmic designs : 

see Nos 4, 5, 6. 

Thus, with 5 pulses we can obtain 2 rhythmic designs : 

see Nos 7, 8. 

154. In addition, each composite pulse, be it duplex or triplex, 

may present itself under any one of its three forms : distinct, 

contracted or mixed (No. 39). Thus, Rhythm No. 9 composed 

of six basic pulses, may appear under each of the following forms : 

CU a ae O25 = eee O carr Cea 
licoalonl hoy fodiens] | S { | 
o@d ood G9@@ o @ oged@ @ 
‘ é ' | Peet Ly ' 

© iis Re ageeTO oer Ocean nO ae 
i rd | ats 

@ @ Co ed o ood 
| etl I 1 ’ 

Gr ik ate O bees Oitmaa era 
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Fig. Ior. 

We draw attention to this fact once for all, since the details of 

its application will be embodied in our study of long rhythms 

formed of three, four or five composite pulses. 

ARTICLE 2. — VARIOUS DESIGNS IN COMPOSITE RHYTHM. 

155. A rhythm is composite when it has several arses and 
several theses. 

A. Rhythms of three composite pulses. 

NUMERICAL NUMBER OF PULSES DIVISION 
ORDER oe 

10 4 basic pulses { 1 .Y 2 ve a 
iY 

fig. 102. 
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5 basic pulses 

ll 

13 

Fig. 103. 

6 basic pulses 

7 basic pulses 

fig, 105. 

14 

17 

18 

1g 
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C= ee 
iz ait Paina 

24 oe @ooe ooe@ 
| ae See, 
C2 on, oe OC as 

a : \ipeirins) i fein 
25 8 basic pulses Oe a eee 
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oo08 608 oe 
(aa ER oe 

fig. 100. 

Cer See 
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27 g basic pulses { g aa a elie wraioe 
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fig. 107. 

156. We give here the principal rhythmic combinations, but 

with the same number of basic pulses, other combinations are 

possible. 

157. ARTICLE 8. — RHYTHMS OF FOUR COMPOSITE PULSES. 

NUMERICAL NUMBER OF PULSES DIVISION 
ORDER @ Cuba DS ie aa = = 
58 6 basic pulses { 4 > f e , e ss 

I 

Cl. 6.6. a) =O a 
N iam ng la 99 7 basic pulses {. “oe ee oe oe 

| | 

Cpe Ge ae =a —— 
30 8 basic pulses { 4 ss ceo eo yP 

| 7 | Y - 

Ce nO ee O° a Oe — — 
31 9 basic pulses { “ a ee ee Jd 

? yo 
(Car cE Po ck aaa cl \ — aus — 

39 10 basic pulses { “@ PP ee Pir, Ps + 
: y y y 
Ta aaa: oa 

33 11 basic pulses { ap seidh: pe eae 
y) Ye see 

34 12 basic pulses { PRES PR, Pe So 
any y rr 

Fig. r08. 
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158. ARTICLE 4, — RHYTHMS OF FIVE COMPOSITE PULSES. 

NUMERICAL | NUMBER OF PULSES DIVISION 

eres Sane een 
35 8 basic pulses { cl A Ap A oe p) 

| 1 

Onn Ome Os ai O 5 a Os ; — 
236 9 basic pulses { 4 - ee ee Ae ate 

om (tine Sr a we eros 
. N aie Kaa { I 37 to basic pulses { 4 @ ooo ge ao ao 

7 | 

' : \ a — — — 
38 11 basic pulses { 4@ eee eos oe so 
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4] 14 basic pulses { ee mice mae eee mee 
| 7 Ze my, V4 

CTs a Rea? SOT oe 

42 15 basic pulses { 6ee cee mace ces re 
ee ee 7 7 

fig. 10g 

It will be seen that the largest rhythm of five composite pulses 

contains fifteen basic pulses. Rhythms of six composite pulses 

and even more are often found. What we have said will explain 

their composition and interior division. Thus, the largest 

possible rhythm of six composite pulses would contain 18 basic 

pulses, and the largest of seven composite pulses would contain 21. 

Aristoxenus concedes composite groupings of 25 units in 

artificial rhythm; this is his extreme measure. For Gregorian 

Chant we would hesitate to set a limit, since the phrase-members 

(built up by a succession of composite pulses) vary greatly in 

length. 
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159 | This theoretic outline will give the student an elementary 

idea of the structure of the Gregorian rhythms, from the simplest 

to the more complex. Let him have patience, for soon these 

rhythmic diagrams, now so cold and inert, will take on life, 

animation and beauty as the dry bones of rhythm are adorned 

with melody and combined with words. Then the vitality, the 

charm and the exquisite variety of the rhythms themselves will - 

appear. 

160. But before we pass to the study of Melody and Rhythm 

united, we must go still deeper into the nature of rhythm itself 

and show : 

1. The reality and special nature of sonorous rhythmic 

movement. From this study we shall draw up for choir masters 

precise rules of chironomy or the art of expressing by gesture the 

movements of melody and rhythm; 

2. The differences and likenesses that exist between rhythm 

and measure. 

Lastly, a word on syncopation will close the First Part of our 

work. 



CHAPTER VIIL. 

RHYTHMIC MOVEMENT. 

ARTICLE 1, — REALITY OF RHYTHMIC MOVEMENT. 

161. In our day, the reality of rhythmic movement in music has 
been questioned. This is perhaps due to the fact admirably 
brought out by M. Lionel Dauriac, that ‘‘ since the constitution 
of the rational sciences of nature, such as mechanics and 

astronomy, the idea of movement has been associated exclusive- 

ly with the idea of space. This connection of ideas is far closer 

now than it was in ancient times, particularly in the days of 

Aristotelian physics. In modern philosophy, to move signifies to 

** change place ’’; whereas in the philosophy of Aristotle, to move 

meant merely ‘‘ to change’’. To move from one place to another 

was simply one kind of movement but not the only kind (1). 

Indeed, to a man of that time nothing was more real than 

rhythmic movement whether presented to the eye as in dancing 

or to the ear as in poetry and music. All the rhythmic theories 

of antiquity were summed up in a single idea repeated under 

endless forms: the beautiful ordonnance of movement. Rhythm, 

melody, in a word, music, was the science of beautiful movement. 

162. It was because they had penetrated to the very depths 

of thing's that the Greeks and Latins gave to poetry, music and 

dancing the name of arts of movement. 

These arts by their very nature, are arts of change. Their 

existence is a successive unfolding. They flow in relation to 

time, as though drop by drop. 

