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PREFACE.

The present work is respectfully offered to the Catholic clergy and others concerned, as a hand
book, containing a concise explanation of the Ecclesiastical Chant, and a selection of Gregorian melo
dies used in the ordinary and occasional services of the Church. The original design of the com
piler was to prepare for the press a little Manual containing only the Roman psalm-tones, with a
few additional pieces of chant, for the use of a particular ecclesiastical institution. He has been
induced to offer to the public the Manual in its present form, by the advice of Rt. Rev. Prelates,
and Rev. Clergymen, desirous of seeing such a book published, for the use of seminaries, clerical
choirs, and churches.

The necessity of some knowledge of chant, on the part of the ministers of the Church, is evi
dent from the nature of their sacred functions, for the due performance of which, without such
knowledge, they cannot be said to be fully qualified; for, they will not be able to sing, as they
ought to do, their own part of the Liturgy, nor to regulate in an efficient manner the music of tho
churches over which they preside. Hence, the Council of Trent, speaking of the institution of
Seminaries, prescribes that the ecclesiastical chant should be taught in them, as an integral part of
clerical education: grammatices, cantus, aliarumque lonarum art i uni dis
ciplinam disccnt. (Cap. 18, Scss. 23, de Rcford) And the Council of Rome, held in the year 1725,
enjoins the same: cantuni Grcgorianum (clcrici) addiscant. (Tit. 16, cap. 3.) A text
book of Gregorian Chant, neither too diffuse, nor, on the other hand, too compendious, cannot
thcroforc but be a desideratum in every ecclesiastical institution : and it is hoped that, in the ab
sence of any such book in our language, the present Manual will be found useful, at least, until a
better work of the kind is offered to the public.

The Manual of Roman Chant is compiled chiefly from the following authentic sources, viz: Tstitu-
zioni di Canto Fermo, da 0. Pcrnarclli, Saccrdote della Missions, Roma, 1844, a work highly es
teemed in Rome, and from which we take the materials for Part I. of our Manual; and the cele
brated Directorium Chori*  of Guidctti, the standard Roman choral book, from which the greater

* Tho Directorium Chori was first published at Rome, in 1582, subsequently in 1589, 1604, 1642, 1665, and finally in.
1737, to Bay nothing of editions published in other cities. The editions mode use of for ourJ/anuaZ, are those of 1642 and 1737,
Rome, principally the latter. All the pieces of chant contained in tne J/anual arc re-printed from the Directorium Chori,
except those otherwise marked.
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part of the chants contained in our Manual are reprinted. Moreover, we have borrowed much valu
able matter from the Catholic Psalmist, Dublin, 1858, a work compiled mostly from Roman sources,
and in conformity with Roman usages, in the matter of ecclesiastical music.

The square notation has been adopted in this work, not from an absolute preference of it to the
modern notation, but because the Manual is intended chiefly for, the use of clergymen, ecclesiasti
cal students, etc., who find the liturgical and choral books printed with the square notes, with which
they must consequently render themselves familiar. Great pains have been taken, however, by
means of the explanations throughout Part I., and the figures at the end of §H, ch. iv, Part III,
(see p. 108, et seq.,) to divest the plain-chant notation of the difficulties so commonly supposed to
be inseparable from it, and to render it easy, with a little practice, to singers accustomed only to
modern music.

A Supplement has been added to the Manual, with an especial view to the correct performance of
the Vesper Service, which it will be found to render comparatively easy.

Should the Manual be the means, with the blessing of God, of enhancing in some measure the
majesty and devotional effect of the public worship of the Catholic Church, the compiler will have
accomplished the end which he had alone in view in undertaking his labors.

Annapolis, March, 1860. J. H. C.



ADVERTISEMENT.

The present work is divided into three parts.
In Part I. is given a concise explanation of the Gregorian notation used in our days, of tho

musical intervals occurring in plain-chant, and of the structure and peculiarities of the Ecclesiasti
cal Modes, or Tones.

Part II. gives the principal rules of Psalmody, and the genuine Roman melodics for the Psalms
and Canticles. The Magnificat is printed with full notation for each of the Eight Tones, rendering
it an easy matter to chant this sublime canticle according to the prescriptions of the Antiphonarium.

Part III. treats in detail of the manner of singing the Divine Office, viz : Vespers, Matins and
Mass, for which it also gives the regular chants, from the Dircctorium Chori of Guidctti.

Copious Appendices have been added, comprising chants pertaining to the ordinary services of
tho Church, but which may vary, e. g., the melodies of Hymns, Masses, etc., as also chants used
on extraordinary occasions, such as are the Tenebrce Offices, the Forty Hours' Exposition, Proces
sions, Burials, Pontifical Functions, etc.,—the whole re-printed either from Guidetti, or from
other works of the kind sanctioned by Roman usage.





PART I.

A SHORT

GRAMMAR OF ROMAN CELANTT?

PRELIMINARY NOTIONS.

1.—Song, or Chant, in the most comprehensive sense of either word, is defined to be an
artificial modulation of the voice, l>y means of intervals expressive of different affections of the soul.

2.—The simultaneous and artificial union of different voices, not singing the same notes, pro
duces what is called harmony, in the modern sense of the word.

3.—The expressions melody, and, in a more restricted sense, chant, indicate a pleasing succes
sion of sounds, executed by one voice, or by many voices singing the same notes.

4.—A melody may have a rhythmical form, and be sung in a determined movement; or, it may
lack a rhythmical form, and be executed without a determined movement. In the former case, we
have what is called figured chant; in the latter, plain-song, or plain-chant.

5.—The chant with which our Manual is concerned, is a species of plain-song which the
Catholic Church uses in the public celebration of the Divine worship. It is based upon the ancient
Greek music, and was adopted and modified for the use of the Latin Church by Pope S. Gregory
the Great, whence it has obtained the name of Gregorian chant. It is also called Roman chant,
from its primitive institution at Rome, where it was always held in honor, and whence it was pro
pagated throughout Christendom, by the exertions of the Sovereign Pontiffs. And as we profess
to give, in our Manual, the specific chant contained in the authorized choral books of Rome, wo
employ for the most part, in preference, the expression Roman Chant, or, as a synonym, plain-chant.

1 In this part of the work wo have aimed at the greatest possible brevity consistent with a clear explanation of the
most important points in the matter under consideration.

2



CHARACTERS USED IN ROMAN CHANT.

1. —We premise that the melodics of Roman chant, collectively taken, arc comprised within a
series of sixteen notes, or sounds, extending from the G of modern notation, on the first line of the
staff signed with the Bass clef, to A, on the second space of the staff with the G clef. Taken
singly, however, their extent of notes is considerably less. Thus, the greatest compass of Grego
rian melodics is that of ten, or cloven notes; whilst ordinarily, they are comprised within a compass
varying from five to eight notes. It is scarcely necessary to add, that by compass we mean the
range, or extent from the lowest to the highest note of a melody.

2.—To represent the melodics resulting from the euphonious collocation of sounds, and thereby
enable the singer to execute them at sight, certain conventional characters are used, viz: Notes,
(also called Chords,') the Staff, and Clefs; of each of which, omitting, for brevity’s sake, the his
tory of their invention and adoption, we shall now give a concise explanation.

§ I.—NOTES.

3.—Notes, or figures, so called, are used to represent sounds, and may be viewed in a twofold
light. A note may indicate a sound with reference to its duration in point of time, or, with refer
ence to its gravity or acuteness—in other words, its pitch.

4.—Considered from the former point of view, the notes used in the actual Roman chant aro
three: the Long (^), the Breve (a), and the Semibreve ($); concerning.the relative value of which,
as indicative of different durations of time, the Dircctorium Chori teaches, that the Breve must be
sung in the time of one, the Semibreve in half that time, and the Long in the time of one and a
half. These proportions are, however, given as approximate only, and cannot always be rigidly
observed.

5.—The notes, whether Longs, Breves, or Semibreves, as representatives of sounds differing
in pitch, have received respectively the names Do, lie, Mi, Fa, Sol, La, Si,—an ascending series,
corresponding entirely to the modern scale C, D, E, F, G, A, B.1 They may be repeated, at plea

1 The Germans use the letter 27, instead of B, which, with them, answers to our Bfiat.
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sure, above and below. Thus, to ascend higher than Si, a new series must be commenced, begin
ning from Do, and ascending as before; and to descend below Do, a new scries must be commenced,
beginning with Si, and descending La, Sol, Fa, and so forth.

6.—These names, Do, Re, Mi, Fa, etc., are respectively given to the notes according to the?
position on the Staff, of which we shall now speak.

§11.—THE STAFF.

7.—The elevation or depression of the voice in singing is indicated by the notes being placed
on the higher or lower degrees of what is called the Staff, which, in the notation of Roman chant,
consists of four parallel lines. The notes arc placed on the lines, or between them,—also below the
lower line, and above the upper one; so that the staff contains nine degrees. The degrees are
always counted upward.

EXAMPLE.

The three degrees between the lines are called spaces ; the third degree is called the first
space, the fifth degree, the second space, and the seventh degree, the third space. The tenth
degree is called a legcr-line, and is sometimes added to avoid the transposition of the Clef, of which
hereafter. Sometimes, for the same reason, a leger-line is added below the first degree.

8.—When notes on the Staff follow each other in such order as not to omit, in their passage,
any of the lines or spaces, they are said to be by conjunctive degrees—in the opposite case, by dis
junctive degrees.

PASSAGE BY CONJUNCTIVE DEGREES. PASSAGE BY DISJUNCTIVE DEGREES.

9.—A little sign, called the Guide (J), is used at the end of a staff, not to be sung, but to
indicate on what degree the next note is placed, and thus guard against a mistake in the passage of
the eye to the new staff. The Guide is also used immediately before the change and transposition
of the clefs, as will be explained in the next §.

10.—To mark the precise sense of the text, and to give the singers an opportunity to take
breath in the course of a chant, Fars, or Pauses, axe placed on the staff. The single bar indicates
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a pause for respiration. The double bar marks the end of the chant, or of a part of it, or separates
that which is to be sung by the chanters only, or by different choirs.

Chanter. Choir. Rcsp. End.

In o-d6-rcm unguento-rum tu-6rum cürrimus: a - dolcscentulm di-lc-xe-runt te nimis.

EXAMPLE.

11.—The short bars sometimes found on the staff, serve only to show the division of the words
of the text: they are, as being of no practical use, omitted in the best Roman choral books. We
employ them, however, in our Manual, throughout the Latin text, in the case of what may be called
recitative chants, (such as are, c. g. the Prayer, the Epistle, the Gospel, the Psalms, etc.,) to indi
cate a slight pause for respiration.

§ in.—CLEFS.

12.—The sign which opens to us, as it were, the secret of notation, has received the apt name
of Clef, or key, from the Latin word clauis. The Clef is a character placed on the staff, to indicate
the name of a note after which the others arc to be determined.

13.—The clefs used at present in the notation of Roman chant arc four—two natural, and two
accidental, or derivative. The two former comprise the clef of Fa ( corresponding to the modern
Bass clef—and that of Do corresponding to the Tenor or C clef. The Fa clef, therefore, indi
cates a note one semitone and three tones lower in pitch than that represented by the Do clef.

14.—The derivative, or accidental clefs comprise that of Do, derived from the Fa clef,
and that of Sol, derived from the natural Do clef. Each of these has the same form as its original
clef, with this addition, that they have, immediately after them, at the beginning of each staff, a
flap—the former, in the second space above it—the latter, in the space immediately below it.

15.—The clefs are severally placed on one of the lines (never in a space) of the staff; and
every note placed on the same line with the clef receives the name of the latter, i. c., Fa, Do, or
Sol, as the case may be. In other words, the line on which the def is placed receives a fixed
name, Fa, Do, or Sol, and thus furnishes a standard by which to ascertain the names, and conse
quently the sounds, of all the notes of a given piece. Thus, we wish to sing, for instance, the
following melody:—

1 See 1T5T 2 and 3, cb. iii, of the present Part.

1
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We must first look at the clef, according to which, the second line is Fa. We then count down
ward till we reach the first note, which we find to be Re. Counting upward from Re, the.next note
is found to be Sol, the next, La, the next, Si, and so on. Now. without the clef, wo could make
nothing out of this melody. The relative positions of the notes on the staff indicate,1 it is true, that
the second note is higher than the first, the third higher than the second, and the fourth higher
than any one of them, and so on of the rest;—but how much higher the second is than the first,
the third than the second, etc., is a mystery, until we discover what is the name and sound of the
first note, upon which the sounds of the others depend,—and this is determined by means of the
clef, in the manner we have explained above.

16.—The clef of Do natural may be placed on any one of the lines. The Fa clef is never
placed on the first, or lower line, and it is found but rarely on the upper line. The accidental Do
clef is placed chiefly on the second, and never on the fourth, or upper line. Finally, the clef of
Sol is found regularly on the second, third, and fourth lines.

17.—The clefs, then, in plain-chant, are not, as in modern music, fixed to a particular line
of the staff; the fact that in different melodics they are placed differently is accounted for by the
limited number of degrees on the staff, and the varying extent of notes in the different pieces of
chant. Nay, even in the same melody the clefs may be moved, at the pleasure of the composer,
from one line to another, according as the extent of notes requires. Thus, when there are not
degrees enough on the staff for the upper notes, the clef must be set down (but always on a line);
on the contrary, it must be raised, to gain degrees on which to place such lower notes as could not
otherwise be written on the staff. This is called transposing the clef, an example of which may be
seen in the Antiphon Salve Regina,- at the words Et Jcsum, where the note La could not be writ
ten on the staff, as is evident, without the transposition of the clef from the second to the third line.
Sometimes, the change, or mixture of clefs is used,—that is, when, in the same melody, a modula
tion occurs from the lower to the upper notes, or vice-versa, so as to encroach, as it were, upon the
sphere of the other clef, a change of clefs takes place, the effects of which continue until the melody
returns to the sphere of the former clef, which may then be resumed.

18.—It often happens, by reason of the mixture of clefs, that a note actually not lower (some
times even higher) in pitch, is placed, on the staff, immediately after the introduction of a new
clef, some degrees lower, than the last note before the change, and vice-versa,—a surprise, for
singers unaccustomed to such a thing, against which the guide serves to guard them, by suggesting
in advance the position, according to the old clef, of the note upon which the change of clefs is
made. For an example of this, sec the chant Christus factus cst, etc.,1 2 3 in which, at the word illi,
the melody passes into the sphere of the Do clef, which then takes the place of the former clef of
Fa. The guide, after the word dedit, indicates the actual pitch of the note following, which has,
at first sight, the appearance of being lower than that preceding it, though in reality it has the
same sound.

