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IS MODE REAL?!
Pietro Aron, the octenary system, and polyphony

by HAROLD POWERS

In English-language college and music school catalogues one often finds a
course listed under the name of ,Tonal counterpoint®, whose subject matter
we would understand to be polyphonic music by or in the manner of J. S. Bach.
Each of the two words in the course title ,Tonal counterpoint“, moreover,
implies a polar counterpart. The word ,counterpoint” forms a familiar con-
trastive pedagogical pair with the word ,harmony", and in any college or
music school catalogue where ,Tonal counterpoint® appears as a course title
one can be sure that ;Harmony*“ will also appear somewhere as a course title;
and though the course title is usually given without any limiting adjective,
the expression ,Tonal harmony“ is implied. And more than that, when a
course is listed as ,Tonal counterpoint® (rather than merely ,Counterpoint®),
one may well find listed another course entitled ,Modal counterpoint®. The
adjective ,modal® is included to indicate that the subject matter will be
counterpoint not in the style of Bach but rather in the style of Palestrina, or
at least some version of the 18th-century Fuxian simulacrum of it. The im-
plication is that Palestrina’s counterpoint is ,modal® in the same way that
Bach’s is ,tonal“; the words ,modal“ and ,tonal“, in short, form another
familiar contrastive pair.

Each of these explicitly contrastive pairs-both the two nouns in jharmony*
versus ,counterpoint® and the two adjectives in ,modal“ versus ,tonal“-is a
spurious opposition of terms, spurious in that the terms in each pair are
heterogeneous: the notions each identifies belong on different planes of
discourse. One of the terms in each pair, in its simplest sense, implies an
objectively describable phenomenon — ,counterpoint” and ,tonal® — while the
other refers to a theoretical construct: Sharmony“ or ,modal®.

I need not dwell on the familiar (and spurious) coupling ,harmony and
counterpoint®. The word ,counterpoint” denotes a discipline and a technique:
a counterpoint text, be it ,tonal“ or ,modal”, is at base a cookbook of voice-
leading procedures. ,Harmony", to the contrary, connotes a theory about the
existential nature of simultaneities and their proper succession, no matter

! This essay originated in a paper read at the annual meeting of the Society for Music Theory
in Vancouver, November 1985. It has been presented in various revisions several times
since, including the colloquium ,Tonal coherence in pre-tonal polyphony* held at Princeton
in April 1987. This version was presented at the colloquium ,Modus und Tonalitdt“, held at
the Schola Cantorum in Basel in March 1991. Its content, considerably rearranged, will form
part of a book in preparation entitled Is mode real? Tonal coherence in pre-tonal polyphony,
under contract with the University of Chicago Press.



how many rules of thumb for doing exercises may be prescribed by some
particular propounder of a harmonic theory. A bass note or a bass line is
concrete: a chord root or a labelled chord succession is a construct. Counter-
point texts tend to resemble one another both in the underlying principles of
voice-leading they espouse and in the kinds and orderings of rules they
provide, but no one could accuse the harmony texts of, let us say, Heinrich
Schenker and Hugo Riemann, or of Allen Irvine McHose and Walter Piston —
or for that matter, of Arnold Schoenberg, Paul Hindemith, and Roger Sessions
— of being mutually compatible, either in premise or in practice.

The contrastive pair of adjectives ,modal“ and ,tonal® is similarly heteroge-
neous: the words do not belong on the same semantic continuum. As an
abstract term, ,tonality®, without a definite or indefinite article, can of course
be very theoretical; we need only recall Fétis’s multiple significations for
tonalité even within the confines of Western European musical history, his
evolutionary sequence of musiques unitonique, transitonique, pluritonique,
and omnitonique.> But when the word occurs with either a definite or
indefinite article it becomes a simple description: the expression ,a tonality*
or ,the tonality®, applied to Western classical music of the so-called ,com-
mon-practice” period, has no speculative overtones. The adjective ,tonal®, as
in ,tonal music® or ,the tonal system®, carries this same restricted sense in
Western music-theoretical discourse, ,tonal® being used to distinguish music
that can unequivocally be discussed in such terms as F Major, d minor, or C
Major, from music that cannot, such as ,atonal“ or ,modal“ music.