I outline a gesture with my hand; a dancer, with his whole 

body, carries out a graceful curve: in both cases there is 

movement, and in each case the one who moves advances from 

one point to another by passing through all the intermediary 

points. This is visible movement, or the passing (in space) from 

one place to another. 

(1) LIONEL Dauriac, Essai sur Esprit musical, p. 59. Paris, Alcan, 1904. 
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The voice articulates a phrase, declaims a verse, or sings a 

melody : it moves in its own way and in a sense no less real. 

It advances from the first articulated sound to the final syllable, 

passing, successively, through each intermediary syllable. 

Its movement might be compared to walking or dancing and is 

not unlike the movement of a ball that rebounds, for the voice 

springs, rises, drops, springs up again, touches one support after 

another, rests on one thesis after another, before reaching its 

final thesis which closes the phrase, the melody and the rhythm. 

Evidently, the movement is no longer local, nor visible. It is 

sonorous and vocal, but nevertheless real. It fulfills all the 

conditions of an actual movement, namely, the passing from one 

state to another. The voice thus passes from note to note, from 

a short one to a long one, etc. (1) 

ARTICLE 2. — NATURE OF VOCAL MOVEMENT. 

163. Vocal movement is real, but is of a very superior nature 

to a mechanical or bodily movement. ‘‘ Man has a voice, and 

that voice is the most energetic and pure expression of the life 

that is in him; it is the most profound and intimate resonance of 

his being... The human voice is so essentially a part of the 

vital principle, that it is universally identified with it in every 

language, or seriously recognized in its intimate analogy. The 

word is but a breath, but this breath is the spirit, the soul, and 

the immaterial principle of life itself. Form, palpable and visible, 

is indeed a condition of humanity, but movement is its very 

essence, and the voice is movement. Movement is immaterial and 

the sound of the voice is both immaterial and impalpable. ’’ (2) 

164. This explains the subtlety, the freedom, the power and 

the infinite shades of vocal rhythm. It explains, moreover, how 

the rhythmic movements themselves, and the ictus or rhythmic 

touches that define the steps of the rhythm are often of the same 

nature as the voice itself, that is delicate, impalpable, imponder- 

able. In order fully to understand these truths, we should apply 

(1) Aristoxenus made the same comparison when he wrote : “ The voice 
moves in singing, as the body moves in walking or dancing.” (ARISTOXENUS, 
Rhythm. Elem., edit. Feussner, III.) 

(2) H. CHAIGNET, Le principe de la Science du Beau, p. 588. 
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them to a Gregorian melody. This we shall do later. But what 
we already know of rhythm permits us to lay down these 
principles. 

165. This imponderability of melody and rhythm is difficult 
to understand or to explain today when music is made subject to 
force, to modern measure. The same questions are raised again 

and again : 

How is it possible that the ictus of rhythmic groups — which 
corresponds to the first beat of a measure — should be anything 

but strong? 

Are they not the firm and solid points of support upon which > 

the whole structure of rhythm rests? 

Does not the ictus after all, correspond to the strong pulse, or, 

in modern music, the down beat? How is it possible that this 

‘*down beat ’’ should be weaker or lighter than the ‘‘ up beat ’’? 

And to add force to their argument, comparisons are drawn from 

the movements of bodies or heavy weights striking the earth 

with a more or less violent noise : the stroke of a hammer on the 

anvil, or the loud cadence of a marching regiment. 

Such arguments are defective in so far as the examples are 

taken from purely material things; whereas we are concerned 

with music, vocal or instrumental, above all, with Gregorian 

music, the noblest, the most spiritual that exists, and we must 

dominate matter. 

166. It is true that the fall of a heavy inert weight must of 

necessity be rude and noisy, like a hammer striking the anvil; 

but there is nothing in the rhythmical cadences of music akin to 

this heavy fall. Moreover nature herself gives us gentler 

examples. The lighter the falling body, the less heavy its fall. 

The flight of a bird which takes, at each stroke of its wings 

against the air, a new and silent élan; the wavering fall of the 

light snowflakes that descend slowly and finally touch the earth, 

these provide a closer analogy to the imponderable reality of 

vocal movement and rhythm. 

But even these images are too material to express the exquisite 

delicacy, the spirituality, as it were, of the Gregorian rhythmical 

flow. 
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The vocal movement, especially of Gregorian melody, borrows 

as little as possible from the material world. It moves, but 

invisibly; it advances, but imponderably. ‘‘ The Beautiful is 

light ’’ says Nietzsche (1); ‘‘ all that is divine walks with delicate 

feet ’’; and what is more pure, more divine than the art of 

Gregorian Chant? It would be closer to the truth to say that 

the melodies fly, soaring on slow strokes of graceful wings. But 

none of these comparisons touch the reality, because they are 

still too material. 

167. The voice indeed moves neither accidentally nor mechan- 

ically; its risings and fallings are of a more spiritual than 

material nature, moved, as it is, by a vital and spontaneous 

power, a power both free and intelligent, that imparts to it 

something of its own immateriality. 

The artist, in singing, gives out his soul, externalises his 

thought, his feelings, down to the finest shade. Master of his 

own voice, he controls and directs with complete freedom its 

various qualities of duration, force, pitch and expression. He 

broadens at will the length of his €lans and repos, he distributes 

the intensity of sound in its infinite shadings, as a painter 

distributes his colors; he spreads out the contours of his melody, 

according to the demands of order, and of just proportion which 

constitute one of his finest faculties, his esthetic sense. We are 

already far beyond the mechanical movement of the hammer on 

the anvil, far beyond the corporal movement of the bird spreading 

or flapping its wings. 

168. Metrical force is too often brutal; it represents, in any 

case, something mechanical or animal; we cannot avoid it 

entirely since we are made up of body and soul, but let us have 

as little as possible. Let us be on our guard; for force, in 

rhythmics, brings us close to matter, the hammer and anvil, 

the piston rod of the locomotive. The use of force in the 

Gregorian rhythm, which is so ethereal, so virginal, should 

always be tempered by the immaterial spirit which gave it birth. 

(1) Quoted in the Revue Musicale, Il, p. 75. 
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ARTICLE 3. — TERMINOLOGY OF THE VOCAL MOVEMENT. 

169. When, therefore, we speak of the movement of rhythm, 
the movement of a phrase, whether in music or speech, we are 
not using a metaphor or a symbol. The movement; though 
imponderable, is nevertheless real. 

But local movement, because of the very fact that it is material 
and appears to the eye, is easier to describe, and it is natural to 
take it as an example in explaining vocal movement. 