1 For all we have hitherto seen. In IT IS, of the present §, however, we shall see that a note may sometimes be higher
on the staff than another, yet be lower in pitch, and vice-versa.

2 See || iv, § xi, ch. i, Part III.
3 See Appendix No. 3.



CHAPTER II.

THE SCALE.

1. .The Scale, or Gamut, is a progressive series of notes, or sounds, ascending or descending,
through, which the voice may pass, and, as it were, by so many steps, ascend or descend in other
words, become higher or lower in pitch.

2._ The Scale may be composed entirely of semitones, or partly of semitones and partly of whole
tones.1 A Scale of the former kind, i. c. in which the voice ascends or descends by semitones
uninterrupted by whole tones, is called chromatic, examples of which may be seen in any modern
hook of instructions in music.

3.__The Scale with which we arc at present concerned, is called diatonic, i. e., proceeding
chiefly by whole tones, and is a progressive scries of eight notes (the eighth being a repetition
of the first, but in a higher pitch,) in passing through which, whether ascending or descending,
the voice proceeds twice by semitones, and five times by whole tones.3 The following arc
examples: the mark s~x. shows the places of the semitones, all the other progressions being
whole tones.

ASCENDING. DESCENDING.

u■-------------------------------------------------------------------------- n
Do Be Mi Pa Sol La Si Do Do Si La Sol Fa Mi Re Do

Do Re Mi Fa Sol La Si Do Do Si La Sol Fa Mi Re Do

THE SAME SCALE WITH THE FA CLEF.

Do Re Mi Fa Sol La Si Do Do Si La Sol Fa Mi Re Do

THE SAME SCALE WITH THE SOL CLEF.

1 Wc pre-suppose, on the part of the student, at least a practical knowledge of the difference between tho tone and the
semitone. In fact, there are comparatively few who have so little ear for music as not to notice this distinction founded as
it is, in nature itself.

’The diatonic scale is identical with the interval called octave, or diapason, concerning the constitution of which by
fourths and fifth», see IT 30, ch. iv, of the present Part.

14
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4.__Besides the above diatonic Scale, that of Vo, there are five others used in plain-chant, each

starting from a different note, and consequently, having its semitones in different places relatively
to any of the other Scales,—a circumstance which gives to each its peculiar character. Thus, the
scale of Ke has its semitones, not, as that of Do has, between the third and fourth, and the seventh
and eighth notes, but between the second and third, and the sixth and seventh; and so on of the
other scales, as may be seen by the following table.

Re Mi Fa Sol La Si Do Re Re Do Si La Sol Fa Mi Rc

ASCENDING. DESCENDING.

Mi Fa Sol La Si Do Re Mi Mi Re Do Si La Sol Fa Mi

Fa Sol La Si Do Rc Mi Fa Fa Mi Re Do Si La Sol Fa

Sol La Si Do Re Mi Fa Sol Sol Fa Mi Re Do Si La Sol

La Si Do Re Mi Fa Sol La La Sol Fa Mi Rc Do Si La

5.—The scale serves to indicate the character and nature of a chant: for every melody is
comprised within, and takes its distinctive character from some scale, or progressive series of notes,
characterized by a fundamental note, (answering to what is called in modern language the key-note,')
and by the position of the tones and semitones relatively to this fundamental note. Thus, for
example, the well known Antiphon, Aspergcs me,' is a melody whose fundamental note, or, in the
language of plain-chant, final*  is Sol, and in which the semitones occur between the third and 

1 See || i, § i, ch. in, Part III.
2 In Gregorian chant, the fundamental note of a melody is that on which it regularly terminates—whence the name final.

The final, then, and not, in every case, the initial note, must bo taken as the starting point of the scale. In the so-called
play al modes, however, the scale starts and ascends from the fourth below the final. (See chap, v, 1HT 5 and 6.)
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fourth, and the sixth and seventh notes, counting upwards from that final. This Antiphon, is,
then, written in the fifth scale given above, that of Sol.

6.—The scale also affords to the learner an excellent means of exercising the voice, and of
familiarizing the car with the progressions constantly used in singing. For this reason, he should
make it his first care to sing the different scales properly, paying particular attention to fix in his
mind where he must sing whole tones, and where semitones, as also to retain in his ear the sound
he gave to the first note of the scale, so as to return, in descending, to the note from which he
started in ascending. It is by all means advisable, for those whose musical ear is defective, to
practise the scales, and other vocal exercises, at least in the beginning, with a piano-forte, organ,
or other instrument, (supposing it to be well in tune,) that they may learn to make the tones and
semitones with exactness,—a point on which everything depends in singing.

7.—Before proceeding to the consideration of the scale in its component parts, in other words,
of the Intervals, we must devote a chapter to the explanation of certain signs which occur accidentally
in Roman chant, affecting more or less the diatonic character of its melodies.



1

CHAPTER III.

ACCIDENTALS.

1.—In the Diatonic Seales, as we have considered them thus far, the semitones, it will be seen
by examination, occur always and only between Jl/Z and Fa, and Si and Do. We must now
observe, that, under certain circumstances, the relations existing between the different notes of the
Seale are, for the sake of euphony, altered—tones, for instance, being changed into semitones, and
vice-versa. Thus, in some chants written, c. g., in the gamut of 7?c,’ (or, in the language of plain
chant, belonging to the first tone*)  it is customary at certain passages, to change the progressions
(of whole tones) from La to Si, from Sol to La, and from Do to Re, into semitones, in order to
temper the harshness which would result from singing whole tones. Similar changes are made, for
the same reason, in melodies belonging to the other scales.

2.—These changes, as taking place only occasionally, and under certain circumstances, do not
essentially affect the diatonic character of the melodies in which they occur. They are indicated by
certain signs called accidentals, viz: the Flat (b),1 2 3 the Sharp (#),4 and the Natural (fl). The flat
lowers by a semitone the pitch of the note beforo which it stands. The sharp raises the note to
which it is prefixed, a semitone higher in pitch. The natural takes off the effect of a preceding flat
or sharp, restoring to the note before which it stands its natural sound. The use of the accidentals
is, according to the Roman practice, regulated as follows. After the rules for each accidental, wo
give a few examples by way of illustration.

POSITIONS OF THE FLAT.

3.—The flat is placed before Si only, and chiefly in the following four eases: First—To tem
per the harshness of the tritonc, and false fifth, as will be explained in the next chapter.5 (See Ex.
1.) Second—When the melody docs not ascend, whether by conjunctive or by disjunctive degrees,
above Si, with La before and after it—and this applies chiefly to the first, second, and sixth tones. 

1 For instance, the Salve Jlcgina, |[ iv, § xi, chap, i, Part III.
2 See chap, v, of the present Part.
3 It is generally expressed in the choral books, at least, in the more recent and correct editions; and where it is not

expressed., it must be understood.
4 This accidental is rarely, or never expressed in the choral books. Even the moderate use of it which we advocate, ig

conformity with the Roman practice, is strongly opposed by some.
3 1T1F 18 and 21.

3 17
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(See Exs. 2 and 3.) Third—When the words are expressive of tenderness, or sadness—(as in Ex.
4.)  Lastly—When the natural clefs are changed into accidental, as has been already explained?
In this case the flat is not considered as an accidental—it affects, with a single exception, every Si
in the same piece of chant—in other words, every note placed in the same space with the flat, has,
unless affected by the natural*  (the exception above alluded to,) a semitone immediately below it,
and a whole tone immediately above it. Moreover, the degree in which the flat, used in this way,
is placed, changes its name from Si into Fa. The denominations of the other notes are, of course,
made to correspond—c. g., the degree below that in which the flat is placed, is called Mi, the next
degree below, Re, and so on of the rest. So that the principal effect of the derivative clefs is to
alter the nomenclature, and thereby indicate the difference between the essential, and the occasional,
or accidental use of the flat on Si. The flat on is essential, when the nature of the chant
demands it:1 * 3 4 it is accidental, when the nature of the chant does not allow the Si to be depressed,
except under peculiar circumstances—for instance, on account of the tntone, etc. In the former
case the derivative clefs are used, bringing with them, as we have seen, the alteration of the names
of the notes. In the latter case the natural clefs are used, and the names of the notes remain
the same, excepting that the note Si, when accidentally affected by the flat, changes its name into
Sa. Illustrations of the essential use of the flat may be seen in the Antiphons Alma Rcdcmptoris,'
and Regina Cocli;*  of its accidental use, in the following

EXAMPLES.

No. 1. At Burial of the Dead.

A - ve Ma-ri - - a.

No. 2. Ant. in Advent.

Ex-pe - eta. - ti - o Gcn-ti-um.

No. 3. Ant. in Advent. No. 4. Ant. Floly Saturday.

Do - lor mc-us.

1 Sec IT 11, ch. i, of the present Part.
5 See 5, of the present Chapter.
3 In the transposition of many pieces of chant, the flat becomes essential to the nature of the melody, an instance of

which is the Hymn Jesu Jlcdcmplor omnium, (Appendix No. 1,) transposed a fourth above its original scat. According to
the authors whom we follow, (Pernarelli, Bcrti, etc.,) the flat on Si is essential in the fifth and sixth tones. In conformity
with this principle, the note Si, in the conclusion of the fifth psalm-tone, must be flatted, which is the Roman practice.

4 Sec || i, § xi, Part I1L
6 gee || iii, ibid.
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POSITIONS OP THE SHARP.

4.—The sharp is placed, when the nature of the chant requires it, on Do, Fa, and Sol. It is
employed: First—In middle and final cadences, when Do is followed by Re, as is often the case
in the first and second tones; when Fa is followed by Sol, which is a common cadence of the eighth
tone; and when Sol has La before and after it, as frequently happens in the first, third, and fourth
tones. In the first case Do is sharped, in the second case, Fa, and in the third case, Sol. (See
Exs. 5 to 11, inclusively.) Second—To avoid the tritone1' -(as in Exs. 12 and 13.) Third—To
temper the false fifth"1—(as in Ex. 14.) Fourth, and finally—When the sentiment of the text
demands it, for the expression of greater sweetness or harshness.

EXAMPLES.

Mater mise-ri-cor-----di-re.

No. 5. Salve Regina.

Do - mine Jc-su.

No. 6. Offert. Req. Mass.

Sedc a dextris meis.

No. 7. 2d Psalm-tone.

No. 8. Mass of B. V. M. No. 9. Ilymn of B. V. M.

A-ve maris stel — la.

Sedc a dc-xtris meis.

No. 10. 3d Psalm-tone.

Dixit Dominus D6-mino mco.

No. 11. 4th Psalm-tone.

Et justus Do - minus.

No. 12. Ant. Vesp. of Nativ.

In o-do-rem unguento-rum tu-o-rum cur-ri-mus.

No. 13. Ant. Vesp. of Assump. B. V. M. No. 14. Ant. Holy Sat.

Caro me - - a.

1 See 5T 18, cb. iv. * See IT 21, ibid.
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POSITIONS OF TEE NATURAL.

5.—The natural is always supposed, (the nature of the chant so requiring,) except in the cases
where the flat or sharp is to be used, as mentioned in the two preceding It is expressed, at
least, it ought to be expressed: First—Before every note which is to be restored to its original
sound, after having been flatted or sharped immediately before—(as in Ex. 15.) Second—On the
Fa of the two accidental clefs, when it is followed by Sol, in a cadence—(as in Exs. 16, 17, and 18.)

EXAMPLES.

No. 15. Tract, Mass of Virgins.

Per quern u-mni-a fa-cta sunt.

No. 17. Credo

No. 16. Alma Rcdemptoris.

Quao per-----vi-a.

No. 18. At Solemn Mass

I............to.



CHAPTER IV.

INTERVALS.

1.—An interval is the distance, as to pitch, from one note to another, or, the effect of two
sounds compared together. The student must be careful to get a clear idea of this matter. Let
him sing, for instance, a single note, as Mi, Fa, or Sol, etc., and he has as yet but a sound, and
no interval. But let him sing two notes in succession, e. g., Mi, Fa, and a comparison between
them, in point of pitch, will immediately occur to him—he will notice that the latter note is a cer
tain degree higher than the former. lie has, then, an interval, which in this case is nothing else
than this certain degree by which Fa is higher than Mi. If, now, he sings successively Fa and
Sol, he will find that the distance, as to pitch, is greater between these two notes than between Mi
and Fa. The interval, then, between Fa and Sol, is a different one from that between JZZ and
Fa. Again, the student, in singing successively, c. g., Mi and Sol, will have an interval differing
from cither of the two preceding—and so on throughout the whole of the scale. An interval, then,
is the relation existing, as to pitch, between two notes or sounds compared together. Thus, the
relation existing, e. g., between Mi and Fa, is that of a semitone; in other words, the interval
from AZZ to Fa is a semitone—or, Fa is a semitone higher than Mi.

2 —The knowledge, theoretical and practical, of the intervals, is of the highest importance to
the singer, forasmuch as they constitute the elements of the melodies of chant, every melody being
nothing but a scries of intervals, artificially and euphoniously arranged. We therefore bespeak the
careful attention of the student to this matter, as briefly explained in the present chapter.

3.—The notes of the scale may be considered in two ways—as being situated either on the
same degree, whether a line or a space, or on different degrees, conjunctive or disjunctive. In the
former case we have the unison ; in the latter, the different intervals, of which we shall now speak
in order.

UNISON.

4.—Two or more notes situated on the same degree of the staff constitute the unison, which
cannot, of course, be reckoned as an interval, there being between the notes composing it, no dis
tance as to pitch, but all, on the contrary, having the same sound.

Unison. Unison. Unison.

21
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the same sound. This would bo effected by the use of the acci-

MINOR SEMITONE.

semitone, is an interval existing between two notes on the same6.—The minor, or chromatic
degree, one of which is affected by one of the accidentals.' Thus:

5.—The case may occur, however, in which two or more notes are found in the same space, or
on the same line, yet not having
dentals, as we shall now explain.

7.—The minor semitone is not used in the ecclesiastical chant; hence this brief notice of it
will suffice.

SECOND.

8.—The second, which is either minor or major, is an interval existing between every pair of
notes placed on conjunctive degrees. The following are examples:

9.—The minor second, or, simply, the semitone, is cither natural or artificial. The former
occurs between Mi and Fa, and Si and Do. The latter results from the use of the accidentals, and
occurs between La and Sa, Re and Do sharp, Sol and Fa sharp, and La and Sol sharp.