If we could interview three theorists of the late 19th century, of no matter
what ontological or epistemelogical bias — let us say, Hugo Riemann, F. A.
Gevaert, and Ebenezer Prout — and ask each to name the tonality of Beethoven’s
Pastoral Sypmphony or Tempest Sonata, their answers would agree: F Major
and d minor, respectively. Or if we were to show each a diatonic movement
or piece, of the period 1750-1850, with no key signature and a final root-
position Major triad having pitch-class C in the bass, they would agree that
those rudimentary and purely objective features — diatonic content, no key
signature, final C-Major triad — minimally marked ,the tonality“ of the item
as ,C Major“. But let us imagine some item of 16th-century vocal polyphony
with the same rudimentary objective markers — that is, diatonic content, no
key signature, and a concluding root-position C-Major triad — and let me add
even one further restriction: the piece is set in the so-called ,chiavette” (clefs
g, ¢, ¢, F,). Now if we could ask three theoretically sophisticated musicians
of the late 16th century to name the mode of that piece, we might get three

* F.J. Fetis, Traité de la théorie et de la pratique de I’harmonie ... 10¢ ed. (Paris 1872): Fetis’s

fourfold sequence of ,tonalités® is summarized at the end of the preface, xliii, and elaborated
in detail in Book III, 151-200.
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different answers altogether. Orlando di Lasso’s student Leonhard Lechner
would call such a piece mode 6, Hypolydian if you prefer.® Pietro Aron’s
disciple Aiguino would call such a piece mode 7, that is a variety of Mixolydian
with an  extraordinary“ final on c¢’.* And for Heinrich Glarean’s follower
Alexander Utendal, the last piece in his ,Seven penitential psalms .. plus five
themes .. from the prophets .. accommodated .. to the twelve modes of the
Dodecachordon®, with the same minimal markers, was Hypoionian, that is
mode 12.°

Conflicting modal assignments for compositionally ordinary 16th-century
pieces, in short, while not common, are by no means unknown and unthink-
able, whereas the tonality of any piece from 1750 to 1850 is hardly likely to
be controversial; the interesting cases are those few in which a piece begins
in one key and finishes in another, of which perhaps the most celebrated
instance is the Chopin Second Ballade.® This suggests that modality and
tonality may be different kinds of phenomenon, and therefore not related
through any of the simple evolutionary sequences to which we are today

3 See Lechner’s letter of 8 August 1593 to Martin Crusius, published by Georg Reichert as a
supplement to his ,Martin Crusius und die Musik in Tibingen um 1590, Archiv fiir
Musikwissenschaft 10 (1953), 210-12; the C-tonality in high clefs as mode 6 is illustrated on
PRl

4 Aiguino, [lluminato, Il tesoro illuminato di tutti i tuoni di canto figurato (Venice 1581),
72", Josquin’s ,Comment peult avoir joye“, an actual piece so marked and categorized this
way by Aron himself as representing mode 7, is discussed below; its tenor is shown in
Example 10.

5 For a discussion of Utendal’s Septem Psalmi penitentiales, adiunctis ex prophetarum
scriptis orationibus eiusdem araumenti quinque, ad Dodecachordi modos duodecim - in
contrast to Lasso’s Psalmi Davidis poenitentialis, modis musicis redditi ... his accessis
psalmus Laudate dominum, composed to represent the traditional eight modes of the
Church - see Ignace Bossuyt, ,Die ,Psalmi poenitentiales’ (1570) des Alexander Utendal®,
Archiv fiir Musikwissenschaft 38 (1981), 271-95. Josquin’s ,Comment peut avoir joye“ —
assigned by Aron to mode 7, as noted in note 4 above — was assigned by Glarean himself,
with the contrafactum text ,O Jesu Fili David®, to the Hypoionian mode [mode 12], in Book
III Chapter 23 of his Dodecachordon.