This is precisely what the Greeks did. As they so often used 
simultaneously the three arts of movement — poetry, music and 

dance — they made use of but one terminology of rhythm. They 

took from the /ocal rhythmic movement of dancing two expres- 

sions, clear and illuminating, which they applied to sonorous 

rhythmic movement, whether vocal or instrumental. 

170. In the dance, they called elevatio (arsis) the ascending 

movement, the élan of the body; and for the alighting, the repos 

of the body at the term of its movement, they used the word 

positio, depositio (thesis). 

Consequently, in music (vocal or instrumental) and in poetry, 

they called arsis, elevation, élan, all sounds and syllables which 

went with the élan of the body, and thesis, deposition, repos, the 

sounds and syllables that were sung at the very moment when 

the dancers touched the earth whether for mere support, (a touch 

from which to spring up again), or whether to end their dance 

ina final thesis. It is therefore from the movements of dancers 

that these terms arsis and thesis have come down to us. We 

call the beginning of a rhythmic movement arsis and the end of 

the movement we call thesis. 

When poetry or music were performed without dancing, the 

terms arsis and thesis were not modified; for the rhythm still 

corresponded to bodily movements of rise and fall made by the’ 

coryphei, the conductor of the chorus who, with the hand or foot, 

indicated the rhythmic undulations. 

171. We have thus gone back to the origin of these two 

historic terms. We need not complicate matters with later 

Ne 702. — 8 
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contradictory meanings that have been attributed to them. 

Above all, if we are to preserve faithfully their original meaning, 

we must set them free from any idea of strength or weakness. 

The words mean : arsis, elevation; thesis, fall, nothing more. 

172. It was this fact which made it possible later, to apply 

the terms to melody, with great exactitude of language. The 

melodic arsis is an ascent of the voice in the realm of pitch, and 

the thesis is a descent. Here again, the idea of strength or 

weakness is completely absent. 



CHAPTER IX. 

PLASTIC EXPRESSION OR CHIRONOMY OF RHYTHMIC 

MOVEMENT. 

ARTICLE 1. STATEMENT OF THE QUESTION. 

173. Not content with possessing a precise terminology by 
which to describe the phenomena of rhythmic movement, the 
ancients went further : in order to give it visible form, to invoke 
the aid of the eye, they expressed it by movements of the whole 
body in the dance, and by gestures of the hand in conducting. 
These gestures of hand or foot outlined the rise and fall of the 

rhythm, following the flights and falls of the dancers. The 

raising of the hand or foot corresponded to the arsis of the 

rhythm, and the fall, to the thesis. Nothing could be more 

natural, for, as Nietzsche points out, (1) the motive itself, melodic 

or rhythmical, is but ‘‘ the gesture of musical emotion ’’. 

174. The plastic expression of rhythm through gestures of the 

hand, that is chironomy (yste, hand, vopvoc, rule), has always been 

in use. We refer the reader to an excellent article by Dom 

Ambrose Kienle on the historical aspect of the subject, published 

in the Vierteljahrsschrift fiir Musikwissenschaft, Leipzig, Breitkopf 

and Hartel, 1885, p. 158 (2). Gregorian chant, it will be seen, 

was rendered under the direction of a primicerius or prior scholae, 

whose hand outlined the movement of melody and rhythm. 

175. Hucbald advises the choirmaster, in his Commemoratio 

brevis, to indicate the steps of the rhythm by some sort of 

percussion made with the hand or foot, when training young 

children in the technique (disciplina) of rhythm and jin its practice 

(canendi aequitas sive numerositas). 

‘‘ The custom of outlining the melody and rhythm when directing 

a choir may seem strange to us, adds Dom Kienle, but it is charac- 

(1) Quoted by RIEMANN : Les éléments de LEsthétique musicale, French 

edition, p. 203. : 

(2) French translation of this article in Musica Sacra of Ghent, October 1885, 

p. 19. Also in Paléographie Musicale, Vol. I, p. 98, note 5. 
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teristic of a certain spontaneity that belongs to the period and 

it is an excellent means of bringing about good choral singing... 

‘* A choirmaster iustructing others in the interpretation of 

the chant instinctively resorts to gesture when words fail to 

convey his meaning. It is the intuitive method in music. Under 

the conductor’ s hand the melody becomes visible, plastic, almost 

tangible, until we begin to wonder whether gestures that are so 

natural and expressive could not be organized according to 

certain fixed laws; whether, despite their subjective irregularity 

and variety, they could not be classified under rules that would 

be as objective as those which govern proportion and beauty 

in the plastic and choregraphic arts. We imagine that the 

gestures of the Roman choirmaster, in his day, whether tonal or 

rhythmical, must have been such: delicate, distinguished, typical, 

making use of equal gestures for forms that were equal, and the 

whole structure based on certain fundamental forms and gestures 

which were sufficiently free and flexible to translate each interior 

impulse of the director, however delicate or intense ’’ (1). 

176. In these lines the problem is set forth clearly. Our task 

is to solve it. And, although the reader has but a vague general 

knowledge of rhythm, although the subject of melody and text 

has not yet been touched upon, enough has been said to enable 

him to follow us in an attempt to formulate certain basic 

principles of Gregorian chironomy, and to apply them practically 

to the various rhythms already studied. 

ARTICLE 2. VARIOUS TYPES OF CHIRONOMY. 

177. The fundamental movements on which our chironomy is 

based must have nothing in common with those stiff, angular 

gestures for beating time taught in the average text book ot 

solfeggio, nor is our purpose the mere indication of measures. 

We must start from the broad principle that our chironomy, like 

the graphic notation of sounds, must picture precisely, not mere 

measures and their succession, but the rAythmical and melodic 

movement of the phrase as a whole. From this principle we must 

never depart. 

(1) A. KIENLE, oc. ct?. 
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When there are several possible ways of analysing a musical 
phrase, as indeed is often the case, the question arises: which 
one of these should our chironomy follow? The question makes 
us realize that there are as many different chironomies as there are 

varieties of musical analysis. 

178. a) When the director taps each separate note, each 

individual ictus, there is a chironomy of the individual ictus 

aa 
- - ~ - - Bi - eels 

acd 7 Pa -- - 
od - o -* A 

a ae avs k -- 2 Me lee basis yoo - 

a lh tee 2) ee ie Nl 

ftg. TI0. 

a process which is detestable, the gesture of hammer and anvil. 

179. b) When the hand outlines each separate elementary 

rhythm by a corresponding rise and fall, we have a chironomy of 

elementary rhythms: 

Fig. I1I. 

Once more, the system is far from happy, being too choppy, 

producing a breathless and halting impression. ; 

180. c) It is possible to achieve a rhythmic chironomy of 

composite pulses if the director’s hand outlines a series of curves 

linked together at the ictus of each composite pulse. 