NATURAL.

1 See IT 2 of the preceding chapter.
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10.—The major second, or tone, is also cither natural or artificial. The natural tone occurs
between Do and De, Re and Mi, Fa and Sol, Sol and La, and La and Si; the artificial tone be
tween Mi and Fa sharp, Si and Do sharp, and Do and Sa.

NATURAL.

ARTIFICIAL.

________________ ---- EFtT®----- —hn—■—n
—--------— -1 1 1

11.—To change the semitone into the tone the sharp is used, in ascending, and in descending,
the fiat; and contrariwise, when the tone is to be changed into the semitone. Thus:

S. into T. S. into T. T. Into S. T. into S.

12.—Although every note of the scale may be altered by the use of the accidentals, so as to
change tones into semitones, and vice-versa; yet we shall indicate only such alterations of this
kind as occur in the ecclesiastical chant.

THIRD.

13.—This interval is either minor or major.
14.—The formation of the minor third consists in the passage from one note to a third higher,

or a third lower, by means of a tone and a semitone, whether the tone come before the semitone, or
after it. Thus, from Re to Mi is a tone, and from Mi to Fa is a semitone; Fa, then, is a minor
third in respect of Re. Again: from Mi to Fa is a semitone, and from Fa to Sol is a tone; Sol is
therefore a minor third with regard to Mi. In the latter instance the semitone comes first; in the
former, the tone. This varying relative position of the tone and semitone is found in all the
intervals, commencing with the minor third, and excepting the major third, the tritone, and the
false fifth, and gives rise to their different species. The minor third, (with which we are at present
particularly concerned,) has its first natural species, (in which the semitone is above the tone,)
between Re and Fa, and La and Do; its second, (in which the semitone is below the tone,) be-
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tween Mi and Sol, and Si and Re. Its first artificial species, (resulting from the use of the
accidentals,) is found between Mi and Sol, when the intermediate Fa is sharped, and Sol and >Scz /
its second between Do and La, when the intermediate aSY is flatted, Si and Sol sharp, La and Fa
sharp, and Mi and Do sharp.

FIRST NATURAL SPECIES.

SECOND NATURAL SPECIES.

SECOND ARTIFICAL SPECIES.

15.—The major third is formed likewise by a passage from one note to a third higher, or a
third lower, but by means of two tones. From the fact that it admits no semitone, it has but one
species. The natural major third is found between Do and Mi, Fa and La, Sol and Si: the
artificial, between Re and Sa.

NATURAL.
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FOURTH.

16.—The fourth is either minor or major.
17.—The minor, or perfect fourth is formed by passing from one note to a fourth higher, or a

fourth lower, by means of two tones and a semitone. This semitone may occur above the two tones,
or between them, or below them; so that the perfect fourth has three natural species. The first is
found between Do, and Fa above, and Sol, and Do above; the second between Re, and Sol above,
and Da, and Re above; the third, between Jilt, and La above, and Si, and’JIIZ above.

18.—Tn continuing the formation of fourths, commencing from the different notes of the
scale, it will be seen that if we commence from Fa, and ascend a fourth above, i. e. to Si, or,
from Si, and descend to Fa, the fourth below, we have an interval including three whole tones in
immediate succession. This is called the major fourth, or tritone. It is not used in plain-chant,
(except perhaps, where the sense of the words requires the expression of harshness,) and must be
changed into the perfect fourth, which is done by flatting the Si—sometimes, by sharping the Fa,
as in the following examples?

Tritone.Tritone. Perfect Fourth.Perfect Fourth.

4
See, for farther illustrations, Ex. I, IT 3 of preceding chapter, and Exs. 12 and 13, IT 4, ibid.
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REPETITION OF SOL.

19.—There are two other methods of tempering the harshness of the tritone, viz: to repeat
one of the four notes, or to pause a little upon one of them. Thus:

REPETITION OF LA.

PAUSE ON SOL. PAUSE ON LA.

FIFTH.

20.—This interval is either minor or major.
21.—The minor, or false fifth is formed by a passage from Fa to the Si below, or from Si to

the Fa above, including two tones, with a semitone below, and a semitone above. Like the tritonc,
of which it may be considered the inversion, (for it occurs between the same notes, and Fa,
though in a different way,) it has but one species, and generally speaking, must be tempered, by
the flat, the sharp, repetitions, or pauses. Thus:

False Fifth. Perfect Fifth. Perfect Fifth.

REPETITIONS.

“ H___n___ r-___
_ ■ u ir “ B n E

22.—The major, or perfect fifth is formed by passing from one note to a fifth higher, or a fifth
lower, so as to include three tones and a semitone. This semitone may have four varying positions;
hence, the perfect fifth has as many different species, which are severally contained between Do,
and Sol above, and Sol, and 7?c above, both of the first species; Re, and La above, and La, and
Mi above, both of the second species; Mi, and Si above, third species; and Fa, and Do above
fourth species.
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FIRST SPECIES.

SECOND SPECIES.

FOURTH SPECIES.

SIXTH.

23.—The sixtJi is either minor or major. It is an interval of but rare occurrence in the
melodies of plain-chant.

24.—The minor sixth is formed by a passage from one note to a sixth above, or a sixth below,
including three tones and tico semitones. It has three species, contained respectively between La,
and Fa above, Si, and Sol above, and J/t, and Do above.

SECOND SPECIES.

FIRST SPECIES.
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FIRST SPECIES.
1.

K JH£

SECOND SPECIES.

JL

THIRD SPECIES.

£SL

25.—The major sixth is formed in the same way, except that it includes four (ones and one,
semitone. It has likewise three different species, occurring severally between Do, and La above,
J?c, and Si above, and Fa, and Re above.

3.

r

I

SEVENTH.
p , ...

26.—This interval is either minor or major, and like the sixth, it is used but rarely in
plain-chant.

27.—The minor seventh is formed by passing from one note to a seventh above, or a seventh
below, so as to include four tones and tico semitones. Its different species arc five in number, and
they occur between Sol, and Fa above, La, and Sol above, Si, and La above, Re, and Do above,
and Mi, and Re above.

/

)
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FOURTH SPECIES.

FIFTH SPECIES.

28.—The major seventh is formed in the same manner, excepting that it includes five tones
and a semitone. It has two species—the first, contained between Do, and Si above; the second,
between Fa, and Mi above.

FIRST SPECIES

SECOND SPECIES.

OCTAVE.

29.—The octave, or diapason is formed by a passage from one note to the eighth above, or the
eighth below, including five tones and two semitones. It has six different species, which are, in
fact, nothing else but the six diatonic scales which we have given, in the chapter which treats of
the Seale.1

30.—These six different species of the octave serve for the construction of the so-called
ecclesiastical modes, or tones, of which we shall speak in the next chapter. By way of preparation
for this matter, we will observe that the diapason, or octave, though containing in itself all the
various intervals which we have hitherto considered, is generally divided, as into the two principal
of its component parts, into its fourth and fifth—that is, it is regarded as being composed princi
pally of a perfect fourth and perfect fifth, united in such a manner as to give an octave, or extent
of eight notes, one of the extreme notes of the fifth being borrowed to aid in the formation of the
fourth. Take the following for an example:

1 See 5T5T 3 and 4, ch. ii,.Part I.
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ASCENDING. DESCENDING.

1 23450787054321

Fourth. | Fourth.

1 2 3 4 3 2 1

Do Re Mi Fa Sol La Si Do Si La Sol Fa Mi Re Do
Fifth. Fifth.

In the above scale we have the perfect fifth, Do—Sol, to which is added the perfect fourth, Sol—
Do. The fifth note (Sol) is marked 1, above, because it is at the same time the first note of the
perfect fourth added to the fifth to complete an octave terminating in a note of the same name as that
with which it began. A similar analysis of the other diatonic scales will show the like constitution
by fourths and fifths in each of them. They will be found, however, to differ from each other in
species, on account of the different species of their component fourths and fifths; for, no one of
the six has the same fourth and fifth together as any one of the others. Thus, the second has the
same kind of fifth as the sixth, but not the same kind of fourth; again, the second has the samo
kind of fourth as the fifth, but not the same kind of fifth—and so on of the others.

31.—Finally, it is to be observed, that the fundamental note of the octave is always tho
lowest note, not of its fourth, but of its fifth, which occupies the lower part of the scale, or octave,
as we have hitherto considered it. The application of this principle will be seen in the next
chapter, in which we shall become acquainted with a different arrangement of the fourth and fifth
in the constitution of the octave.

32.—Having thus considered the construction of the different intervals used in plain-chant,
we now subjoin a few vocal exercises upon them, the diligent practice of which cannot fail to give
a facility of singing the intervals promptly and with exactness of intonation. The exercises
should be sung at first slowly, in order to train the car to the different intervals; afterwards, with
a degree of rapidity proportionable to the progress made.

EXERCISES ON THE INTERVALS.
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THIRDS.

FOURTHS.
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ACCIDENTALS.

5



CHAPTER V.

TONES, OR MODES.

1.—We use the word tone in this place as signifying, not an interval,' such as occurs, e. g.,
between Pc and Mi, Fa and Sol, etc., but an aggregation of many melodies having the same char
acter, from the fact of their being contained, more or less, within one and the same scale, or com
pass of eight notes,1 2 3 and having certain cadences, or progressions in common, and a common so-
called final, and dominant. The final of a melody is analogous to what is called in modern music
the tonic, or hey-note. Every tone has a regular and invariable final for all the melodics it com
prises:’ thus, all those of the first tone end on lie; those of the eighth tone, on Sol—and so on.
The dominant is the prevailing note, and the rcciting-note in the psalm-melody, of the tone.

2.—The tones, or, as they are also called, modes, are, according to the present Roman usage,
eight in number. They were modelled after the four modes principally in use before the time of
S. Gregory the Great, and which were severally called Dorian, Phrygian, Dydian, and Mixo-
lydian, according to the different countries to which they were peculiar. To these modes S. Gre
gory (as is generally believed,) added four others, the Hypo-Dorian, Hypo-Phrygian, Hypto-
Lydian, Hypo-Mixdlydian, which arc also called plagal, i. c., dependent, secondary, as having been
admitted after, and made in imitation of, the four originally in use, which arc called authentic, or
principal.

3.—In order to explain the construction of the tones, or modes of plain-chant, we must pre
mise that each of them, whether authentic or plagal, is composed, as of its essential elements, of a
fundamental note, or final, having a perfect fifth above it, and a perfect fourth in addition to that
fifth, making in all an octave, or extent of eight notes, as we have explained in the preceding
chapter.4 With regard to those fourths and fifths it is to be observed, that, besides the fact of their
differing5 6 in species in the different tones, (and thereby producing a different kind of octave for
each,) their relative position also varies, i. c., in some tones the fourth is above the fifth, in others 

1 See 5T10, ch. iv, Part I.
2 See 5, ch. ii, ibid.
3 The conclusions of some psalm-melodics form an exception to the general rule. Thus, in the first tone the first con

clusion terminates on Fa, the second on Sol, the fourth on La, and so on. (See Intonations of the Psalms, Part II ch. i
§ ii, || i.) There are a very few other exceptions, c. g., the Antiphon Aos qui vivimua, (see IT 16 of the present chapter,)
the Kyrie of Doubles, etc.

< IT 30.
6 That is, not disjunctively, but conjunctively taken, as explained in the latter part of V 30 of the preceding chapter.

°34
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it ig below it, in which latter case the fifth, differently from the first case, occupies the upper part
of the octave, or scale.

4.—The eight tones, then, arc severally constructed as follows: The/rs^ tone (authentic) has
for its scale that of Re. Its final is Tic, having above it a perfect fifth of the second species, (2?c,
3Zt, Fa, Sol, La,) to which is added above (commencing with the upper note of the fifth,) a per
fect fourth of the second species, (La, Si, Do, Re,') making the octave (from the lower to the
upper Tic) within which the melodies of the first tone arc more or less comprised. Finally, the
dominant of this tone is La.

1 2 3 4 3 2 1 Dom. Fin.

12345 5 4 321
Be La Re La Re

SCALE OF THE FIRST TONE. (DORIAN, AUTHENTIC.)

5.—The second tone is the plagcd of the first, which it resembles, in having the same scale as
to its essential elements. For, it has the same final (Re) as its authentic, consequently the same
species of fifth above the final. It has, too, the same fourth, only taken from above the fifth, and
set down an octave lower in pitch, making the compass, or scale of the second tone to extend from
La, a fourth below the final, to La, a fifth above it. This is illustrated by the following figure,
from which, too, it will be seen that the second tone further differs from the first in having Fa for
its dominant.

SCALE OF THE SECOND TONE. (HYPO-DORIAN, PLAGAL.)

12 3 4 5 4 3 2 1 Dom. Fin.

-fig- 0__?__ - _ ---- —__ ■ — m_____
1
—"a --------- —S3— H B --------- o—hEJ n

1 2

La
3 4

Re La
4 3 2

■ '
1

Fa Re

G.—The mode of construction given for tho first tone answers, mutatis mutandis, for the other
authentic tones (the third, fifth, and seventh)—that is, every authentic tone has its fourth above its
fifth, of what species soever each may be. Similarly, the remaining plagcd tones (tho fourth,
sixth, and eighth) are respectively constructed like the second tone, relatively to the authentica
from which they are severally derived. In other words, every plagal tone has the same final, and
the same species of fourth and fifth as its authentic; or, as we might say in the language of modern
music, it is in the same key as its authentic. Only, in consequence of the transposition of the
fourth, as explained in the preceding paragraph, the compass of plagal melodics is different from
that of authentic melodies—not, indeed, numerically, but in point of pitch; for, the former do not
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ascend, as authentic melodics may do, to the octave above the fined, and, on the other hand, they
may descend, which authentic melodies do not, to the fourth below the fined; so that every plagal
final is in the middle of the scale, instead of being at the bottom of it, as is the case with authentic
finals. Moreover, in every pair of tones standing to each other in the relation of authentic and
plagal, the dominants are different.

7.—We proceed to illustrate the construction and nature of the remaining tones by the follow
ing figures, which will be easily understood after what has been said.

1 2 3 4 3 2 1 Dom. Fin.

12345 54321

SCALE OF THE THIRD TONE. (PHRYGIAN, AUTHENTIC.)

Mi Si Mi Do Mi

La Mi

Dom.
—C

SCALE OF THE FOURTH TONE. (HYPO-PHRYGIAN, PLAGAL OF THE THIRD.)