¢ The dual tonality is of course part of an overall violent contrast that includes meter, tempo,
and dynamic level. The assumption that a piece of music normally belongs to a single
tonality ensures that the difference in key between the first and last movements of multi-
movement tonal pieces such as Mahler’s Fifth Symphony (c# minor and D Major| or Ninth
Symphony (D Major/minor and Db Major) are explained away as initial tonicization of
leading tone in the one case and of Neapolitan second degree in the other, or otherwise
accounted for. The convention of consistency in tonality in our thinking, and of tonality
with finality, is so strong that even operas are often analyzed in terms of a single tonality;
the first volume on Der Ring des Nibelungen of Alfred Lorenz’s four-volume Das Geheimnis
der Form bei Richard Wagner (1924-33) interprets the Eb Major with which Das Rheingold
begins as dominant of the dominant of the Db Major in which Goétterdimmerung, as well
as Das Rheingold, ends.
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accustomed, such as: ,the modal system was displaced by the tonal system*;
or, ;,modality evolved into tonality*; or, ,the ancestors of our Major and minor
scales were the Ionian and Aeolian modes®. In two earlier studies I have
argued at length that the ontological and epistemological statuses of modes in
16th-century European music vis-a-vis Major and minor tonalities in 18th-
century European music are entirely different and incompatible — that they
exist on different planes — and I have urged that we abandon the casual and
unthinking habit of using modal terms and names with reference to any and
all 16th-century polyphonic tonalities, in any and all contexts.” We use a
modal term or name at one moment for our own referential convenience, in
the next moment with reference to some medieval or Renaissance theorist,
and at yet another moment to refer to some manifest compositional represen-
tation of a member of an octenary or dodecachordal modal system. The terms
,mode“, ;modal® and ,modality”, in fact, have come to be used so broadly and
so loosely that they have lost their usefulness for musical scholarship of
many kinds, not just for Renaissance polyphony, but just as egregiously in
discussions of musics outside the sphere of European art music.

In short: the answer to the rhetorical question in my title — ,is mode real?“ -
is ,no“: at least, ,no“ in the sense in which the term ,mode" is customarily
used in connection with Renaissance polyphony. A 16th-century piece is not
in a ,mode” that is part of a ,modal system®“ in a way analogous to the way
an 18th-century piece is necessarily in a ,tonality“ that is part of the ,tonal
system”. That is not to say, of course, that a piece of 16th-century polyphony
has no tonality. I would certainly assert that 16th-century tonalities do exist,
and that they are not 18th-century tonalities; I only urge that they not
indiscriminately and unthinkingly be called ,modes®. In the two essays of
mine just mentioned (see note 7) I offered the term ,tonal type“ to designate
tonalities manifested in later 16th-century polyphony. Those tonalities are
minimally marked —I stress, only minimally, and only marked, not character-
ized — by key signature, final triad, and cleffing. The term ,tonal type®, and
the classificatory concept to which it refers, are of course not mine; they
originated with the late Siegfried Hermelink.® I would hope it unnecessary to
insist that neither by him nor by me would key signature, cleffing, and final
triad be regarded as all there is to a 16th-century tonal type; they are merely
indicators of a tonality, like the key signatures and final triads of pieces by
Beethoven in F Major, d minor, or C Major. Hermelink had already begun to

,Tonal types and modal categories in Renaissance polyphony,“ Journal of the American
Musicological Society 34 (1981), 428-70; reprinted in The Garland Library of the History of
Western Music (New York 1985), Vol. 4 (Renaissance music 2), 98-140; and ,Modal represen-
tation in polyphonic offertories,“ Early Music History 2, ed. Iain Fenlon, Cambridge 1982,
43-86.

8 Siegfried Hermelink, Dispositiones modorum (Tutzing 1960), 11-16.
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show us how much might be done analytically in his particular frame of
reference through his summary study of Palestrina’s cantus parts in general
and his sampling of those of the tonal type g, - -D in particular.’

A ,tonal type“ is not a ,mode"“. Its minimal markers designate the basic
parameters of one or more ,pre-tonal® tonalities, just as a one-flat key
signature designates F Major or d minor in ,common-practice“ tonal music.
The surface manifestations of 16th-century polyphonic tonalities — diatonic
substance, triadic texture, distinction of accented and unaccented disso-
nance, articulation through cadences based on (upper and lower) leading-tone
resolutions — are much like those of 18th-century polyphonic tonalities. But
while those surface resemblances are certainly part of a general continuity,

? See Hermelink 1960, Chapter 5 (pp. 100-43) in general, and pp. 105-11 in particular.