Cuma Oniika et OF 1 + amet Y omer 

meee , a j a , oe cee fs 

Fig. 112. 

This chironomy is already an improvement on those which 

have preceded it. The effect is more connected, more fused. 

Yet, while it indicates clearly each step of the rhythmic movement, 

it is of the earth earthy and crawls along, step by step, without 

taking flight freely with the melody and the rhythm. 
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181. d) When the director’s hand indicates each rhythmic 

ictus but follows, also, all the rises and falls, the arses and theses 

of the composite pulses, then we have a rhythmic chironomy of 

phrase members. 

1. Two arses, one thesis. 

Arsts  ARsIS THESIS 

lal fe 
—9-4——_¢ -9 _____@ — 

t ’ 1 

fig, T13. 

2. One arsis, two theses. 

Gao 
ARsIS Tuesis THESIS 

| ee 
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Fig. 114 

This chironomy is adequate, it is perfect; and if well carried 

out by the hand, it can picture the most delicate and subtle 

nuances of the liturgical melodies. 

182. e) Finally, there is a phraseological chironomy, broad 

noble and powerful, which gathers up in a single arsic gesture an 

entire antecedent, a whole protasis; and then, by a slow, broad 

descent of the hand, outlines an entire apodosis. Because of its 

very breadth and power, we cannot often use this form of 

chironomy, especially in view cf the fact that choirs are rarely 

at this height but require, on the contrary, more help in the 

details of the rhythm. 

183. Tosum up: the aesthetic value of each type of chironomy 

in itself, has exactly the same value as the musical model, that is 

to say it has the virtues or faults of the musical analysis of which 

it is the plastic expression. 

Nevertheless, all are possible, all may be useful, even good, 

even artistic, in certain special. cases which we shall indicate, 

provided they be used with discretion and judgment. It is the 
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conductor who must choose, among these various forms and 
systems, the chironomy which will best suit the object he has in 

mind. He may use each in turn, passing from one system to 

another according to the needs of his choir, but guided above all, 

by the feeling and sense of the words, melody and rhythm; and 

this feeling he must communicate to his choir by the look in his 

eyes, by the gesture of his hand, so that they become, with him, 

one mind, one soul, and thus reproduce faithfully the most delicate 

shades of his thought with art, fidelity and love. 

Such conducting is, of course, the very summit of art. It 

presupposes an extremely able director, penetrated’ through and 

through with the science and art of Gregorian chant, and 

assumes a choir with a long and thorough experience in the 

singing of the liturgical melodies, capable of the greatest supple- 

ness in responding to the slightest indication from the choir- 

master. 

Few choirs are at this point of perfection, and we must often 

limit ourselves to the simpler and more detailed gestures of one of 

the chironomies described above. 

184. In such cases, the best chironomy for guiding the voices 

is the rhythmic chironomy of phrase members (181), in which the 

hand outlines in detail each arsis and thesis contained in the 

phrase member. It is this form of chironomy which we shall 

study and apply practically. We may also turn, occasionally, to 

the chironomy of composite pulses (180) which is still simpler 

and, as it were, a preparation. The two forms complete one 

another mutually. . 

ARTICLE 3. ANALYSIS OF SIMPLE MOVEMENT AND ITS CHARACTER 

§ 1. Movement in space. 

185. That we may grasp fully the significance of the gestures 

of chironomy and their exact concordance ‘with the sound- 

movements of melody and rhythm, we must form an exact idea 

regarding the nature of movement in space, of visible movement. 

This, in turn, will throw light on the whole subject of rhythmic 

movement in itself. 



120 : PART ONE, — CHAPTER. TX. 

186. Movement is the ending of a state of repose, of immobil- 

ity, just as repose is the ending, the stopping of a movement. 

All movement presupposes a preliminary state of repose. It is 

evident, therefore, that in order to set a material thing in motion, 

some motive power is required, either external or internal. 

187. Let us take a simple example : 

A ball on the ground is in a state of repose, but if the stroke of 

a club lifts it, projecting it forward and upward, the ball is set in 

motion by this stroke. It springs up, describes a curve and then 

drops; but the very point at which it touches the ground, this 

‘ictus ’’ that marks its fall, is also a point of departure for a new 

upward spring. Thus, progressively, from élan to élan, from 

ictus to ictus, the ball moves forward under the impulse given it 

by the original stroke of the club; each succeeding ictus grad- 

ually exhausts the original motive power until at last the ball 

comes to its final point of repose. 

MoveMENTS 

REPOSE 6 rom ae a Se “™\, REPOSE 

DEPARTURE FAaLi it it 
Ictus 
ToucuH 
CADENCE 

Fig. I15. 

188. In this succession of movements, let us consider only the 

first. It will serve as model for all simple movements, regardless 

of the nature of the thing that moves. Even the movement of 

sound will come under this elementary law. 

In the first movement of our ball, we distinguish three moments 

or phases: 

ea eh ie 

_ 

a C 

Fig. 1106. 

REPOSE 2 Repose 

a) The point of departure, or élan. 

b) The space covered by the ball in motion. 

c) The stopping point where the ball drops. 

189. The mere fact of analysing this simple movement into 
three separate moments or phases does not interfere with the 
intrinsic unity of the movement in itself. 
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Evidently, the point of departure is essential to the movement 
and inseparable from it, being its beginning. It is, in itself, 
both movement and motive power. 

It is equally clear that the stopping point is essential to the 
movement inasmuch as it is the movement’s end, its point of 

arrival. 

Let us return to a) the point of departure. How was the ball 
set in motion? 

By the force of an external motive power, the stroke (ictus) of 

the club (Fig. 117), in other words by the impulse given it by a 

movement exterior to itself, a movement which, also, had its own 

point of departure (a), its curve through the air (b), and its stopping 

_ point (c), the latter coinciding exactly with the starting point of the 

ball (A). It is the shock caused by the arrival of the club that sets 

the ball in motion and determines its movement. As for the club 

itself, its motion is given it by the will of the player. 

ITER TY 

190. This two-fold character attached to the precise point 

where the ball begins to move is important for us to notice : 

1. This spot marks the end of the preliminary movement which 

set the ball in motion, the thesis, or thetic ictus of that motive 

power exterior to the ball (c). 

2. It marks the beginning of the movement of the ball itself, 

the arsis, or arsic ictus which has set it in motion. 
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sais au A ' : 
This point: a unites two movements and can be considered, 

according to the point of view, either as an ending of the movement 

of the club or beginning of the movement of the ball, since the 

arrival of the first and the beginning of the second are simultaneous. 