(LYDIAN, AUTHENTIC.)

Dom.

SCALE OF THE FIFTH TONE.

SCALE OF THE SIXTH TONE. (HYPO-LYDIAN, PLAGAL OF THE FIFTH.)

12345 4 321 Dom. Fin.

Do Fa Do La Fa

1 2 3 4 3 2 1 Dom. Fin.

12345 54321

SCALE OF THE SEVENTH TONE. (MIXOLYDIAN, AUTHENTIC.)

Sol Re Sol Ro Sol



A SHORT GRAMMAR OF ROMAN CHANT. 37

123454321 Dom. Fin.

1 2 3. 4 4 3 2 1

SCALE OF THE EIGHTH TONE. (HYPO-MIXOLYDIAN, PLAGAL OF THE SEVENTH.)

Re Sol Re Do Sol

8.—The ordinary compass of each mode, or tone, is that of eight notes, as is seen by the above
figures. But we must observe, first—that a melody may (in fact, the greater part of the melodics
of plain-chant do,) fall short of this full extent; in which case the tone to which it belongs is called
imperfect; otherwise, it is called perfect. An authentic tone, then, is perfect, when the melody
reaches the octave above its final; otherwise it is imperfect. Similarly a plagal tone is perfect,
when the melody ascends to the fifth or sixth above, and descends to the fourth below, its final;
and it is imperfect, when the melody docs not descend to the fourth below the final. Examples of
the above are the following: perfect authentic, the Antiphon Asperges mef imperfect authentic,
the Antiphon Nos qui vivimusf perfect plagal, the Antiphon Adorna thalamuni;1 2 3 * imperfect plagal,
the Antiphon Lumen ad revelationemf etc.

9.—It is to be observed, secondly—that a melody often exceeds the octave, or regular compass
of the tone to which it belongs. This excess may be that of one, or more notes, and it may occur
cither in the upper, or lower part, or in both the upper and lower parts, of the scale. Thus, e. g.,
in the first tone, one melody may descend to Do, a tone below its final, another to La, a fourth below
its final, whilst a third may ascend to AH, or even Fa, above the octave of the final—and so on of
other tones.5 * In such case of a melody exceeding its scale, the tone is said to be either mixed, or
commixed, according as the melody, by such excess, participates in the character of a collateral, or
relative tone,0 or of a tone not related to it.7 8 Thus, it not unfrequently happens, that an authentic
melody descends to the third or fourth below its final, so as to have somewhat of the character of its rel
ative plagal tone; or, vice-versa, that a plagal melody ascends to the seventh or eighth above its final,
thereby partaking of the character of its relative authentic. In the former case, (an instance of which
is the Salve Regina*  at the words Et Jesum,') we have an authentic tone mixed (with its plagal); in the
latter, (exemplified in the Rcsponsory Libera me,9 at the Burial of the Dead,) a plagal tone mixed 

1 See || i, § i, ch. iii, Part III.
2 See T 1G, of the present chapter.
3 See Appendix No. 5.

Ibid.
5 See examples throughout the choral books, and in many of the melodies contained in this work.
0 Two tones arc collateral, or relative to each other, when both have the same final—in other words, when one is an

authentic tone, and the othor its plagal. Thus, the first and second tones are collateral, so the third and fourth, etc.
7 Non-relation exists between a tone and every other not having the same final.
8 || iv, § xi, ch. i, Part III.
3 See Appendix No. C.



38 A SHORT GRAMMAR OF ROMAN CHANT.

(with its authentic).1 Again, wc sometimes find in a melody belonging to a certain tone, the pecu
liarities of some other tone not related to it. This is called the commixture of tones, e. g., of the first
with the third, the fourth with the second, the eighth with the sixth, etc.

10.—Finally, a tone is regular or irregular, according to its final. The regular finals, as will
be seen from the figures given above1 2 in illustration of the scales of the eight tones, arc four in
number: 7?c, for the first and second tones; J/7, for the third and fourth; Fa, for the fifth and
sixth; and SW, for the seventh and eighth. But we occasionally find chants with finals differing
from any of the above, and such arc called irregular. This is explained as follows: Besides the
principal ancient modes, i. c., the Dorian, Phrygian, Lydian, and Mixolydian, two others were
in vogue in some parts, the JEolian, and the Ionian, the former having for its final, La, the latter
Do. Each of these tones was divided into authentic and plagal, according as the fourth of its scale
was above the fifth, or below it, as has been already explained.

11.—The following are the scales of these four additional tones. It will be seen that they are
similar in construction to the other tones, being comprised within an octave, composed of a perfect
fifth and perfect fourth. They are, then, so far, regular; but irregular, in having finals severally
differing from any of those of the so-called eight tones.

SCALE OF THE ANCIENT NINTH TONE. (JEOLIAN, AUTHENTIC.)

1 2 3 4 3
s—  h

2 1 Dom. Fin.

-----------—---- n—e —a--------- r------ --- S--- H-------------------- —ea—
s__ q—EL a_ -------- H n « -n - -----------H

1 2 3 4 5 5 4 3 2 1
La Mi La Mi La

1 23454321 Dom. Fin.

Mi La Mi Do La

SCALE OF THE ANCIENT TENTH TONE. (IIYPO-.EOLIAN, PLAGAL OF THE NINTH.)

Do Sol

SCALE OF THE ANCIENT ELEVENTH TONE. (IONIAN, AUTHENTIC.)

1 The mixture of an authentic tone with its plagal, or, vice-versa, of a plagal with its authentic, is either perfect or
imperfect. It is perfect, when the melody reaches from the fourth below the final to the octave above the final. It is (simply)
imperfect, when the melody, though descending to the fourth below the final, does not touch the octave above it; or, contrari
wise, though ascending to the octave above the final, does not touch the fourth below it. It is doubly imperfect, when
the melody reaches neither the octave above, nor the fourth below, the final. Of the two examples given above the Salve
Regina is a case of perfect mixture, the Libera me, of doubly imperfect.

2 TT1T 4, 5, and 7, of present chapter.
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123454321 Dom. Fin.

1234 4321

SCALE OF THE ANCIENT TWELFTH TONE. (HYPO IONIAN, PLAGAL OP THE ELEVENTH.)

Sol Do Sol Mi Do

12.—An example of the AEdlian mode is the melody for the Psalm In exitu, sung at Vespers
of the Sunday Office.1

13.—The Ilypo-IEolian tone is exemplified in such Graduals    as terminate in La, (the Gra1234
dual Requiem, of the Mass for the Dead, is an instance,) and in the Antiphon Here dies,2 sung
during Eastcr-weck.

14.—The following is an example of the authentic Ionian mode. It is taken from the Gra
duate Romanum edited under Paul V.

Sanctus of the Mass for Semi-Doubles.

San-ctus, San - ctus, San - ctus, Do-mi-nus De-us sa--------- ba-oth! Ple-ni

sunt coc - - li et tcr-ra glo-ri-a tu - a. Ho - san--------- na in ex - cel - sis.

15.—The Hypo-Ionian mode is illustrated by the Antiphon Ave Regina, which, although at
present generally written in the scale of the sixth regular tone,*  was originally composed in the
twelfth mode, then in use. Thus:

Re- gi - na coc - lo - - rum, etc.

16.—Finally, a solitary instance of a chant with the final, Re, one note above the Do clef, is
the Antiphon Nos qui vivimus,*  belonging to the Psalm In exitu, already mentioned.

1 See Ninth Tone, || i, § ii, ch. i, Part II. The version first given represents the irregular final. The second version
is an instance of transposition, of which we shall speak further on.

8 The Gradual is a chant of the Mass, occurring between the Epistle and Gospel.
3 See Appendix No. 1.
4 See || ii, § xi, ch. i, Part III.
6 It baa long been a subject of dispute, to what tone this Antiphon belongs. The most probable opinion, however, is

that it is of the seventh tone, as it has the fifth, Sol—Re, surmounted by the fourth, Re—Sol, the upper òo’ being contain xl
in the scale, though not in the melody. In some choral books this Antiphon is set with the Fa clef, changing its final f- o;n
Rc to Sol.
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Nos qui vi - vi-mus be-ne-di-ci-mus Do-mi-no.

17.—Tho greater part of the irregular tones have lost their irregularity, so to speak, their
finals having been changed, by means of transposition. To transpose a tone is to remove it from
its proper seat, in other words, to take it out of its original scale or octave, and place it in another
of the same species, thereby changing its pitch, but not its distinctive character. It will be seen.
that no two of the twelve tones have a scale precisely the same, i. e., composed of the same kind of
fourth and fifth, conjunctively taken. There exists, however, an analogy between some of them.
Thus, the first tone is analogous to the ninth: both have the same species of fifth, which, in both,
occupies the lower part of the scale. Again, the second and tenth tones resemble each other in
having the same species of fifth, above the fourth; the fifth and eleventh, in having the same
species of fourth, above the fifth; and the sixth and twelfth, in having the same species of fourth,
below the fifth. But either the fourths, or the fifths, differ in each pair of analogous tones. Now,
in the course of tunc, as grave authors assure us, the fiat came, by an abuse, to be employed on
the Si of the first, second, fifth, and sixth tones, not only to avoid the tritone, but as if essential to
the nature of these several tones. The consequence was, that the difference of fourth, or fifth,
as the case might be, no longer existed, and the first, second, fifth, and sixth tones became
respectively identical in construction with the ninth, tenth, eleventh, and twelfth. Thus, in the
first and ninth tones the fourths became identical in species, the fifths being so already; and the
same took place in the case of the second and tenth tones. Again, in the fifth and eleventh tones
the fifths became identical in species, the fourths being so already; and the same may be said
of the sixth and eleventh tones. Hence, only eight tones were counted, the ninth, tenth, eleventh,
and twelfth being considered as severally the same with the first, second, fifth, and sixth, only
differing in pitch, i. e., transposed a fifth higher. This is illustrated by the following figures. The
guide, at the end of No. 1 of a pair of parallel modes, indicates the note on which mode No. 2 of
the same pair commences, thereby showing the difference between the two in point of pitch.
Observe the identity of fourth and fifth in each pair of parallel modes.

FIRST TONE, WITH THE FLAT.

No. 1.
Be Fourth.

3d Species.

■ !)■ ■ -

-1— |___* "* ________

Fifth.
2d Species.

tzi—ll
La

ANCIENT NINTH TONE.
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SECOND TONE, WITH THE FLAT.

Fourth.
3d Species.

Fifth.
2d Species.

No. 1
La

-Q-In

ANCIENT TENTH TONE.

No. 2.
Mi

Fourth.
3d Species.

Fifth.
2d Species.

ANCIENT ELEVENTH TONE.FIFTH TONE, WITH THE FLAT.

No. 1.
Fa

Fourth.
1st Species.

____1—
______n

No. 2..
Do

□
1 Fourth.
1 1st Species.

d S __JL B ‘

ANCIENT TWELFTH TONE.

Fifth.
1st Species.

Do Fifth.
1st Species.

SIXTH TONE, WITH THE FLAT.

Fifth.
1st Species.

No. 2.
Sol

Fourth.
1st Species.

18.—The reduction of the twelve tones to the eight now in use, was, then, effected by means
of transposition, which is easily explained, after what we have just seen. Chants of the ninth tone
were transposed into the scale of the first tone; those of the tenth, (with some few exceptions,) into
that of the second; those of the eleventh, into that of the fifth; lastly, those of the twelfth, into
that of the sixth; and in each of these cases the note Si had to be flatted, (as is seen in every No.
1 of the above four figures,) in order that the new scale might be identical with the original.

19.—Instances of this reduction are found in the Antiphon Ave Regina,' anciently of the
twelfth mode, now of the sixth; the Sanctus of Semi-Doubles,1 2 reduced from the eleventh to the
fifth; the Kyrie, in the Mass for Sundays and Semi-Doubles, transposed from the ninth to the first,
etc., etc.3

1 Sec || ii, § xi, ch. i, Part III.
" See IT 14, of the present chapter.
3 The reduction of the tones is condemned by many distinguished church-musicians, who maintain that the ^Eclian,

Hypo-sEo'ian, Ionian, and Uypo-Ionian modes should be by all means retained, on the ground that, though severally anafo-

6
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20.—-We conclude this chapter by giving, at a glance, the finals and dominants of the eight
tones,, together with the peculiar expression, or character, usually ascribed to each tone, in exem
plification of which we would refer the student to the various chants contained in the Roman Gra
dual, Antiphonal, or Vcspcral.

First Tone Final, Re; dominant, La. Character, grave, majestic, sometimes even stirring
and joyous.

Second Tone Final, Re; dominant, Fa. Character, (generally,) mournful, sad.
Third Tone Final, Jfi; dominant, Do. Character, impetuous, austere.
Fourth Tone Final, Mi; dominant, La. Character, Idland, sweet, sometimes plaintive.
Fifth Tone Final, Fa; dominant, Do. Character, hold, gladdening, triumphant.
Sixth Tone Final, Fa; dominant, La. Character, amiable, devout.
Seventh Tone Final, Sol; dominant, Re. Character, rude, menacing ; some call it angelic.
Eighth Tone Final, Sol; dominant, Do. Character, sweet, melodious.

The above description of the characters of the various tones will be found to hold good in most
cases; though there arc, on the other hand, frequent instances of a chant expressing a sentiment
different from that assigned to the tone to which it belongs. Wo would recommend, as highly
interesting, the study of the different tones, illustrated in the Antiphons, Graduals, Hymns, and
other pieces of chant contained in the Roman choral books. Each tone will be found to preserve a
certain uniformity of character in all its various melodics, arising principally from the constant
occurrence of the same, or similar musical phrases, cadences, etc.—a uniformity which, without cre
ating weariness, serves to impress the peculiar character of the tone upon the minds of the hearers;
so that one who is gifted with good musical capacities is enabled, in a short time, to tell to what
mode, or tone, a given chant belongs, by simply hearing it sung.1

gous to the Dorian, Hypo-Dorian, Lydian, and Ilypo-Lydian tones, they arc not identical with them, (as wc have shown
above,) the use of the flat on the Si of the latter, except in certain cases, being a comparatively modern innovation, and an
abuse. On the other hand, it is contended, that this use of the flat is inherent in the character of the tones in question*
especially in that of the fifth and sixth ; and in fact, it is the Roman practice to flat the Si almost continually, in these two
tones. For the rest, the mere transposition of tones, provided it be into scales identical with the original scales, is not only
lawful, but even sometimes necessary, and a thing of constant occurrence.