Hermelink’s designation of the tonal type g,- § -D as ,H-Dorisch® is a consequence of his
theory that pieces notated in high cleffings, the so-called ,chiavette® - typically g, -c,-c,-F,
— would actually have been sung within an overall compass the same as those notated in
standard cleffings - typically C -c,-c,-F, - that is, roughly a minor third lower than notated.
That the overall range of actual frequencies a choir as a whole had to cover would have been
quite narrowly constrained is obviously true, but Hermelink’s discussions of notation as
transposition make sense only if vocal notation of the time be taken as corresponding to
some kind of approximate but actual acoustic compass represented by the notated compass
covered in standard cleffing. This in turn implies that the medieval/Renaissance notational
frame — what I have called the Guidonian diatonic — was practical rather than conceptual,
which was of course not the case. During the late 16th and early 17th centuries the dual
conceptual symbolic scheme of litterae A-B-C-etcetera combined with voces ut/do-re-mi-
etcetera, vocal in origin, was imperceptibly shifting over into a pair of practical symbolic
schemes tied to the keyboard as model, where the nomenclature of scale degrees did have to
be tied to actual pitch levels on whatever organ or other keyboard instrument was being
used. The set of litterae and the set of voces both survived, but divorced from one another:
the litterae in the nomenclature of Germanic-language musical cultures, the voces in the
nomenclature of Romance-language musical cultures — but this goes beyond present con-
cerns; it will play a role in the chapter ,From psalmody to tonality“ of the book Is mode real?
tonal coherence in pre-tonal polyphony, in preparation.
Hermelink himself set great store by his ,transposition“ theory, and the general rejection of
his arguments on this aspect of the matter has almost completely, and most unjustifiably,
overshadowed his revolutionary contribution to theoretical and analytical understanding of
Renaissance vocal polyphony. Hermelink’s analytical approach to Palestrina, quite properly,
is primarily through the shape and structure of melodic contour, compass, and emphasis.
The same is also largely true for the analyses scattered through my articles ,Tonal types and
modal categories“ and ,Modal representation in polyphonic offertories“ (references in note
7 above), and the analyses in my essay ,The modality of ,Vestiva i colli’,” in Studies in
Renaissance and Baroque music in honor of Arthur Mendel, ed. Robert Marshall (Kassel/
Hackensack 1974), 31-46, translated as ,La modalita di ,Vestiva i colli’“, in II madrigale tra
cinque e seicento, ed. Paolo Fabbri (Bologna 1988), 189-206. An extension of Hermelink’s
analytic approach to the works of Orlando di Lasso, suitably adapted to Lasso’s rather
different approach to the use of vertical sonority in its own right, may be seen in Horst-Willi
Gross, Klangliche Struktur und Klangverhdltnis in Messen und Lateinischen Motetten
Orlando di Lassos (Tutzing 1977).
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that continuity is not from ,the modal system* to ,the tonal system*, nor yet
from individual ,modes” to individual ,tonalities®; it is a continuity from
16th-century tonalities through to 18th-century tonalities. I would argue that
not only do 16th-century tonalities exist, but that certain individual 16th-
century tonalities are evolutionarily directly ancestral to certain individual
Major and minor tonalities of 18th-century music, not necessarily in one-to-
one correspondence, and to several more as well through evolving regular
transpositions for keyboard instruments. More than that, I would argue that
subtle differences among and within 18th-century tonalities are echoes of
more fundamental differences among their ancestral 16th-century tonalities,
minimally marked as ,tonal types”.

A ,mode, in the musical culture and discourse of Renaissance Europe, was
first and foremost a theoretical construct, a member of a closed and sym-
metrical system of musical categories. As I have tried to show in the studies
cited in note 7 above, a composition in a given tonal type was often used to
represent a mode with whose theoretical requirements its tonal type was
compatible. But to say that something represents something else, or that
something is compatible with something else, is not at all to say that
something is something else.

There are three quite natural reasons for confusing ,mode“ and ,tonal type“.
In the first place — or perhaps better, in the last place — from the second quarter
of the 16th century onward, composers themselves came more and more to
make a conscious use of tonal types in an orderly way, to represent the
members of modal systems for symbolic or didactic purposes, originally as a
reaction to the interest shown by humanists and musical theorists in the idea
of modal affect as a necessary or desirable property of music, later on in other
ways.!0

In the second place, musical theorists did more than merely propound
modal affect as a basis for musical effect; in several notable cases they
borrowed, adapted, or modified notions about monophonic modality from
medieval traditions and humanistic researches, in serious attempts to ac-
count for the pitch relationships and structures of polyphony in purely
technical terms. For such purposes, modal theory was the only existing
sophisticated analytic theory to which they could turn.