In other words, the ball begins its arsic flight at the precise 

moment when the thetic ictus of the club propels it. 

191. Consequently, we see that in spacial movements, there 

is often fusion or rather the linking together of two movements at 

a precise point. Each time the ball falls and rebounds, the same 

rhythmic phenomenon recurs. It is precisely the type of 

fusion that we have described in the formation of composite 

rhythms (139). 

Thus this simple example of movement in space throws light on 

the more subtle truths of sound movement, and can be applied to 

the voice in singing and to the gestures of our chironomy. 

§ 2. Simple gestures and their application to simple rhythms. 

192. <A simple gesture is a movement in space, and must 

follow the laws of spacial movement. The following rhythm is 

a good example. 

PE AE sce a 

Fig. 128. 

It begins with a duplex group of arsic character. This group, 

like the ball of our example above, requires some impulse to set 

it in motion. In this case the original motive power will not be 

given by a club but by a direct command of the singer, which, 

like a preliminary rhythm, moves with lightning speed from 

brain to muscles, setting in motion the vocal mechanism for the 

emission of sounds. 

193. This preliminary silent rhythm, spontaneous and intel- 

lectual in nature, should be represented by a gesture expressing 

clearly this impetus which precedes the emission of sounds. The 

gesture is indicated by dotted lines in the figure below: 



PLASTIC EXPRESSION OF RHYTHMIC MOVEMENT, jas 

This figure shows the two distinct rhythms: the first, shown in 
the dotted curve, represents the silent rhythm, the subjective 
motor-rhythm, which, while silent up to its point of arrival (c), sets 
the other rhythm in motion. The second, represented by the filled- 
in line, is the rhythm of sound. 

194. Both rhythms require a gesture. The hand of the 

conductor moves in curves, free from all rigidity, similar to the 

' curves on the diagram. Starting from the point of repose (a) 

it moves in the curve of the dotted line, passing through the 

point (b) then turning back and rising toward (c) which is the 

ending of the preliminary silent rhythm. At this point (c) we 

have an ictus which fills a double function and links the two 

rhythms, since this ictus marks the ending of our motor-rhythm 

and the beginning of our vocal rhythm (A). The gesture of the 

conductor should follow the curve of the diagram without 
pausing, and his hand will guide the voice in its arsic flight, an 

arsis which takes in the whole group of two notes. Then, still 

following the curves of the diagram, the hand descends until it 

arrives at the thetic ictus which concludes the rhythm. As the 

final ictus is on a long note, the hand will prolong the thetic 

gesture accordingly. 

We have described simple movement and the simple rhythmic 

gesture by which to express it. This fundamental gesture is one 

which the teacher should possess and use with ease in order to 

impart it to his pupils with the study of musical rhythm. 

195. Note. We have now explained the curious problem of 

‘the élan of a rhythmic ictus (122). We have shown how an ictus 

which in elementary rhythm, was necessarily thetic in character, 

can become arsic in composite rhythm. We have seen how the 

ictus can fill a double function in central groups, being at once 

thetic and arsic in character (190). But the difficulty remained 

in regard to the initial rhythmic ictus. The problem is solved 
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when we have once grasped clearly the existence of a preliminary 

motive power which gives the original impetus to all movements, 

whether they be in the realm of space or of sound, and this 

preliminary motor-rhythm (whether it be material and external 

or silent and subjective), will end precisely at the point where the 

other rhythm begins to move. Thus the ictus of ending (or thesis) 

of the elementary rhythm (which is represented by the silent 

motor-rhythm) becomes an ictus of élan in the new rhythm where 

it is considered as the first pulse of a composite group (125). 

A B ( 
Cn Ce Sa 

a 
o-@ SS 
i v 

Fig. 120 

The fusion of the two movements at B explains how the ictus 

(or thesis) of an elementary rhythm (simplex time) can become the 

first note of a group, duplex or triplex, (in composite time) and 

be transformed into an arsis under the demands of the greater 

rhythm. 

196. 6) Arsic triplex group. The rhythmic movement is 

represented in the same way where there are three pulses at the 

arsis. 

~ - 

Fig. 121. 

but with this difference: the hand must outline a larger curve 

than for a duplex group in order to allow time for the three 

simple pulses to be sung, distributed, as it were, at equal 

distance along the curve of the gesture. 

197. c) The simplex arsis. A simple rhythm beginning with 

a simplex arsis. 
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is outlined by the same gesture which serves for a simple rhythm 
beginning with a duplex composite pulse. 

SE 
naa —e-6 

; Fig, 123. ; 

It is really an analogous rhythm with the difference that a note 
has been omitted at the beginning. 

The rest and the dotted line preceding the simplex arsis shows 

that the vocal movement does not begin until the hand has traced 

part of the initial curve. 

The rest and the dotted line require explanation. 

The principle is that a simplex arsis always presupposes a 

rhythmic ictus, expressed or implied, immediately preceding, 

upon which it is supported, just as in walking the lifted foot 

presupposes the support from which it started. In the following 

examples, showing respectively a duplex and a triplex arsis, the 

ictus is expressed. 

Fig. 125. 

Whereas in the figure given below, the arsis is simplex and the 

ictus is implied. 

198. In sound movement, this suppressed or implied ictus is 

very common, because a musical phrase may begin at any point 
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in a composite pulse, and may even begin on the thesis of a 

rhythm (1). 

If the voice, in these cases, takes certain liberties, it remains 

dependent on the physical being of the singer, and on that 

interior rhythm which is subject to the ordinary laws of movement 

in space. Consequently, while the voice freely breaks loose from 

these laws, there remains behind this apparent freedom, the 

sense of movement in our inner consciousness which silently” 

compensates for any deficiency felt by the ear, by means of the 

interior rhythm alive within us. This instinctive compensation, 

or process of supplementing, becomes visible when we join 

the gesture to the voice in the unfolding of the rhythmical and 

melodic designs. 

The best modern theorists admit that when a melody begins 

on a downbeat there is always an implied anacrusis before it, 

and this anacrusis is equivalent to our arsis, or élan. 

199. d) The rhythmic starting point, arsic or thetic. We have 

said that a melodic start on an arsis or up-curve, always presup- 

poses a preliminary thesis or arrival of the motor-rhythm. There- 

fore, to include in a single statement the whole question of 

rhythmic beginnings, we need only say that every starting note, in 

the movement of sound, be it arsic or thetic, always presupposes 

this preliminary motive power. 

If this starting point be an élan, an arsic composite pulse, the 

preliminary gesture of our chironomy will be thetic. In order to 

rise, one must start from below. The hand moves from left to 

right. 