1 The following works may be consulted with great profit on the interesting subject of the Ecclesiastical Modes:
Pernarelli, Ltituzioni di Canto Fermo, Roma; Alix, Cours Complct de Chant Ecclèviastiquc, Lecoffre, Paris; Janssen,
Vrais Prinetpoj du Chant Grigoricn, Hanicq, Malines; Berti, Jlcgolc di Canto Grcgoriano, Roma; Alfiert, Saggio . . . •
di Canto Grcgoriano, etc., etc. "W e regret that the limits of our Manual do not allow us to give copious extracts from theso
estimable works, of one or the other of which it were to be wished that we possessed an English translation.



PART II.

CHAPTER I.

INTONATION OF THE PSALMS, IN GENERAL.

1.—The regular number of intonations, or melodies, of the psalms, is eight; but a ninth is
added for the psalm In exit it, with which it should be used exclusively.1

2.—We must distinguish in every complete psalm-melody its four constituent parts, viz: the
commencement, or first degree;* 2 the dominant, or reciting note; the cadence of the middle, called
the mediation ; lastly, the conclusion, or final cadence.

3.—The psalm-melodies arc divided into two kinds-r-tbose for the psalm after the Introit, at
Mass; and those for the psalms in the Divine Office, e. g. at Matins, Vespers, etc.

§ I.—INTONATIONS OF THE PSALMS AT THE INTROIT.

4.—The intonations for the psalms after the Introit are contained in the Gradual, to which
the student is referred. We have deemed it expedient, however, to give the Doxology, as sung to
each of these melodies, in full, forasmuch as in most Graduate only the initial word Gloria is repre
sented with notes, after the psalm of the Introit, the adaptation of the remaining words being left
to the skill of the singer. To preclude, therefore, the possibility of mistakes, we reprint the
following from the esteemed Roman work, Istituzioni di Canto Fcrmo. The note placed at the
beginning, immediately after the clef, indicates the final of the tone.

* This melody belongs to the ancient ninth mode; but it is often called the eighth tone irregular.
2 Sometimes called the intonation.

43
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FIRST TOi\TE.

G16-ri-a Patri, | et Fili-o, | ct Spi-ri-tu-i Sancto. Si-cut erat in principi-o, j

ct nunc, et semper; ct in sajcula | scecu-16-rum. A-mcn.

Chanters. Choir.
SECOND TONE.

G16 - ri-a Patri, | ct Fili-o, | et Spi-ri-tu-i Sancto. Sicut erat in principi-o, |

et nunc, ct semper; ct in scecula srecu-16-rum. A---- men.

G16 - ri-a Patri, | et Fili-o, | et Spiri-tu-i Sancto. Si-cut erat in principi-o, |

THIRD TONE.
Chanters. Choir.

—g--q— -------!-----------H-B——n——Q-a-o-0-------J
■ - Kbj. „ • • H_______T-- B

■ tzsz^a__ i " — ________ -

et nunc, et semper; et in saccula srecu-lorum. A-men.

G16-ri-a Patri, | et Fi-li-o, | et Spi-ri-tu-i Sancto. Sicut erat in principi-o, |

FOURTH TONE.
Chanters. Choir.

et nunc, et semper; ct in saecula sascu-lorum. A-men.
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G16 - ri-a Patri, | et Fi-li-o, | ct Spiri-tu-i Sancto. Sicut erat in principi-o, |

FIFTH TONE.
Chanters. Choir.

ct nunc, et semper; et in smcula sccculorum. Amen.

----------- WR MB ___ _ m __Bl _ FW> fit L3 Ki H vs v H ' ■ _
I _ n

Gio--ri-a Patri, | ct Fi-li-o, | ct Spi-ritu-i Sancto. Sicut c - - rat in principi-o, |

SIXTH TONE.
Chanters. Choir.

ct nunc, et semper; ct in smcu-la scccu-16-rum. A-men.

SEVENTH
ChoirChanters.

n

G16 - - ri-a Patri, ( et Fili-o, | ct Spiri-tu-i San-cto. Si-cut c-rat in principi-o, |

ct nunc, ct sem-per; ct in smcula smcu-16 - - rum. A-men.

Chanters. Choir.

G16 - ri-a Patri, | et Fi-li-o, | ct Spi-ri-tu-i Sancto. Sicut erat in principi-o, |

EIGHTH TONE.

ct nunc, ct semper; et in srncula smcu-16-rum. A-nwh.
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§ H.—INTONATIONS OF THE PSALMS OF THE OFFICE.

5.—The intonations of the psalms of the Divine Office are either festival, or ferial, and are
used accordingly. The festival intonation is composed of the four parts mentioned above, viz. the
commencement-, dominant, mediation, and conclusion. The ferial intonation is composed of but
three of these parts, as it lacks the first, i. e., the commencement. We now proceed to give these
various psalm-melodics, or, as they are called, the Gregorian tones, both festival and ferial, from
the Dircctorium Chori of Guidetti. The note placed immediately after the clef, at the beginning
of each tone, indicates the final of the tone, being the last note of the antiphon preceding the psalm.
We have represented the dominant, or reciting-note, in each of the tones, by a triple breve, in
order to avoid the useless multiplication of notes.1 The figures placed after the abbreviations Med.
(mediation), and Concl. (conclusion), denote the number of syllables which they respectively
require, as we shall explain hereafter.

|| I.—FESTIVAL INTONATIONS OF THE PSALMS.

FI JR S T TONE.

Comm.

1 »

Dorn. Med. 4.
I> ' r. -____

Or thus:i 2 Dora.

■---------------------------------------------------- _______ I

Di-xit Dòminus Do - mino me - o * D6 -mino me - o * sede a
Donee ponam ini - mi - cos tu - os * -mi-cos tu -os * etc.

1st Concl. 4. 2d Concl. 4. 3d Concl. 4.

4-1-MBH
D

de - xtris me----- is.de-xtris me-is. ' sedc a de - xtris me - is. sede a

4th Concl. 4. 5th Concl. 4.

sede a de-xtris me - is. sede a de-xtris me - is.

i We have adopted this plan throughout this work, in the case of those chants in which many syllables aro sung to ono
and the same note.

2 This variation is from a different edition of the Dircctorium Chori,
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Comm. Dom. Med. 2. Dom. Cone!. 4.

SECOND TONE.

7^ B H 01

Di - xit Dominus Domino me - o : * sede a de-xtris me - is.
Donee ponam inimicos tu - os * etc.

THIRD TONE.

Comm. Dom. Med. 4. Dom. 1st Concl. 4.

Di-xit Dominus D6-mino me - o: * sede a de-xtris me - is.
Donee ponam ini - ini - cos tu - - os * etc.

sede a de - xtris me - is. sede a de - xtris me - is. sede a de - xtris me - is.

2d Concl. 4. 3d Concl. 4. 4th Concl. 4. (Rarely used.)

FOURTH TONE.

Comm. Dom. Med.1 Dom. 1st Concl. 5.

Di-xit Dominus Do-mi-no me-o: * sede a de-xtris me - is.
Donee ponam ini-mi - - cos tu - os * etc.

3d Concl. 2.2d Concl. 5.

-----H------E------ ül——ra-------— r I—S23D---------------------------------------------- ------ -------n---------jg----- EESQ------------- _ G>_______ 1
1

sede a de-xtris me - is. sede a dextris me - is.

Comm. Dom. Med. 2. Dom. Concl. 4.

Di-xit Dominus Domino me-o: * sede a de-xtris me - is.
Donee ponam inimicos tu - os * etc.

FIFTH TONE.

s KI _ ISl —* — —a-----
_ u

1 Sco H 20, § iv, Part II. 4
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SIXTH TONE.

Comm. Dom. Med. 4. Dom. Concl. 4.
--------- —» . —_______H h___ “___ n— KJ -fct

T —
Di - xit Dominus

Donee ponam ini-
D6-mino me - o: >
mi- cos tu - os *

sede a
etc.

de - xtris me - is.

Di - xit Dominus Do-mino me - o : * sede a de-xtris me - is.

SEVENTH TONE.
Comm. Dom. Med. 4. Dom 1st Concl. 4.

sede a de-xtris me - is. sede a de-xtris me - is. sede a de- xtris me - is.

Donee ponam ini - mi - cos tu - os * etc.

2d Concl. 4. 3d Concl. 4. 4th Concl. 4.
r-a—■------------------------ -------Linj------------ —El------pj--------------- rn------ r r-n—»-----------------
-----------»------Q ■ ■■ ~n3 *—-----elafa______ ----------- ö----- q----- —--------~------Q

L_________ I______ L

Comm. Dom. Med. 2. Dom. 1st Concl. 4.

Di-xit Dominus Domino mc-o: * sede a de-xtris me - is.

EIGHTH TONE.

Is ■ H__s fi K ~
zs Q 0 —El- H

Donee ponam inimicos tu - os * etc.

sede a de-xtris me-is.

2d Concl. 4.

s

NINTH TONE.»
Comm. Dom. Med. 4.

-^b8—n—
Dom. Concl. 4.

M
In êxitu Israel

—---------a—B—

de zl£-gyz-pto k domus Jacob do
_f~z----------- —a—

po-pulo bar-baro.
Facia est Juda/a sanctifi-ca - - tio e - jus * etc.

Med. 6. Concl. 4

In êxitu Isra - - - - el de JE-gy'-pto * domus Jacob do po-pulo barba-ro.
Facta est Juda/a sancti-fi -ca-tio e - jus * etc.

Comm. Dom.

1 We give two different versions of this tone, from different editions of the Dircctorium Chori. See 5T 1, Part II.
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|| H.—FERLAL intonations of the psalms.

G.—On ferial days, the whole psalm is sung in the same way, i. e., the first verse is intoned
like the remaining verses, omitting the first degree, or commencement, and beginning on the
dominant, as in the following examples:

SECOND TONE. THIRD TONE.

Dixit Dominus Domino me - o * etc. Dixit Dominus D6-mino me - o * etc.

FOURTH TONE.

And eo on of the other tones.

Dixit Dominus Do-mi-no me-o * etc.

7.—In other respects, the psalm-melody, says the Dircctoriuni Chori, is precisely the same as
on feasts. The following two variations, however, are given as the ferial mediations of the first and
seventh tones, in an edition of Guidctti, of the year 1642, and in almost all manuals of plain-chant.

SEVENTH TONE.

Dixit Dominus Do-mino me-o * etc. Dixit Dominus D6-mino mc-o * etc.

8.—The ferial intonations of the Psalms arc used at Complin, the Little Hours, (even on
Doubles,) and for the entire office on Simples, as also for the Office of the Dead, except when it is
sung ritu duplici, in which case the festival intonations arc used.

§ HI.—MANNER OF SINGING THE PSALMS.

9.—The Antiphon' before each psalm in the Divine Office is commenced by the director of
the choir, or by a chanter, and, on Doubles, continued1 2 by the whole body of singers, or by a select
number of them. It is repeated after the psalm, by the general or select choir entirely. When

1 The antiphons are contained in the Anliphonarium or Vespcral.
2 Tn many choral books the word or words to be sung by the chanters alone, are divided off by a double bar, and it is

from this mark that the singers should continue the rest of the antiphon. Otherwise they should come in at a sign given by
the director of the choir, or by the chanter.
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ever the Office is accompanied with the organ, however, the antiphons after the psalms may be sup
plied1 by that instrument. On Semi-Doubles, the antiphon is given out as before, and after a
word or two of it, the first verse8 of the psalm is intoned by the chanters, as explained in the next
paragraph. The antiphon, if it be not supplied by the organ, is sung entire after the psalm.

10.—The first verse of the psalm is, on Doubles and Semi-Doubles, intoned by two chanters,
on all the four parts of the psalm-melody, just as we have given the verse Dixit Dominus in each
of the tones. The remaining verses are sung by the choir, the side opposite the celebrant com
mencing on the second verse, the other side taking the next verse, and so on, alternately throughout
the whole psalm. Observe, however, that the second and remaining verses of each psalm are sung
like the verse Donee ponam1 2 3 4 i. c. on only three parts of the psalm-melody, the choir commencing
in each case on the dominant, not on the first degree, or commencement. The conclusion1 of the
psalm-melody being variable in some of the tones, the choir must be careful to listen how tho
chanters end the first verse, so as to sing the same conclusion in the remaining verses.

11.—In the case of the first and fourth tones, it is the practice of the most celebrated choirs of
Rome to omit, in singing the second and remaining verses of a psalm, the first Sol of the mediation,5 6
as in the following examples:

FIRST TONE. FOURTH TONE.
Dom. Med. 4. Dom. . Med. 2.

Donee ponam ini - mi - cos tn - os, etc. Donee ponam inimicos tu - os, etc.

Another occasional variation of the mediation in some of the tones will be noticed hereafter.0
12.—The Cccremonialc Episcoporum recommends that the Doxology after each psalm should

be chanted more solemnly than the psalm itself—solcmniori vocis modulationc;—-which may be dono
in the following manner: On Sundays, and ordinary feasts, it should be sung more slowly than the
verses of the psalm; and on feasts of the first and second class, in addition to this greater slowness
the full intonation might be used, as sung at the end of the Canticles.7

13.—On feasts of the first and second class the psalms are chanted somewhat more slowly than
on ordinary days, when they arc sung rather rapidly. Care must be taken, however, always to
articulate the words distinctly, avoiding the extremes of drawling and precipitation. *

1 See § iv, ch. i, Part III.
2 On tome Semi-Doubles the commencement of the antiphon is the same as that of the psalm. In such cases, they

who intone the first verse of the psalm must not repeat the words sung by the chanter, but continue the verse from those
words.

3 See table of festival intonations, || i, § ii, Part II.
4 The conclusion depends on the antiphon of each psalm. Hence, when the antiphons arc sung, the chanters must end

their intonation with that conclusion which is indicated in the Antiphonary, supposing the tone to have various endings.
5 In the case of the first tone this rule applies, of course, only when the mediation given in the first place is s^un^ in

preference to that in the second place. Sec table of intonations, || i, § ii, Part II. °
6 See IT 21, § iv, Part II.
7 See ch. ii, Part II.
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14.—A very short pause should be made before the ,  and the |, whenever they occur in the*
psalms.

15.—Special attention should be paid to accent syllables marked thus f, and to avoid the com
mon fault of hurrying over a long or accented penultima, before a pause, in order to rest on the
final syllabic, c. g. in the words sanctorum, tubrwm, etc.