Finally - or better, originally — the ultimate raw material both of mono-
phonic modal theory and of polyphonic compositional practice was the same:

0 For the use of modal representation as ideological affirmation of Counter-Reformation
pieties, see my ,Modal representation in polyphonic offertories”, cited in note 7.
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it was the conceptual system of pitch relationships to which all musicians
were brought up and which all took for granted, a system that was not only
pre-compositional but also pre-theoretical. I call this conceptual model the
,Guidonian diatonic®, because it was generally attributed to Guido of Arezzo
in the later Middle Ages and Renaissance, and it was diatonic. Margaret Bent
has called it ,musica recta“; in a particularly vivid metaphor, she pointed out

that
musica recta is not an arsenal of fixed pitches but denotes a set of relationships to a notional

norm of pitch stability that is more like a flotilla at anchor than a Procrustean bed or a pre-

tuned keyboard.!!

The resemblance of elements in the Guidonian diatonic, musica recta, to
elements in the post-17th-century European conceptual model of tonal space,
not to mention survivals in later European terminologies, should not blind us
to the drastically different premises of the Guidonian diatonic. Those premises
flow from its historical origin in vocal music, and are thoroughly confusing if
imagined in terms of its post-17th-century successor model for tonal space, a
model whose premises are of instrumental origin, with the keyboard as its
visual ground.

The Guidonian diatonic is illustrated in Example 1-A, a didactic diagram
taken from the Scintille di musica of Lanfranco, published in 1533. The
essential property of the system is the double nomenclature of Latin letter
(littera) and hexachordal syllable (vox). The letters represent the total collec-
tion available to musica recta, and all the potential ,real® musical relation-
ships within it. (The ,accidental“ sharps and flats of musica ficta have no
effect on the ,substantive“ relationships of musica recta: the distinction of
,accidence“ from ,substance®, originating in Aristotelian metaphysics, is
fundamental.) The complex of hexachordal syllables (voces) available for each
littera denotes the possible melodic roles that a single pitch-position in the
general background system, a littera, might have in specific musical contexts.
We could call them ,melodic” functions. We could even call them ,modal”
functions, but only if we mean ,modal“ strictly in its Aristotelian sense of
,contingent®. Better still would be to call a vox used in this way a ,tonal
focus” (I am grateful to Karol Berger for suggesting this term).

Example 1-B, also from Lanfranco,s Scintille, shows the diatonic species of
the fifth and the fourth, a heritage not from Guido but rather ultimately from
Boethius. The species of the smaller perfect consonances became important
elements in the late medieval Italian tradition of modal theory first known in
the Lucidarium of Marchetto of Padua, from which stem the basic modal
concepts of Lanfranco, Aron, Tinctoris, and many others.!*> As may be seen in

Il Margaret Bent, ,Diatonic ficta ©, in Early music history 4 (1984), 1-48, p. 10.

12 cf. the summaries in my essay on ,Mode” in The New Grove XII (London 1980), 392-5 and
404-06. The Lucidarium has since been edited and translated by Jan W. Herlinger, The
Lucidarium of Marchetto of Padua (Chicago 1985).
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Example 1-B, all three species of the fourth, and the first species and fourth
species of the fifth, span loci entirely within the Guidonian hexachord - that
is, none contains a tritone — rendering them unproblematic as loci for a
melodic tonal focus. The second and third species of the fifth, to the contrary,
do contain tritones and therefore require mutation. This ambiguity makes
them awkward as hexachordal loci for a vox that is to be used as a tonal focus.
But by a curious pragmatic anomaly, Lanfranco’s note printed around the
corner of the table asserts that the species of the fifth from littera F up to
littera c can still be regarded as an instance of the third species of the fifth if
the b-natural is replaced with b-flat, even though this makes it identical with
the solmization of the fourth species of the fifth from littera G up to littera
d: ut-re-mi-fa-sol in both cases. The b-flat is treated as though it were an ad
hoc change from cantus durus to cantus mollis, producing as it were a species
merely borrowed from the soft hexachord. Through this literally specious
device, the third species of the fifth from littera F up to littera C also becomes
a hexachordal species and no longer needs to mutate. This sleight-of-
[Guidonian|-hand avoids the tritone above the tonal focus in tonalities that
focus on littera F, not uncommon in chant and very common in polyphony,
while maintaining the fiction that F is still fa within the Guidonian natural
hexachord and therefore still within the traditional tetrachord of finals, D-E-
F-G.