Lig. 127. 

(1) This phenomenon, so common in modern music, is thus described by 
Matthias Lussy : “A rhythm can begin or end on any beat of the measure, 
whether strong or weak; indeed it may begin on any part or fraction of a 
beat. It is only the final rhythm that must end, necessarily, on the beginning 

of a beat”. M. Lussy, 7razté de Pexpression musicale, p. 22-23. Paris, 1874. 
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If, on the contrary, the starting point is a thetic composite pulse, 
the preliminary gesture of our chironomy will be arsic, for, in 
order to alight, one must start from above. The hand still moves 
from left to right. 

Ve- sti- mén- tum 

Fig. 128. 

200. The fundamental reason for all this is that the prelim- 

inary movement to which we give visible form is but an 

outward expression of the inward movement felt by our whole 

being which begins with the beginning of life itself — for life is 

movement. 

In all this, there is an organic unity. 

First, at the base of all else, there is the general rhythmic 

sense which animates our whole being. 

Then, that spontaneous motor-rhythm which precedes, prepares 

and presses forward toward the sound-rhythm that is to come : 

and this silent motor-rhythm is in closest accord with the sound- 

rhythm which it prepares; the gesture of our chironomy is merely 

its plastic representation. 

Finally, comes the movement of sound, rhythmic and melodic, 

which, in turn, is represented faithfully by the gesture of the 

choirmaster. 

201. e)A series of simple gestures and their graphic represent- 

ation. Before undertaking the study of composite gestures, we 

should familiarise ourselves with the simple ones, which, when 

they succeed each other in regular sequence can be represented 

by the figure eight (8) in a horizontal position, with the loop on 

the left side higher than the loop to the right. 
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The student should practise this gesture, rhythmically, until it 

is perfect. 

: ARTICLE 4. — COMPOSITE GESTURES. 

202. Simple gestures having been made clear, we can consider 

composite gestures. We shall no longer speak of the preliminary 

motive gesture, which is always implied. 

a) Composite arsic gestures. As the simple arsis has been 

indicated by the following graphic curve outlined by the hand, 

Ge 
Bbint 

fig. 130. 

$e 

the double arsis is shown by the same curve repeated, the second 

rising higher than the first. 

ARSIS ArRsIs THESIS 

m4 | 
——6 6 —-@ 6. ——--@--— 

' ' t 

fig. 131. 

The loop represents the point of fusion of the two rhythms. 

If there were a triple arsis the same curve would be repeated 

three times, on a slightly higher plane each time. 

203. 6) Thetic composite gestures. The double thesis is repre- 

sented as follows : 

ARsIS TuHEsis THESIS 

ssa ak as 
Wes 374 5 

fig. 132. 

After the arsis (note 1-2) the hand curves downward on the 

first thesis (3), rises gently on note 4 and glides smoothly along 
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the last thesis (5). A succession of three theses is not unusual in 
the broad rhythms of the Gregorian melodies. 

204. A rhythm may have a composite arsis and also a com- 

posite thesis, and the gesture must follow the flow of such 

a rhythm. 

ARSIS ARsIS THESIS THESIS 

eee 
' 1 ' 1 

Fig. 133. 

The distinction between the gesture for a composite arsis and 

that for a composite thesis is self-evident, since a loop always 

indicates a new arsis, a fresh lan, while a descending curve that 

undulates is the sign fora new thesis. When the gestures are 

properly made, no confusion is possible. 

205. The best way to grasp the principles of chironomy, and 

the quickest, is to study the diagram on the opposite page, with 

the explanation. As the student advances in the study of rhythm 

and of choir direction, he will understand its importance and the 

significance of its arrangement. He should refer to it constantly 

because it pictures various undulations, rhythmic and dynamic, 

which are found with only slight variations, in all Gregorian 

phrases. 

Noe 702. — 9 



CHAPTER X. 

RHYTHM AND MEASURE. 

ARTICLE 1. — THE DIFFERENCE BETWEEN RHYTHMS 

AND MEASURES. 

206. It is now easy to grasp the profound differences that exist 

between a rhythm and a measure, the latter being equivalent in 

Gregorian chant to a composite or group-pulse (duplex or triplex) 

(217). 

ao ever | 
Fig. 134. 

The points of distinction stand out clearly in the following 

diagram : 
INCISE 

SIMPLE RHYTHM SIMPLE RHYTHM SIMPLE RHYTHM 

Ones GN 
Titer ae ae a 

MEASURE MEasSURE 

or COMPOSITE PULSE or COMPOSITE PULSE 

Fig. 135. 

207. First difference: Each elementary rhythm is placed 

astride of the bar line, whereas each measure is enclosed within 

the limits of two bars. 

208. Second difference, a consequence of the first : each 

elementary rhythm ends on the first pulse of the measure, on the 

rhythmic ictus beyond the bar line: whereas each measure begins 

on the rhythmic ictus just mentioned, and ends inconclusively 

before the next ictus, ending as it does inside the bar line. 

These two points of difference are but the exterior and graphic 

manifestation of a distinction which is essential and profound. 

209. Third difference : Rhythm is an organism, complete, 

self-sufficient and perfect. This is particularly true of composite 
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rhythm and the broad rhythm of a complete phrase. Rhythm is 
an entity with an individual life, its members properly propor- 
tioned and functioning harmoniously, and to this life nothing is 
lacking. The rhythm has its beginning, its flight (arsis) and 
its ending (thesis) and it gives the impression of an organic 

whole, complete in itself, and arriving ata solid point of repose 

for its ending, whether that point be one of momentary and 

passing support or of permanent and final conclusion. 

A measure — or composite pulse — on the other hand, is incom- 

plete, rhythmically speaking. It is only a part of a rhythm, 

an isolated unit which has no fixed place in the rhythm as a whole. 

It is like a stone, cut and polished, awaiting its place in the 

general structure. It is like a human limb which, if detached 

from the body, is deprived of all movement and life. 

210. In the following diagram, we have a measure of two 

pulses and another of three (A Fig. 136). Let us see the various 

characters which rhythm can impart to this little group. 

A {—- se ata or — +44} — 

is ss feats 5 
MEASURE MEASURE 

DS ARSIS N 

2 ee Mee ac seni eee 2 pean aS See 
MEASURE MEASURE 

CN : THESIS 
ening cf ft » Aj fat — 

MEASURE MEASURE 

Cans Say Cie On 

Arsis or THESIS Arsis or THESIS ‘ 

D { pi | As eee or Af dee ‘= 

— j MEASURE 

Fig. 136. 