1G.—On each side of the choir all should take up their verse of a psalm immediately at the
conclusion of the preceding one,—begin, and end at the same moment together. When the psalms
arc accompanied with the organ, however, it will be necessary, in some of the tones, to make a
short pause between the verses, to enable the organist to connect them together by appropriate
modulations.1

17.—The director of the choir will observe, that according to the best authorities the psalms
should be sung on a uniform pitch, the sound of La, Sa, or even (on great solemnities) Do, being
taken for the dominant of all the tones.1 2 3 He should also be careful to suppress at once every
attempt at harmonizing*  the tones, on the part of the members of the choir. The Roman chant
should be sung in unison, and the by no means easy task of harmonizing it should be left to the
organist.

§ IV.—ADAPTATION OF THE WORDS OF THE PSALMS TO THE VARIOUS
INTONATIONS.

18.—The manner of adapting the text of the psalms to the respective mediations and conclu
sions of the various intonations, is a point of great importance in psalmody, and one, at the same
time, concerning which there are some differences of opinion. Most manuals of plain-chant, how
ever, give the following general rules:—

19.—First.—In all dactylic words, i. c. those of more than two syllables, having the penult
short, and the antepenult accented, c. g. Do minus, Spirltui, timêntibus, miseriebrdia, etc., the
penult docs not count, in numbering the syllables, but is considered as one syllabic with that before 

1 The Cccrcmonialc Episcoporum prescribes that the psalms should be chanted without the accompaniment of the organ
—or ganum pulsari solct in fine cujuslibct psalmi. The contrary custom, however, says Father Pernarelli, in his Istituzioni di
Canto Ecrmo, has become general, “in virtue of a benign interpretation of the passage cited; forasmuch as a moderate and
grave accompaniment does not drown or confuse the sacred words, but, on the contrary, helps to support and bring out the voices
of the singers,” etc. Should it be preferred to follow the prescription of the Cccrcmonialc Episcoporum, the organist must be
careful to take up nt the end of each psalm that tone in which the singers left off, (even supposing them to have fallen from
the original pitch,) modulating, by appropriate harmonies, into the key in which the next psalm is to be sung.

2 This must be regulated more or less according to the voices of the singers. Yet experience shows that there is, generally
speaking, less danger of what is called flat singing, when the psalms are chanted on a moderately high pitch. At the same
time, any thing like screaming, whether on the part of the whole choir, or of individual members of it, should be carefully
avoided.

3 Wo trust we may be pardoned for applying the word harmony to the absurd combinations in question.
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or after it. Thus, the regular number of syllables for the mediation, e. g. of the first tone, is four:
yet we sing Domino inco, five syllables, to this mediation, according to the rule, the pcnultima ini
of Domino not being counted.1

20.—The Dircdorium Chori furnishes us with examples of exceptions to the above rule. Thus,
in the formula of the fourth tone, as reproduced in our manual2 from that work, we find, in the
mediation, the penult mi of the dactylic word Domino, reckoned as a separate syllabic, and having
a note peculiar to itself—a note differing from that before and after it,—which is not the case with
the mediations of the other tones. Again, in the Dircdorium Chori we find examples of similar
exceptions in the case of the eighth tone. In that work the ninety-fourth psalm is represented in full,
with notes, to the eighth tone, with the first conclusion. The note >S't, of the conclusion, is given
sometimes to an accented syllable, sometimes to a final, and, in the case of a dactylic word, to the
pcnultima. Thus:

8th Tone. Conch

salu - tâ - ri no - stro.

---- vidêrunt 6 - pc - ra me - a.

8th Tone. Concl.

♦ H B
_ _________°___ a__ _

8th Tone Concl.

—----- C5TTT5--------------------------- tn ' —nu--- -s--s—

- - - - monti - urn i-psi-us sunt.

Concl.

in re-qui-cm me - am.

6th Tone. Concl.

q—? E— ——-I~T-------- B------g

- - - - Spi - ri - tu - i San - cto.

In other choral books may be found analogous examples in the case of the second conclusion of
the same tone. Thus:

8th Tone. Concl.

----- - - - â - ni-mam me-am.

21.—Second.—If the syllable immediately before the ,  at the mediations of the second,*
fourth, fifth, and eighth tones, be a monosyllabic word, or a syllable with the acute accent, or the
final syllable of a Hebrew word, the melody ascends upon such syllable one note above the domi
nant, and the last note of the mediation is omitted, as in the following examples:

1 Seo other examples throughout this work. = See table of intonations, || i, § ii, Part II.
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SECOND TONE.

D6-ini-nus regnavit, dccorem indutus cst, * indutus, etc.

In con - vertêndo Pominus captivitâ - tern Si - on, * facti etc.

FOURTH TONE.

FIFTH AND EIGHTH TONES.

Rogate qua) ad pacem sunt Jcrusa-lcm, * ct abundântia etc.

22.— Third.—Sometimes a verse of a psalm will be found not to have a sufficient number of
syllables before the * to sing the dominant and mediation, or after it, to sing the dominant and
conclusion. In such cases the dominant, and sometimes the first note of the conclusion, is omitted,
and the words (or syllables) are sung to the notes of the mediation or conclusion alone, as the case
may be. The following are examples:

MEDIATIONS.

Qui fa - cit hmc * etc.

1st Tone, Ps. 14.

The-sau - n - zat * etc.

3d Tone, Ps. 38.

- — * Quern ti-me-bo?

1st Tone. Ts. 2G.

* et mu - i

2d Tone.

1st Tone. Cant. Habacuc.

CONCLUSIONS.

* et mu -1

3d Tone. 1st Concl.

1st Tone. Off. of Dead.

- - * lu-ce-at e - is.
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------* Quern ti-me-bo?

4th Tone.

6th Tone. Ps. SS.

-----* ct ti-mu-i.

4th Tone,

Cth Tone. Ps. 30.

su - per - vacu-c.----- * Fi - at, fi - at.

7tli Tone.

- - - * lu-ce-at c - is.

g—•

- - * lu - co - at g - is.

4th Tone.

-----* Laus Is - ra- cl.

6th Tone. Ps. 27.

8th Tone.

- - * Laus Is-ra-el.

23.—Fourth.—If a note at the commencement of a mediation or conclusion ascend above the
dominant, a final syllable should not be sung to such note, but the penult should be taken instead,
or, if this be short, the antepenult. According to this rule, then, the mediations of the first, third,
seventh, and ninth tones, and the conclusions of the fifth and seventh tones, will sometimes require
more than the regular number of syllables. In certain cases, it will be necessary even to omit tho
dominant altogether.

EXAMPLES.

1st Tone. Ps. 109.

MEDIATIONS.

Judicabit - - - - im - pie - bit ru - i - - nas * etc.

3d Tone. Off. of (he Dead.

Re-qui-em a? - ter-nam * etc.

Virgam D6-ini-nus ex Si - on * etc.

7th Tone. Ps. 109.

Ma - - re vi - dit et fu - git * etc.

9th Tone. Ps. 113.
t
” R __ B ■ ■ B---- B — —

Jh________ • p ------ n—------ _
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CONCLUSIONS.

5th Tone. Ps. 109.

- - - - * scabellum pc - dum tu - 6 - rum.

5th Tone. Ps. 109

secundum 6r-di-nem Mel-chi - se-dcch.

5th Tone. Ps. 5.

- - - - * co - ro - nas - ti nos.

7th Tone. Ps. 111.

pecca - to - rum pc - ri - bit.

— ante lu - ci - fe - rum gê - nu - i te.

7th Tone. Ps. 109. €?

> q L',5® —B ♦ Ü „ . wa
S •LI v V p|Zj “

i

- - - - * Do-mi - ne vir - tu - turn.

24.—Fifth.—In the mediations of the first, third, sixth, seventh, and ninth tones, and in the
conclusions of all the tones, if the last word (but not the last two words,) be a monosyllable, the
syllabic immediately before it is, like the penult of a dactylic word, not counted, but is sung as one
syllable either with the monosyllabic word, or with the syllabic by which it is itself immediately
preceded. Should there be two syllables, both short, before such monosyllabic word, they are to be
considered as one, and treated in the same manner. Thus:

1st Tone. Pa. 115. • Ps. 129.

MEDIATIONS.

pro - - pi - ti - â - ti - o est.- - propter quod lo - cü - tus sum.
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3d Tone. Ps.120.
B « **w td-------R3---- —. ■ - —— — -——j■——g-----p—— a _ Eg—0—0.... .........  _1________ _ “a—

Per diem sol non u - ret te. -----pro - pi -ti - a - ti-o cst.

- - - ma - gna qui po - tens est. -----pro - pi - ti - â - ti-o cst.

Cth Tone. Magnificat.

F.'MFCttc----- BOBS------B H - - h E E □__ E__ oo B__ jK ■B S

9th Tone. Ps. 113.

7th Tone. Ps. 13S.
—B— n> -aS—— —E-----nj— A A —nfe--- 803----- ———______Bi— n ■ II

I

- - - et co- gno-vi-stio me. -----pro - pi - ti - â - ti-o est.

H .»=-R=|_m_. -1
*1 I

Ad-ji - - ciat D6-mi-nus su-pcr vos.

1st Tone. 1X119. Ps. 109.

CONCLUSIONS.

- - - et e-xau-di-vit me. - - ante lu - ci - fc-rum ge-nu-i to

2d Tone. Ps. 5. Ps. 121.

rS « w ■ ____  ■_________________FE ■ ■ 0 a —
_L________ ______e ■ B ________ B * E

--- * co-ro-na-sti nos. - - - di - li-gen - tibus to.

de - dit ti-men-tibus sc. de - dit ti - mêntibus se

3d Tone. Ps. 110. 1st Concl. 3d Concl.

jnsn ps__
“ CT v v ~ — ' gE ~E1 xv m —|_________ i n ! ““Bl ___ '__ -----“---- ejsu-----gj---- O—Q-------gj3

4th Tone. Ps. 08. 1st Concl. p8. 53. 2d Concl.

tom - pe-stas de-mersit me. - - - virtu - te tu-a ju-di-ca me.

et pros - cin - xit se.* - - virtute tu-a jü-di-ca

Cth Tone. Ps. 92.
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ctor o-rum

9th Tone. Pa. 113.
------h

prote

25.—If, however, two monosyllables terminate the mediations of the first, third, sixth, and
seventh tones, or the conclusions of any of the tones, they arc sung as two distinct syllables. Thus:

Ps. 123. Med.

FIRST TONE.

Cum exurgcrcnt ho - mi-ncs in nos.

FIFTH TONE.
Ps. 121. Concl.

S__ S—®—. &__________m ____ iB----------------------- ---------------B-------GJ—P
1

- - _ '< loquêbar pa-cem de te.

S E V E N T II TONE.

Concl.

- - - * no dis - ces-seris a me.

Ps. 13S. Med.

scientia tu-a ex me.

THIRD TONE.

□ tn —a BL, H

Ps. 133. Med.

miquita me est.

SIXTH TONE.

------ requi - es-cet in spe.

EIGHTH TONE.

Ps. 15. Concl.

8



CHAPTER II.

INTONATIONS OF THE CANTICLES.

1.—The canticles Benedict us and Magnificat are always sung on all the four parts of intonation
throughout, each verse being chanted like the first, or rather, in the case of the Magnificat, as the
first verse would be sung if it were not too short to admit the full intonation in any of the tones.

2.—The canticles are always chanted more slowly and solemnly, and in less of a reciting, and
more of a singing, tone of voice than the psalms. The pauses, too, must be carefully observed.

3.—The first verse of the Magnificat (with which we are here chiefly concerned,) is intoned,
like that of a psalm, by the chanters. If an organ accompany Vespers, the second verse may be
supplied’ by au interlude; the third verse is sung by both sides of the choir united, with a mode
rate accompaniment of the organ; the fourth verse is treated like the second, the fifth like the
third, and so on to the end.2 The Antiphon which was sung before the canticle may, at the end,
as in the case of the psalms, be supplied by a short symphony.3 But if Vespers arc not accompa
nied with the organ, the second and remaining verses of the Magnificat are chanted, like those of a
psalm, by the two choirs alternately, and the Antiphon is sung after as well as before it.

INTONATIONS OF THE

MAGNIFICAT.4

1st Concl. 2d Concl.

FIRST TONE.

________  — i ________ _________ C
Ü pr. MH 4- .Ho N a „ a® s J°_ —J______ L e “a q

Magni -fi-cat * anima me-a D6-minum. 2. anima me-a Do-minum. 2.

1 Sec Part 111. chap, i § iv.
9 On great festivals, this canticle, after the first verse has been intoned by the chanters, may be sung in alternate verses

by the select and general choir,—in harmony by the former, (which also takes up the second verse,) in unison by the latter:
or, all the verses, the first excepted, may bo sung by the select choir exclusively; and if an organ accompany Vespers, only
the alternate verses need be sung, the rest may be supplied by the organ.

3 The Antiphon should not be repeated or supplied at the end till the incensation of the Altar, etc., is finished. The
organist should therefore regulate his interludes accordingly, so that the canticle may terminate together with the incensation.

4 We give the Canticle in the case of each tone having many conclusions, with the first one throughout. If one of the
other conclusions is to be sung, it will be easy to adapt it to the termination of the verse, in the same manner in which we
have adapted the words mca Dominum to the different conclusions.

58
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anima me-a Do - - minum. 2. anima nic-a Doini-num. 2. anima me-a D6mi-

Concl.

3. Qui-a re-spe-xit huini-li-tatem'| an-cil - Im su - m * ecce enim | ex hoc be-atam

-num. 2. Et c - xul-tâ-vit | spi - ri-tds me - us * in Deo | sa-lu - ta-ri me - o.

Concl.

u i.:a _ 9-^—9 "a a—+_ a? *_.
1

me di-ccnt| omnes gene- ra - ti - 6 - nes. 4. Quia fecit mi-hi ma-gna qui po-tens est *

Concl.

ct sanctum no-men e-jus. 5. Et mi-se-ric6rdi-a ejus | a progòni-c in proge-ni-es *

ti - mentibus e - um. G. Fc-cit potentiain | in bra-chio su-o * dis-per-sit su-perbos |

Concl.

monte cor-dis su - i. 7. Pepo-suit | po-ten-tes de se-dc * et exal - ta-vit hu-miles.

Concl. Concl.

8. E - su-rientes | im-ple-vit bo-nis * et di-vites | dimi - sit i-na-ncs. 9. Suscepit- Isra-el |

Concl.