The hexachordal species of the fifth and the fourth play crucial roles in the
melodic mechanics of 16th-century polyphony; they are essential determi-
nants in the individualities of the various Renaissance polyphonic tonalities.
They are also of course basic constructive modules in a number of European
modal theories, monophonic as well as polyphonic, though not in all.

*

The notion of mode has played a prominent part in Western musical thinking
in three historical periods, including the period from mid-15th to mid-17th
centuries, but it was always brought into play from elsewhere or earlier, as a
fully formed theoretical system, and applied to an equally well established
indigenous musical repertory and practice.'® The hidden fallacy behind no-
tions of modality in Western music in all three periods when it was promi-
nently in question turns on the familiar confounding of theory with practice,
with the curious wrinkle that the theory in question antedates rather than
postdates the practice to which it is afterwards proposed as an explanatory

13 This hypothesis is outlined in my ,Modality as a European cultural construct®, in Secondo
convegno europeo di analisi musicale: Atti, ed. Rossana Dalmonte and Mario Baroni (Trent
1992), 207-19. [Studi e testi]
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program. The octenary modal system of ,Gregorian“ chant grew out of the
contact of Carolingian Franks with Byzantium, at a time when much of the
Frankish liturgical repertory was already in place. ,Gregorian“ theories of
chant modality continued to be taught for many centuries; by the end of the
eleventh century two basic styles had developed. One we may call the
,Guidonian®“, which was based on final, ambitus, and repercussa (usually
identified with the tenor of the associated psalm tone), and which circulated
long and widely.'* Other modal theories arose that incorporated the species
of the perfect consonances as well — diatonic octaves, fifths, and fourths, with
or without repercussa — but the only consonance-species tradition of lasting
significance was the one to which Aron belonged, which first appeared in the
early fourteenth century, in the Lucidarium by Marchetto of Padua."

Until the middle of the fifteenth century doctrines of modality and rules for
polyphony coexisted in theoretical writings almost entirely without cohabit-
ing.'® But with the advent of Italian humanism and the importation of Franco-
Flemish musical traditions into Italy, musical theorists began to conjoin
modal theory with polyphony; from ca 1475 to ca 1675 Continental writers
trying to connect monophonic modal theories with polyphonic compositional
practices were legion, the most thoroughgoing being Johannes Tinctoris,
Franchino Gafurio, Pietro Aron, Heinrich Glarean, Herman Finck, Gioseffe
Zarlino, Gallus Dressler, and Pietro Pontio. There are only three independent
lines of thought, however. The modal doctrines of Tinctoris, Gafurio, Aron,
and even Pontio belong to that Italian tradition beginning with Marchetto’s
Lucidarium already mentioned. Zarlino’s modal constructions are, to put it
plainly but truthfully, plagiarized from Glarean. Herman Finck and Gallus

14 The Micrologus of Ornithoparcus (1517) purveys the purely ,Guidonian“ modal theory. It
was translated into English by John Dowland in 1609. The late appearance of this translation
of a long outmoded theoretical tradition, along with the annotation on the ,eight Tunes”
(paraphrased from Calvisius) in the second printing of Thomas Morley’s 1597 treatise A
Plaine and Easie Introduction to Practicall Musicke (ed. R. Alec Harman, London 1952/
1963, 300-04), are instances of a very late-blooming English curiosity about Continental
modal theories, and decisive evidence for English innocence of Continental attempts to use
or modify chant theory to explain polyphonic tonality. Jessie Ann Owens has begun
exploring English polyphony on the premise that the English were unacquainted with
Continental modal theory (or perhaps uninterested), and that they developed their own (non-
modal) ways of explaining tonal focusses in polyphony independently. Owens’s essay
,Towards a critical language for English music ca 1600“ (paper read at Yale University, April
1991) will in due course appear in print.

5 See Jan W. Herlinger, The Lucidarium of Marchetto of Padua: a critical edition, transla-
tion, and commentary (Chicago 1985), Tractatus XI, and especially the first part of capitu-
Ium 4 (pp. 394/95-416/17).