In line B, the rhythm gives it the character of an élan, an 

arsis, a beginning. 
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In line C, the rhythm makes of it a resting place, an arrival 

or feminine thesis. 
In line D, the rhythm places the measure in the center of a 

rhythmic member where it may become either an arsis or a thesis 

according to the requirements of melody and text. 

211. Fourth difference : Rhythms are indivisible, and the two 

moments which make up a rhythm are as inseparable as the act 

of inhaling and exhaling when we breathe. One follows the 

other of necessity. In the same way, the continuity of arsis and 

thesis in a rhythm cannot be broken; the thesis, or repos, being 

the indispensable complement of the arsis-élan. Thus a ball, 

when thrown in the air, must drop to its cadence, its thesis. 

A measure, on the contrary, is divisible, though it need not 

always be divided. In the examples used above, the pulses 

making up the measures (duplex or triplex) were closely united 

so as to form a metrical entity, that is to say, a single composite 

pulse, and this form was imposed by the rhythm itself. But in 

the example below, one of the duplex measures will be broken up 

into two sections by the rhythm. Such divisions occur frequently. 

Sie hoe 
im ’ 

DupLex MEASURE 
BELONGING TO TWO RHYTHMS 

Fig. 137. 

oo 
ay | 
8 

—@— 

' 
peu es 

In this example, the fifth measure belongs to two rhythms : 

its first note is the thesis of the preceding rhythm, while its last 

note is the arsis of the rhythm that follows. 

Rhythm can do what it likes with the measures; it can unite 

or separate the elements at will, and all this quite simply and 

naturally. 

ARTICLE 2. — THE RELATION BETWEEN RHYTHM AND MEASURE. 

212. A measure, in itself, is nothing. It owes its existence 

solely to rhythm. Like footprints in the sand which assume the 

passage of a man, so the measures in music assume the rhythm 

which has created their form. The forward movement of rhythm 
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may be compared to the steps of a man and the first pulse of each 
measure to the trace of his footprints. 

213. But this first pulse of a measure, this ictus, is the last 
pulse of a rhythm (elementary or composite). In-other words, 
the true characteristic of this ictus which begins a measure, 
whether it be strong or weak, is that it is a point of arrival, 
rhythmically, before becoming a point of departure metrically. 
Wherever, then, the rhvthm stoops and touches ground, wherever 
it leaves a footprint no matter how faint, there, at that point, 

we have the beginning of a measure. Rhythms and measures 

are linked and interwoven. 

RHYTHM RuvTum RHYHTM 

| 
‘ i 

! 

aa hahaa ‘ 
Sipes Mie ae 

MEASURE MEASURE 
07 COMPOSITE PULSE 07 COMPOSITE PULSE 

Lg. 138. 

214. Rhythm generates the measures and determines their 

duration. The steps of the rhythm may be in duplex or in triplex 

time; they may be always of equal length, as in measured music; 

or they may be of unequal length, as in the free rhythm of 

Gregorian chant. In all these matters, rhythm is the master 

who varies the length of these strides at will. 

215. This law of movement by duplex or triplex steps is 

often explained by assuming a metrical necessity — so-called — 

of a purely dynamic nature. It is claimed that the ear demands 

the periodic recurrence of a strong beat every two or three pulses 

to enable it to group into measures the disordered mob of indi- 

vidual sounds and scattered units. This is the common theory. 

But, in reality, the thing which the ear craves is not force but 

a sensation of periodical repose, whether the latter takes the form 

of length or merely of a delicate sense of support, a- certain feeling 

of poise which is needed every two or three pulses. It is this 

sensation of poise or of repose, not a sensation of force, which 

guides the ear in its grouping of individual pulses by twos and 

threes; it is this sensation, this inner necessity, that leads to the 
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formation — not of mere measures — but of living and complete 

rhythms created out of the scattered dust of the basic pulses. 

216. Measures, thus conceived, have a character wholly at 

variance with that which modern writers would give them, and 

which assumes the following traits : 

a) A strong first beat, or downbeat, a metrical ictus; 

b) which recurs every two or every three pulses ; 

c) and which must appear at equal distances from each other. 

Of these three traits, only the second can stand before the light 

of facts, and, even so, must be transformed and re-stated. 

For where these modern writers see only an up-beat, a last 

-pulse of a measure, there we see a beginning, an élan, a first 

pulse (be it simple or composite) of a rhythm. 

Where the modern writers see a strong beat, a downbeat and 

a first beat of a measure, there we see an arrival, and ending, 

a point of repose and a /ast pulse of a rhythm. 

217. Since, in Gregorian chant, the measure can never exceed 

three basic pulses, we prefer to call it what, in reality, it is : 

a composite pulse, duplex or triplex, of the rhythm. The term 

measure may be used by those who prefer it, but only if it be 

understood in the following sense : ‘ 

A measure is nothing more than a part of a rhythm, being 

merely the space contained between two rhythmic ictus, and is 

therefore incomplete rhythmically, beginning as it does, on one 

ictus and ending before arriving at the next. 

Laas 

Teas ea 
MEASURE 

fig. 139. 

a) The ictus of beginning on the first pulse of the measure, is 

also an ictus of ending, the point of arrival of the preceding 

rhythm. The ictus can be strong or weak according to the 

character of the phrase and the rhythm as a whole. 

b) This ictus occurs every second or third pulse and between 

these points of support a lift or élan is necessary. 
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c) This ictus appears at equal distances in the type of rhythm 
known as measured, and at unequal, irregular distances in the 
type known as free rhythm, which is the rhythm of Gregorian 
chant. 

Consequently this conception of the relation between measures 
and rhythm applies with equal force to both types mentioned 
above, — to free rhythm and to measured rhythm — provided 

the latter keeps within the bounds of the ordinary laws of normal 

movement. That rhythm can. break loose from the laws of 

a calm, serene, and well-ordered movement, we are well aware. 

We know that it is capable of expressing all the feelings that 

sway the human heart, from that quality of ordered impulse and 

serenity which distinguishes the Christian soul in the singing 

of the divine office, all the way to the extreme manifestations of 

passion, violent and chaotic. For ‘‘there is no element in art 

where the relation is closer between the thing to be expressed 

and the means of expression than is the case with rhythm; the 

relation appears baldly and stripped of all artifice, since movement 

is a form of expression which is understood by every living 

being ’’ (1). Rhythm, indeed, possesses endless resources with 

which to translate the violent, disturbing shocks of passion. But 

nothing more clearly proves the existence of the fundamental 

laws of rhythm than these very disturbances; for the sense of 

shock is produced by the very fact that a rhythm has deliberately 

broken away from the law that normally governs its flow. The 

unnatural gait of a lame man, laboriously limping in triplex time 

shocks us only because our standard is fixed by the gait of 

a normal man who walks in duplex time. 