Concl.

pu - erum su-uiu * rccordatus) miseri - cor-di-m su-te. 10. Si - cut locutus est | ad pa -
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ires nostros ADranam | cl semini c - jus iu wvu-u. uw-u-u | xu-u-v

ct Spi - ri - tu-i Sancto. Sicut erat | in princi-pi-o | ct nunc, ct semper * ct in sa/cula ]

Keen - 16-rum. A-inen.

Concl.

2d Tone. Concl. 8th Tone. 1st Concl.

Ma-gni-ficat * anima me-a Domi-num. 2. anima me-a D6-minum.

SECOND AND EIGHTH TONES.»

See! k___
__L

-ES3D----------- rezra------------ ----- b----a—J--q

8th Tone. 2d Concl. 2d T. Concl.

JSTB-

2. anima me-a D6-minuin. 2. Et e-xul-tavit spi-ritus me-us * in Deo | sa-lu - ta-ri

8th Tone. 1st Concl.

l-S-a- B H +H -■-q ■-- B—♦-□ E----Eg - HEJ~
____■__ "BL

me-o. 3. -ta-ri mc-o.
—L_Eöd
3. Qui - a

___ 1
rcspexit

________ 1________________
humili-tatem | an-cil-lte su - a? 51 ' cccc

2d Tone. Concl. 8th Tone. 1st Concl.

enim | ex hoc beâtam me dicent|omncs gene - ra - ti - 6 - nes. 4. -ra-ti - 6 - nos. 4. Quia

fecit mihi magna qui potens est * et sanctum no-men c-jus. 5. nomen e-jus. 5. Et

2d Tone. Concl. 8th Tone. 1st Concl.

» The intonation is the same for both tones, if we except the signature and the conclusions. The signature first given,
with the Fa clef, is for the 2d tone: that with the Do clef is for the 8th tone.
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8th T. nt Concl.2d Tone. Concl.

mise-ricordi-a cjus | a progeni-c in progc-nics * timen - ti-bus c-um. G. -ti-bus c-

um. G. Fc - cit potcntiam | in brachi-o su - o * dispêrsit superbos | mcntc cordis su-i. 7.

2d Tone. Concl.

8th Tone. 1st Concl. 2d Tone. Concl. 8th Tone.

cor-dis su - i. 7. Dc-pu - suit | po-tentcs de sc-de * ct exal - tâ-vit humites. 8.-tâ-vit

1st Concl. 2d Tone. Concl. 8th Tone

humilcs. 8. E - su-rientes | imple-vit bo-nis*  ct di-vites | dimi - sit i-na-ncs. 9. -sit i-

- na-ncs. 9. Susce - pit | Isra-el pu- erum su-um * rccordatus | mise-ricor - di - a? su-ai. 10.

1 st Concl. 2d Tone. Concl.

-disu-ae. 10. Sicut lo-cutus est | ad patres nostros* Abraham, |ct sernini e - jus in

8th Tone. 1st Concl. 2d Tone.

saj'cu-la. -jus in sa/cu-la. G16 - ri-a Pa-tri, et Fi-li-o, * ct Spiri - tu-i

Concl. 8th Tone. 1st Concl. 2d Tone.

Sancto. -tu-i Sancto. Sicut crat [ in principi-o, | et nunc, ct sem-per * et

Concl. Sth Tone. 1st Concl.

in sac'cu-la | saccu - 16-rum. Amen. -16-rum. Amen.

2d Tone. Concl. 8th Tone. 1st Concl
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THIRD TONE.

2d Concl.

^-P]-osaB-n in ‘
Ma-gnifi-cat * anima me-a Dominum. 2. anima me-a D6-minum. 2. anima

1st Concl.

me-a Domi-num. 2. anima me-a Do-minum. 2.Et exultâvit | spiritus incus * in Deo |

3d Concl. 4th Concl.

--ES3--------
nzzzB

□

-
j--- E-BH-h—° — a—^-^-b— -E—g-P—fl

sa-lu-ta-ri nic-o. 3. Quia respexit humili-tatem | ancilke su-re * eccc cnim|ex hoc beatam

Concl.

Concl.

me diccnt jomnes gene - ra-ti-6-ncs. 4. Quia fecit mihi inagna qui po-tens cst * ct sanctum |

Concl. Concl.

-E-O-O —-Ei-

nomen e-jus. 5. Et mise-ricordi-a cjus] a progeni-e in proge-nics*  ti - inentibus e-um. G.

a----- q— o—----------1-------- B.

Fecit potêntiam | in brachio su - o * dispêrsit supêrbos | mente cor-dis su-i. 7. Depo-suit |

Concl.

Concl.

potentesde se-de * et exal - ta-vit hu-mi-lcs. 8. E-su-riêntes | implêvitbo-nis * et divites |

dimi - sit i-nanes. 9.Susce-pit Is-rael |puerum su-um*rccordatus|iniseri - cordi-ce. su-ce. 10.

Concl. Concl.
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Sicut locutus cst | ad patrcs nostros * Abraham ] ct sêmini ê- jus in sx'cu-la. G16-ri-a |

Con cl.

Concl.

Patri, ct Pi-li-o * et Spi - ri-tu-i San-cto. Sicut crat| in principi-o | et nunc, et scm-pcr *

Concl.

ct in sx'cu-la | sx-cu - lo-rum. A-mcn.

1st Concl. 2<1 Concl.

Ma-gni-ficat * a-nima mc-a D6-minum. 2. a-nima me-a Domi-nmn. 2. Etc-xultâvit |

F O U R T II TONE.

spirjtus mcus * in De-o | sa-lutâ-ri me-o. 3. sa-luta-ri mc-o. 3. Quia respexit humili-tatcm |

1st Concl. 2d Concl.

ancillx su-x * cccc eniin|ex hoc beatam me di-cent| omncs gcncra-ti-6ncs. 4. gcncra-ti-o-

1st Concl. 2d Concl.

nes. 4. Quia fecit mihi magna |quipotcns cst * ct sanctum nomen ejus. 5. sanctum nomen

1st Concl. 2d Concl.

c-jus. 5. Et mi-se-ricordi-a ejus | a progeni-c in progenies * timêntibus eum. G. timênti-

1st Concl. 2d Concl.
I n^.------r-l

m Bf-P— P" P-P ♦ P- H ■ ■ B ♦ O ■
1---------u------------------------- _J__________ j____________ 1________ 1_______ ... w B
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bus e-um. G. Fecit potentiam | iu brâchio su-o * disper-sit superbos | incnte cor-dis su-i. 7.

1st Concl.

mente cor-dis su-i. 7. Dcpò-suit | potêntes de sede * et e-xaltavit hu-niilcs. 7. cxaltavit

buml-les. 8. E - su-rientes| implêvit bonis * ct divi-tcs | dimisit i-nanes. 9. dimisit i-nancs.

1st Concl. 2d Concl.

9. Suscêpit Isra-el | puerum suum* rccordâtus | misericordi-cc sure. 10. miscricordi-tc su-ic.

1st Concl. 2d Concl.

10. Sicut locutus est | ad patres nostros * Abraham |ct sêmiiri ejus in sa/cula. cjus in

1st Concl. 2d Concl.

sm'cu-la. Glo-ri-a | Patri, ct Fi-li-o et Spiri-tu-i Sancto. Spiri-tu-i Sancto. Sicut

1st Concl. 2d Concl.

1st Concl. 2d Concl.

crat | in princi-pi-o | etnunc, et semper * et in smzcu-la | sacculorum. Amen. sajculorum.

A-men.
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Magni-ficat * a-nima mca Dominum. 2. Et cxultavit | spiritus mens * in Deo | saluta-ri

FIFTH TONE.

moo. 3. Quia respexit humilitatcm jancflke su-x * ecce cnim|ex hoc bcatam me dicent [omnes

gcncra-ti-6ncs. 4. Quia fecit mihi magna|qui potens est * et sanctum nomen cjus. 5. Et raise-

a—q-^-o-a 4-a-h—a—------ n- I - —rg---- B-q-O-G---- B— —O-&

-ricordi-a cjus | a progcni-c in progenies * timentibus cum. G. Fecit potêntiam | in brachi-o

su-o * dispersit superbos | mente cordis su-i. 7. Dcpo-su-it | potentes de sede * et exaltâvit hu-

miles. 8. E-su-rientes | implcvit bonis * et di-vites] diinisit i-nancs. 9. Suscepit Isra-el [ pu-c-

-rumsuum*recordatus|misericordi-rc suae. 10. Sicut loculus est | ad patres nostros * Abraham,]

5-hs—ki-a- --s-a-s-a——s------ ------ 1-------EH&-0---- E -q—€—q—1'--------------- ----------=}-------------- - —i -» a-------B— -W-» - —
□—a—E^-n------ a—n—

■ t— i

q

et sêmini cjus in sa/cula.. Glo-ri-a | Patri, et Fi-li-o, * ct Spintu-i Sancto. Sicut e-

o-p—q-D—p----

rat | in prinefpi-o, | ct nunc, et semper * et in sa/cu-la|sxcul6rum. Amen.
9
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SIXTH TONE.

& c-E-

-cit potêntiam | in brâchio su-o * dispêrsit supêrbos | monte cordis su-i. 7. Dcp6-suit | potentcs

-n—n-»-n—n-q-
b- -

de sede * ct exal-tâvit humilcs. 8. E - su-rientcs | implevit bonis * ct divitcs | dimisit i-

—o-Q-------- E^

aE

-I——

—□-

■«-----a—q-o-o—p

-nânes. Ö.Suscêpit Isra-el | püerumsuum* rccordatusjmisericordi-ac su-co. 10. Si-cut locu-

Ma-gnifi-cat * a-ni-ma me-a D6-minum. 2. Et e-xultavit spiritus incus * in Dc-o |

sa-luta-ri meo. 3. Qui-a respexit bumili-tatein | ancflke sum * ccce enim | ex hoc bcâtam

b—q—ra ----rf
I_________ R___

me dicent|omnes genera-ti - ones. 4. Quia fecit mihi magna qui potens cst * et sanctum no-

-tus est | ad patres nostros * Abraham, | et semini cjus in sa/cu-Ia. G16-ri-a | Pa-tri, ct

-0.—o—D

Ffli-o, * et Spiritu-i Sancto. Sicut erat | in prin-ci-pi-o, | ct nunc, et semper * ct in

q-J-----hh-b—s ri-n—E-o-^-q-0-—e—a-ra—  ---a 1------------ =1—------------- N--------- Q_

-men ejus. 5.Et mi-sericordi-a ejus | a progeni-e in progenies * timêntibus cum. G. Fc-

--------J
g ■ "-a- a pff »-<>-q-0-a—q-a—n—s-a - o— —u—n -»-p~p| — —tt-E-

sx'cu-h | smculorum. A-men.
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seventh tone.

Ma - gni-fi-cat * anima mc-a Dominum. 2. anima mc-a Dominum. 2. anima

1st Concl. 2d Concl.

mc-a Domi-num. 2. anima mc-a Domi-num. 2. Et c-xultavit | spi-ritus me-us

3d Concl. 4th Concl.
® S____ Ei-, i i 3 U____r, ‘ ____ i ~ us wrap et * a B' ar1 irlK ii “ El | Eqit

L ~—1___________£_[_ D ____ _ ____________________ 1

in Deo | salu - ta-ri ine-o. 3. Qui-- a rcspexit| humilitatem | ancillae su-cc * cccc e-

Concl.

-nim | ex hoc beatam me dicent |omncs gene - ra- ti - 6 - nos. 4. Qui-a fc-cit mihi|magna qui

Concl.

< bJ iu U__ R1__W_Q_ LI a □_£__ “___ G . _l_l ~ m w ra n “ e l
- £ Q Q

i 1

.7
1 11

1 J 1

potens est * et sanctum no-men c-jus. 5. Et ini-sc-ricordi-a c-jus | a progeni-e in

Concl.

Concl.

^=n=^-Pz3-'r1-«
progeni-cs * ti - meu-ti-bus c-um. G. Fe - - cit potêntiam | in brachio su-o * disper-sit

supêrbos | mente cor-dis su-i. 7. De-po-su-it| potentes de sc-de * et c-xal -ta-vit humi-

Concl. Concl.

° a _ -z_a 0 er ° nZE S H ' n <■ j“ ■ ♦ i1_______ ’_________________ 1 »3 __E______________

-les. 8. E - - su-rientes | imple-vit bo-nis * ct divites | di - mi-sit i-na-nes. 9.Su-scepit Is-

Concl.
_ __ MH K EB^1 n m o a s R _H 4- - - qB B__B ■

1 1 R-l"= ___L___l_____ - i ___1
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Concl.
H H

-ra-el | pu-erum suum * rccordâtus | mise-ri - cor-di-ae su-ao. 10. Si - - cut lo-cutus cst | ad pa-

-tres no-stros * Abraham, | et sernini e-jus in sm'cula. G16 - - ri-a | Pa-tri, ct Fi-li-o, *

Concl,

ct Spi - ri-tu-i San-cto. Si-cut c-rat] in principi-o, | et nunc, ct semper * ct in sa/cu-la |

smcu - 16-rum. A-men.

Concl.



PART III

OF THE DIVINE OFFICE.

CHAPTER I.

V E S P E IR S .

§ I.—DEUS IN ADJUTORIUM, ETC.

1.—The intonation of this vcrsicle is cither festival or ferial. The former is used at all the
Canonical Hours on Doubles and Semi-Doubles. The latter is used on Simples and ferial days at
all the Hours except Matins.

Choir.Celebrant.

|| I.—FESTIVAL INTONATION.

Deus| in adju-to -rium | meum intende. R. Domine |ad adju-vândum me festina. G16ri-a

Patri, et Fi-li-o, et Spiri-tu-i Sancto. Sicut e-rat in princi-pi-o, et nunc et semper, et

in sae'cu-la | smculorum. Amen. Allc-luia.

2.—From Septuagesima Sunday until Thursday in Holy Week, instead of Alleluia is sung the
following:

69
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Laus ti-bi Domine, Rex ccter-nao glori-ie.

|| H.—FERIAL INTONATION.

Deus in adjuto-rium mc-um intendc. R. Domine ad adjuvandum me festina. Gd6ri-a

Patri, etc. .. . Alle-luia. Vd Laus tibi, etc., as above.

. § II—PSALMS.

For the melodies of the psalms, and the manner of singing them, see Part H of this work.