6 See my ,Mode as a European cultural construct®, cited in note 13, p. 211.
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Dressler constitute a late aftermath of a German ,Guidonian“ school of
theory, from which Glarean also started.!” Dressler made the most intimate
and coherent of all linkings of multi-part contrapuntal techniques with
octenary modal theory in his manuscript treatise of 1563.'® This fine and
original doctrine was unknown in its own day, however, and even Dressler’s
own Musicae practicae elementa (Magdeburg 1571), like the published trea-
tises of most of his German successors, merely follows Glarean.

Of all these writers, then, only Aron and Glarean are of major import as
theorists of polyphonic modality, in that 1) their work was well circulated, 2)
they presented original and coherent theories linking monophonic modality
with polyphonic practice, and 3) they provided copious instantiation for their
theories from the polyphonic repertory. In reading their work, however, we
must remember that they were theorists; we must treat them with proper
respect, as distinguished colleagues from another musical age, not as mere
informants. There is neither logical nor historical warrant for adducing
writings on mode by such as Aron or Glarean as evidence for how the matter
might have been conceived or understood by the many composers whose
works they cited so profusely, or by ordinary musicians of the period. Their
work is not testimony to common knowledge: quite the contrary, as each
made clear more than once during the course of his treatise on polyphonic
modality. Their work is creative and highly ingenious theorizing: how things
ought to be regarded, not how they were regarded.

By the last quarter of the 16th century composers were cognizant of two
basic modal theories, each with two or more varieties. The basic modal
system occasionally represented by the great masters — Rore, Lasso, and
Palestrina — had the eight modal categories of traditional chant theory.'
Various lesser musicians from time to time composed works demonstrating
their interest in one or another of the current twelve-mode systems; Alexan-
der Utendal’s ,Penitential Psalm and Prayers from the Prophets® cited above
(see note 5) is one instance; Claude Le Jeune’s Octenaires is another. Pieces
in one or another tonal type were often composed, in short, to represent a
mode in one or the other of the basic modal systems — but as I noted earlier,
to represent something is not the same as to be an instance of that something.
Let me offer a pair of illustrations.

In Example 2-A/B are reproduced two tabulations from the essay cited in
note 6. Example 2-A lists the tonal types of a group of pieces many theory
teachers, including myself, have used as models for students. They are the

'7 Cf. The New Grove s.v. ,Mode“, 399, 403-04.

'8 Praecepta musicae poeticae (MS treatise from 1563/64), ed. Bernhard Engelke, Geschichts-
Blitter fiir Stadt und Land Magdeburg 49/50 (1914-15), 213-50.

For a detailed survey of octenary modal collections, with references to primary and
secondary documentation, see my ,Tonal types and modal categories” passim (reference in
note 7).
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first twelve items, the texted ones, in Lasso’s Cantiones for two voices of
1577. The table shows the minimal markers of the tonal types. The natural
and flat signs under the rubric ,system* denote b-natural versus b-flat, that is,
no signature or a ,one-flat® signature, for cantus durus (the ,b-natural”
system) versus cantus mollis (the ,b-flat® system). The cleffings belong to two
sets of relative compasses. The ,standard“ combination (SATB) is present in
the c,/c, of items 1-2 and 6, and in the c,/F, of items 8-9 and 11-12. These clefs
slice out compasses from the Guidonian gamut that are relatively lower than
the compassses cut out by the ,chiavette combination, present in the g,/c, of
items 3-4 and 5, and in the c,/F, of items 7 and 10. The letter names of the
final octaves or unisons need no explanation. One can see from this table that
the distribution of members of the three classes of minimal marker — b-
natural versus b-flat, low ,standard“ clefs versus high ,chiavette®, and the
four pitch-classes D, F, G, and A used as finals — groups the pieces into eight
different tonal types. These tonal types are being used to represent the eight
modal categories of the Church’s traditional system. The four contrasted
concluding pitch-classes represent the four regular finals; three of them (D, F,
and G) are also instances of those finals, or of their octave equivalents. The
contrasted cleffings, cutting out higher versus lower compasses, represent the
ambitus contrast of authentics versus plagals; note that the plagal mode 2 is
in fact being represented as transposed an octave higher: it is not the literal
tessitura that matters, only the fact of the contrast.