(1) GEVAERT, Histoire et théorie de la Musique de Vantiquité, II, p. 118. 
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SYNCOPATION. 

218. ‘ Though syncopation is never found in Gregorian chant, 

a clear idea of its nature will throw further light on what has 

been said already, and will prevent the student from falling into 

errors of interpretation. 

219. Syncopation can be defined as an interruption of the 

regular succession of arses and theses in the rhythmical flow. 

Such interruptions can be produced in various ways. 

a) Syncopation between the arsis and thesis of a rhythm by fusing 

the two into a single note. 

The following series of simple rhythms, for instance : 

GON eae 
ee 

e, e, a e: 

fig. I40. 

would be syncopated if presented as follows : 

¥ Pe 
eS eae ena ee a —— 

a, 

Fig, r4t. 

In this case the syncopation is brought about by the suppression 

of the rhythmic ictus of thetic nature on the first pulse of each 

measure. This suppression produces a fusion of the arsis and the 

thesis of the rhythm. The effect on the ear is to deceive our 

expectation of a normal pulse. It produces a rhythmic shock, 

which is the essential character of all syncopation. One can 

compare this shock to a false step in walking, or to the sensation 

of the walker who does not find a solid place to lay his foot at the 

normal distance of his stride, and is forced to reach out further 

for a foothold. 
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220. The common theory regarding syncopation is that it 
depends upon the supposed intensity of the first beat of the 
measure, and can only occur (in modern music or in polyphony) 
when there is an intensive first beat. This in an error, for synco- 
pation can be produced as easily in a series of rhythms with light 
ictus (A) as in a series with strong ictus (B). : 

pease > 2 ol 

eee ere es 
=e > eee a 

fig. [42. 

If the above rhythms be syncopated as those in Fig. 141, 

the effect is produced in both cases, not by the suppression of 

a strong beat, but by the suppression of the thetic ictus, be it 

strong or weak. The relative intensity of the ictus cannot here 

be in question, since we are not considering a matter of degree in 

the force of an ictus, but its complete suppression. The suppres- 

sion of the thetic ictus is what causes the syncopation. 

221. The shock resulting from the syncopation, however, can 

be more or less violent. In a composition where the first pulse 

of each measure is strongly and regularly marked with a dynamic 

pressure, the effect of the syncopation will be correspondingly 

violent; all the more so if this stress be thrown back upon the 

previous up-beat or arsic pulse of the rhythm, as is customary in 

such cases. Then, to the rhythmic upheaval which already 

shocks the ear, there is added a harsh dynamic jerk which rein- 

forces the chaotic effect already produced by the rhythmic up- 

heaval. On the other hand, when the rhythmic flow is free from 

dynamic beats and regular stress; when the up-beat is relatively 

strong and the downbeat, relatively delicate, as is the case in the 

compositions of Palestrina and Josquin de Pres, syncopation takes 

on another aspect. It remains a rhythmic anomaly but nothing 
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more. Intensity does not enter into the question, and the synco- 

pations are gentle and almost hidden, giving the impression of 

a mere intertwining of the rhythms among themselves, which 

effect, if it be not carried to excess, is agreeable and adds a certain 

variety and grace to a melody. 

222. Another manner in which the normal rhythmic flow can 

be interrupted is as follows : 

b) Syncopation between the thesis and arsis in rhythms of three 

pulses. This disruption takes place when the ordinary length 

and weight belonging to the arsis and thesis respectively is 

inverted. In elementary rhythms, the regular order, as we know, 

is as follows : Gne pulse at the arsis and two at the thesis : 

SS SS ArsIS THESIS A. Tu. 

pa ee Bd aa Jes 
I 2-3 I 2-3 I 2-3 

fig. 143. 

The following figure shows an irregular arrangement, namely : 

two pulses at the arsis and only one at the thesis. 

ARSIS THESIS A. Tu. A. ali e 

| | | | | | 
— and Sarria e ae eo rare —e eae 

| I 2- | r 2-3 | | I 2- 3 | 

MEASURE MEASURE MEASURE 

Fig. 144. 

The second pulse of the triplex measure (Fig. 144) which 

normally belongs to the thesis of the rhythm, as in Figure 143, 

now becomes the starting point of an arsis, which is thus anti- 

cipated by a pulse, and breaks the normal sequence. The synco- 

pation, in this case, is caused by the fusion of the second note of 

the normal thesis (Pulse 2 of the measure) with the note of normal 

arsis (Pulse 3 of the measure). Once more we feel a sense of 

shock, of unpleasant surprise, similar to the sensation in walking 

when, after the thesis of one footstep, the next is interrupted by 

stumbling against an obstacle placed in our way too soon, so that 

the foot has no time to rise or to stride forward. 
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Even should the long note of Figure 144 be split up into two 
distinct pulses, each one with its individual ictus : 

Nee 
ha a} lp. 

Fig. 145. 

the grouping would remain irregular, with two notes at the arsis 
and only one at the thesis, and the syncopated effect would be 

practically unchanged. However, during the course of a melody, 

effects such as these may be tolerated occasionally, on condition 

that the disposition of notes, words, the pronunciation of. the 

vowels and a skillful rendering shall combine to conceal. the 

irregular grouping of the pulses. The effect upon the ear, in 

such cases becomes : 

33 ee instead of : ASA a IES eS 
1 1 

Fig. 146. fig. (47. 

223. Thus, even without fusion, the grouping of individual 

notes can create the impression of a syncopation when the manner 

of their grouping contradicts those fundamental laws of rhythm 

which we have described in the previous chapters. 

224. For a measure of three pulses, in simplex time, the only 

natural grouping is as follows : 

A. Tu. 

a i} $4 ft 

I 2-3 

ee Aci ne 
Fig. 148. 

namely~: one pulse at the arsis and two at the thesis. 
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In composite time, we can have the following arrangement : 

oS 
1 

fig. I49. 

provided that the three individual pulses shall form a single 

composite or group-pulse. 

225. Syncopated effects are wholly foreign to the spirit of 

Gregorian art, whether in the center of phrases or at the cadences. 

The shock, the agitation produced by a syncopation is positively 

repugnant to the perfect order and peace which is the essential 

character of the liturgical melodies (1). 

(1) See an excellent article by M. G. Bas : La sincope e l’accompagnamento 
del canto gregoriano. Rassegna Gregoriana, Luglio-Agosto. 1907. Col. 303. 
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