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have either less than two or more than three whole tone steps between the two half steps.

After this is done there remains a total of fourteen species. Two of these must be

discarded because the octaves do not divide properly, but rather form the diabolus in

musica-the tritone or diminished fifth. Thus, Glarean's logical approach to determining

the number of modes lands at twelve modes: six authentic, and six plagal.!'

Species of Fourth and Fifth

Now that the definition of modes is clear, it is finally time to learn what properties

of a piece show the mode. Species were mentioned earlier, but will now be explained in
/

more detail to understand their necessity in modal theory. A species of fourth is a

tetrachord, and there are three different kinds depending on the order of whole steps and

half steps. A species of 5th is created by adding a whole step either above or below each

of the species of 4th. There are four possible species of the 5th without any duplication. 12

Each mode is comprised of a species of fifth from the final to the cofinal, or fifth scale

degree, and then a species of fourth from the cofinal back up to the final. Outlining a

specific modal species can therefore indicate the mode of the piece. For example, if a

piece has a noticable amount of leaps or step-wise scales from the pitch F up or down to

C then it is likely that the piece is in either the Lydian or Hypolydian mode because those

pitches are the final and co final in that mode.

11 Harold Powers, et ai, "Mode," Grove Music Online. Oxford Music Online, accessed 6 July 2011,
<http://www.oxfordmusiconline.com/subscriber/article/grovemusic/43718>.

12 "Mode," Grove Music Online, Oxford Music Online.



Cadences

Cadences play the most important role when realizing the mode of a piece. "[the]

modal quality of the last note of a song should override all other considerations in

melodic classification and orientation in the modal system.i'P Theoretically, the last note

of a piece can narrow it down to either the authentic or plagal mode with that final. Of

course, pieces with more than one voice do not conclude with every voice ending on the

same pitch. This returns to the dilemma of finding which voice or voices should show the

mode.

Renaissance cadences are very distinct and different from cadences in tonal

music; in this time period a cadence occurs between only two voices. These two voices

move in contrasting motion and one voice must move by half step to arrive on the same

pitch. For example, the alto voice can move from G# to A while at the same time the

soprano moves from B to A. Those two voices have just created a cadence on the pitch A

regardless of what is happening in the rest of the voices. Renaissance cadences are unique

in how they do not require every single voice."

Specific pitch cadences are expected with each different mode. One belief is that

"the degrees of the modal triad as the regular cadence points in every mode eliminated in

theory (though by no means in practice) the variable distributions of cadential degrees

that had differentiated polyphonic modes.?" The final is naturally expected to be a

cadence point, and is almost a requirement at the end of the piece. The cofinal, in either

13 "Mode," Grove Music Online, Oxford Music Online.

14 Ibid.

15 Ibid.
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