Example 2-B shows seven tonal types used in another Lasso collection,
minimally marked in the same three features: signature, cleffing, and final.
They too represent the eight modes of the Church’s system in order - for that
we have the testimony of Lasso’s student Leonhard Lechner?® — but the
manner of representation is quite different from that of the didactic duos
tabulated in Example 2-A; only modes 5, 7, and 8 are represented the same
way. Modes 3 and 4 - authentic and plagal E-modes, Phrygian and
Hypophrygian — are collapsed together in this representation, a practice not
uncommon in modally ordered collections when the regular final E is being
used.?! The tonal types representing modes 1 and 2 have appropriate tessituras
for representing the authentic/plagal contrast registrally, but the final is G
and the system for both is cantus mollis with its b-flat signature. Finally,
what represents the authentic/plagal contrast for modes 5 and 6 is not
contrasting tessitura cut out by contrasting cleffings, for the cleffings — and
therefore the tessituras — are the same. The authentic-plagal contrast is
marked instead by contrasts in system and final: mode 5 is represented by a
high-tessitura quasi-F-Major, mode 6 by a high-tessitura quasi-C-Major. Ex-
ample 2-C shows the beginning of one of the two pieces representing mode 6
in this set, Lasso’s ,Surrexit pastor bonus®.

20 Reference in note 3.
21 See also Tables 4 and 6 in ,Tonal types and modal categories“ (reference in note 7).
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One sees from Examples 2-A/B how a single composer might use more than
one tonal type to represent a single mode.?> The contrary is also possible: as
in the case of the quasi-C-Major tonal type shown in Examples 2-C and 9, a
single tonal type may also represent more than one mode, though far less
readily, and never to my knowledge by the same composer or even in the same
milieu. But it is theoretically possible, and other instances can be cited.? It is
necessary only that the musical characteristics of a tonal type used
compositionally to represent a mode not be incompatible with the traditional
theoretical characteristics of that mode.

The use of polyphonic tonalities to represent Church modes intentionally,
self-consciously, and consistently arose fairly late in the Renaissance. The
earliest instance of which I would feel completely confident is Rore’s first
book of madrigals, in which the eight modes are represented in order.?* This
collection was published in Venice in 1542 - that is, 17 years after the
appearance of Aron’s treatise, also published in Venice (in 1525), and only five
years before Glarean’s treatise was published in Basel in 1547. Though the
notion of regarding modality as an attribute of polyphony had been gaining
ground ever since the latter part of the 15th century, as most familiar to us in
Tinctoris’s rather feeble claims in 1477, Aron’s Trattato della natura et
cognitione di tutti gli tuoni di canto figurato was the first both to present and
instantiate an argument for the case; Glarean’s Dodecachordon was the
second.

22 For summaries of two ways of representing mode 2 and three ways of representing mode 1,
see ,Tonal types and modal categories” (reference in note 7), 440 (after Hermelink) and 451-
Pk

Example 9, one of Aron’s citations discussed below, is set in this same quasi-C-Major tonal
type, but Aron proposed it as an instance not of mode 6 but of mode 7. By theorists of the
dodecachordal system Example 2-C would of course be considered to be an instance of the
Hypoionian mode. It is thus cited, for instance, by Seth Calvisius in his Exercitationes
musice (Leipzig 1600), 44; Calvisius was following Glarean’s ordering (and Zarlino’s in the
1558 first edition of his Istitutione harmoniche) where the Hypoionian comes last, in the
position of mode 12.

The high-clef quasi-a-minor tonal type is another case in point, discussed in ,Tonal types
and modal categories® on pp. 463-66. It represents mode 1 in Palestrina’s Vergine cycle of
spiritual madrigals, as shown in Table 5 of ,Tonal types and modal categories” (p. 450), and
mode 3 in Tylman Susato’s Premier livre des chansons a 3 parties), as shown in Table 2 (p.
445).

That Rore’s first book of madrigals was ordered so as to represent the modes of the octenary
system was first pointed out by Bernhard Meier in the preface to his edition Cipriani Rore
Opera Omnia 11 (CMM 14, 1963). Meier’s earlier ,Bemerkungen zu Lechner’s ,Motectae
sacrae’ von 1575", Archiv fiir Musikwissenschaft 14 (1957), 83-101, was the first in a long
series of distinguished publications that have radically altered modern views of 16th-
century modal thinking, by objective demonstrations of how certain collections of vocal
polyphony had been consciously ordered so as to represent the modal categories of the
octenary system.
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In short, polyphonic compositional practice and polyphonic modal theory
are in principle completely independent of one another, and have a common
historical basis only in their primitives, in the underlying tonal system of the
Guidonian diatonic. Their convergen