§ HL—LITTLE CHAPTER.

3.—After the last antiphon of the psalms, the celebrant sings the Little Chapter, with the
proper pauses, on one note, Do, throughout, excepting the last two syllables, (the penult of a dac
tylic word not being reckoned,) which arc sung on La, Sol La, as in the following

EXAMPLE.

Misit Herodcs Rex manus, nt affligcrct quosdam de Ecclesia. Occidit autem Jacobuin,

fratrem Joânnis glâdio. Videos autem quia placêret Judae'is, apposuit ut apprehenderet |

ct Pc-trum. R. Deo grati-as.

Choir.
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4.—Monosyllables, syllables with the acute accent, and interrogation points, occurring in the
course or at the end of the Little Chapter, arc respectively sung as follows:

In festo Epiphanin?. Choir.

Surge, illuminate, etc ct gloria Domini super to or - ta cst. R. Dc-o gra-ti-as.

In Annuntiationc B. 31. V.

—ESH-------- CEZ3 - BE -."’R

Eccc virgo concipiet, etc ct vocabitur nomen cjus Em-manuel. Butyrum, etc.

Quis credidit auditui nostro? et brâcliium Domini | cui rcvc-latum cst? Et ascendet, etc.

In festo Scptcm Dolorum.

TP . --------------------------------------------------- S— —-------------El------ us---------------------------- -1 1 ® . ...

§ IV.—HYMN.

The Little Chapter is followed by the Hymn for the day. The first line is intoned by the cel
ebrant, if this be practicable; otherwise, by one of the chanters. The whole Hymn is then sung
by both sides of the choir in alternate stanzas, those on the Gospel side beginning first. If an
organ accompany Vespers, the Hymn may be sung by the two choirs united, in unison, with a
moderate accompaniment of the organ, or by a select choir, in harmony; and instead of the second,
fourth, sixth, in other words, every alternate stanza after the first, being sung, the organist may
play a short interlude. Observe, however, 1st—that, in clerical choirs, the stanzas not sung must
be recited iu a distinct voice (generally on the key-note) by one of the chanters,—a rule which
applies also to Antiphons at the end of the Psalms and Canticles, and to the alternate verses of the
latter, when not sung;’ whence the technical expressions, to repeat with the organ, to supply ly the
organ, applied to interludes and symphonies at the Hymns, Canticles, Antiphons, Responses, and
other chants. Observe 2dly, that the first and last stanzas of a Hymn, and the Doxology at the
Canticles, (the verse Sicut crat, etc., included,) must always be sung by the choir, not supplied by
the organ. The same rule applies to those verses of Hymns, etc., at which it is prescribed to
kneel, e. g., Tc ergo quoesumus; 0 Crux are spes unica, etc.

1 Seo IF 3, ch. ii, Part n.
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§ V.—VERSICLES.

5.—These are intoned immediately after the Hymn by two chanters, the choir making the
Response. The manner of singing them varies according to the difference of rite.

|| L—ON DOUBLES.

ft. Ave Maria, | gratia plena, a-- a--------- .
R. Dominus tecum. uni- u ------- m.

Dirigâtur Domino, | orâtio mca. a---------
R. Sicut incensum | in conspectu tu-o. o ------- --

|| EL—ON SEMI-DOUBLES.

ft. Exultâbunt Sancti | in glori-a------- - .
R. Lactabuntur | in cubdibus su - - i ------- s.

II HL—ON SIMPLES AND FERIAS.

6.—At the Commemorations at Lauds and Vespers, at the Preccs in the whole of the Office,
at the Antiphons of the Blessed Virgin Marg which are sung at the end of the Office, as also after
the Litanies, before the Prayer at Benediction, Deus qui nobis, etc., and in other similar circum
stances, the Versicle is sung as follows:

II iv.

ft. Bencdicta tu | in mu-li - e-ribus.
R. Et benedictus | fructus ven-tris tu - i.

7.—The following very common falsification of the above intonation ought to be avoided:
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EXAMPLE.

False. Correct.

zgg

ty. Panom do coclo | prrestitisti c - is. e - is.
R. Omne delectamentum | in sc haben-tem. ------- habentem.

8.—If the last syllabic of a Versiclc be a monosyllabic word, or have the acute accent, it is
sung as follows:

Spiritus Sanctus ] superveniet in tc. c

Fiat inisericordia tua Dorninc su-pcr nos.
R. Qucmadmodum speravimus in to.

i—ESB3

jjr. Proccdamus in pa-co.

'—rzsn

R. In nòinine Christi. A-men.

9.—Versiclcs with Alleluia arc sung, on Doubles, as follows:

$■. Ascêndit Deus in jubilatiòne. Alleluia.
R. Et Doniinus in voce tubco. Alleluia.

a - - a - -
a - - a - -

10.—The following is an example of the intonation of the Versiclc at the Teters of the Dead:

10

}jr. Audivi vocem de coelo | di - cêntem mibi.
R. Bcati mortui I qui in Domino mo-ri - untur.
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§ VI.—MAGNIFICAT.

(See Chapter H, Part II.)

§ VH.— PRAYER.

11.—The intonation of the prayer is either festival or ferial. The former is used on Doubles
and Semi-Doubles at Matins, Mass and Vespers; the latter on Simples and Ferial days, and for the
Dead, as also for such prayers as occur out of Matins, Mass and Vespers, even on solemn days, c. g.,
at the other Canonical Hours, at the Blessing of Caudles on the feast of the Purification, of Palms
on Palm-Sunday, etc.

FESTIVAL INTONATION.

12.—In the festival intonation the prayer is sung on one note, .Do, with the exception of two
variations, Do, Si, La, Do, Do, and Do, Si. The former of these variations is called the principal
point, the latter the semi-point. The principal point is used to terminate the clause which forms
the first part of the prayer, and which is correctly marked with a colon. Before it a slight pause
and respiration must be made, and the note Si is sung to the fourth-last syllabic before the colon,
or, if the second-last syllable be unaccented, to the fifth-last, so that the ascent from La to Do be
always made on an accented syllable. The semi-point is made in the second clause, at the comma,
or semi-colon, and consists of two syllables on Do, Si, sometimes three, the last two syllables of
dactylic words being sung to Si, as if one syllabic. If, however, the prayer be too short to allow
of two variations, as, for example, on the feast of S. Callistus, Pope and Martyr, or of S. Saturninus,
Martyr, the semi-point is omitted, and the principal point alone is used.

13.—When both points arc used, the principal point is always sung first in order, then the
semi-point. This is to be understood of the prayer itself; for, in the conclusion the inverse order
is observed, the semi-point being sung first. Each point is sung but once in the prayer, how many
soever the clauses; so that the principal point and semi-point, or, in a prayer requiring it, the prin
cipal point alone, having been sung once, the remainder of the prayer up to the conclusion is
intoned upon Do, without any variation. A prolongation of the voice is made upon the fourth,
fifth, or sixth last syllable of the prayer and conclusion, according as best suits the accent. When
the conclusion, in the festival intonation, is Per Dominum, or Per cundem, the semi-point is sung
upon tuum, and the principal point upon Sancti Deus. When the conclusion is Qui tecum, or Qui
vivis, the principal point alone is sung, at Sancti Deus, the semi-point being omitted. Observe,
that the words Per omnia soccula sccculorum, terminating the conclusion, are intoned, like those
terminating the prayer, upon the note, Do, without variation.
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EXAMPLE OF FESTIVAL INTONATION.

Celebrant. Choir. Celebrant.

e—_____________  rJ$---BCCP ------- - —----------------------------------p

Dominus vobiscum.1 R. Et cum spiritu tuo. Orêmus. Deus, | qui hodiêrnam diem

eorurn in omnibus sequi prce-ce-ptum, per quos religionis swmpsit e-xor-di-um.

Apostolorum tuorum Petri et Pauli mar-ty'-ri-o con-se-cra- sti: da Ecclesim turn

Per Dòminum nostrum Jesum Christum Fi-li-um tu-um, qui tecum vivit ct regnat

in imitate Spi-ri-tus San-cti De-us; Per omnia sa/cula scc-cu-lò-rum. R. A-men.

4 Choir.

FERIAL INTONATION.

14.—In the ferial intonation the prayer, with its conclusion, is sung on one note, Do, through
out, without any variation. In place of the principal point and semi-point a prolongation of the
voice and respiration arc made. This is the proper manner of reciting the prayer on ferial days,
Simples, and in Masses for the Dead.

15.—There is another ferial intonation differing in no respect from that just mentioned, except
that it admits an inflection from Do to La, at the end of the prayer and conclusion. It is used for
the prayer after the Antiphon of the B. V. Mary, at the end of the Office, for the prayer after the
Sprinkling of Holy Water on Sundays, and for the prayer after the Response, Libera me, at the
Burial of the Dead; also for the prayers after the Litanies, and for those before and after the Bless
ing of Candles, of Ashes, and of Palms. The first two prayers, however, at the Blessing of Palms 

1 Dominus vobiscum, except at the Preface, is always sung on one note. We would call the attention of those who
direct choirs to the true method, as given in this work, of intoning the Responses throughout Vespers, Mass, etc., as they aro
almost universally falsified, in practice.
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are sung with the festival intonation; and the prayers Deus a quo, and Dibera iws, on Good Fri
day, as also all the prayers before Mass on Holy Saturday, including those for the Benediction of
the Font, arc recited on the ferial intonation of the Mass, mentioned in the preceding paragraph.
The eighteen prayers following the Passion, in the Mass of Good Friday, have their own peculiar
intonation, for which see Appendix No. 3. (Holy Week.)

EXAMPLE OF SECOND FERIAL INTONATION.

Concede misericors Deus fragilitati nostra? pra?-si - di-um: ut qui sancta? Dei Gcni-

-tricis memoriam â - gi-mus, intercessions ejus auxilio, a nostris iniquitâtibus re-sur-

Pause.

-garnus. Per eundem Christum Dd-ininum no-strum. R. Amen.

Choir.

16.—When two or more prayers are sung in succession with the above intonation, the inflexion
from Do to La is made at the end of the last prayer only, and in the conclusion.

§ VHL-COMMEMORATIONS, ETC.’

17.—The Prayer being finished, Commemorations, if there be any, are made, by singing the
appropriate Antiphons,1 Vcrsicles and Responses, and Prayers. The Vcrsicle and Response are
chanted as at G, § v. The Prayer is intoned in the same way as the Prayer before the
Commemorations.

18.—Then, the same pitch being maintained, the following is sung:

Celebrant.

Bominus vobiscum.

Choir.

.....-

R. Et cum spiritu tuo.

19.—The following Versicle and Response are then chanted, according to the rite.

1 The Antiphon at Commemorations is sung entire by tho select choir.
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§ IX.— BENEDICAMUS,

AT VESPERS AND LAUDS.

|| I.—On Solemn Feasts.

y. Bc-ncdica-mus Do - - o1 ------- o’------------- o’ --------o’ - - - mi-no.

Two Chanters.

R. De------ o o1---------o’--------------o’-------o’-- gra-ti - as.

Choir.»

|] II.—On Feasts of the B. V. Mary, on the Octaves of Corpus Christi, and of
Christmas, as also on all Feasts when the Hymn ends with Jesu tibi sit gloria.

y. Be-ne-di-ca-mus Do--------- mi-no. R. De------ -- o o------ grâ-ti-as.

Two Chanters. Choir.

|| III.—On Feasts of the Apostles, and on Doubles.

y. Bc-ne-di - ca - mus Do----- o----- o---------------- mi-no.

Two Chanters.

De - o - - o------ o----- o------------ grâ-ti - as.

Choir

1 Great care should be taken to avoid singing ho ho, as is often heard, by aspirating those passages.
2 If an organ accompany Vespers, Deo gratia  need not be sung, but may bo recited by the choir on the last note of*

Bcncdicdmus Domino, whilst the organist plays a short symphony.
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|| IV.—On Sundays throughout the year ; on Sundays in Advent and Lent ; on Semi-
Doubles ; and during all Octaves not of the B. V, Mary,

Be - nc-di-ca-mus

Two Chanters. Choir.

Do - - ------ mi-no. R. De------ o o  gra-ti - as.

|| V.—On Easter Sunday, and within its Octave.

Two chanters. Be-ne - di - câmus D6-mi-no, Al-le-lu-ia, Al-lc--------- lu-ia.
choir R. Dc-o gra-ti -as, Al-le-lü-ia, Al-lc--------- lu-ia.

|| VI.—On Simples.

jir. Be-ne-di - câ - mus Do---mi-no. R. De-----o grâ------ti-as.

One Chanter. Choir.

|| VII.—In the Ferial Office throughout the year.

Choir.One Chanter.

V. Be-ne-di-câ-mus Do-mi-no. R. De - o grâ-ti-as.

|1 VIII.—At Vespers of the Dead.

'fr. Re-qui-6 - scant in pa-ce. R. A-men.

20.—After the Response Deo gratias, the celebrant sings, in a low tone of voice:
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Ch oh*.

jir.’ Fidêlium animae per miscricordiam Dei | requiêscant in pa-co. R. A-men.

21.—After the Pater nosier, said in silence, the following is sung:—

Celebrant. Choir.

Dominus det nobis suam pa-cem. R. Et vitam ceternam. A-men.

22.—The choir then sing one of the four Antiphons of the Blessed Virgin Mary,  according to12
the season. The Prayer after the Antiphon being ended, the celebrant concludes Vespers by sing
ing, in a low tone of voice:—

Choir.
S------- ' ~ r 1 iB i

a be_______ È _ H__ U
ft. Divinum auxilium | mancat semper no-bis-cum. R. A-men.

§ X.—PONTIFICAL BENEDICTION.3

; UMI g ■ »—R - -------

"fr. Sit nomen Domini | be-ne-di-ctum.

Choir.

R. Ex hoc nunc, | et usque in sre'cu-lum.

1 This, together with what is contained in the next two 5FTT, may be omitted when Vespers aro followed by any other
function, such as Benediction, etc.

2 These Antiphons may be sung, like the Hymn at Vespers, etc., either in plain-chant or in harmonized music. In the
latter case, wo would earnestly advise directors of choirs to eschew the vulgar music commonly sung to the Antiphons and
Hymns, and in general all compositions containing tedious and ridiculous repetitions.

3 It is sung, after Deo (jratias, when a Bishop is the celebrant, or when the Diocesan Bishop assists at Vespers. With
regard to a very common falsification of these and r)., see IT 7, § v, of the present chapter.
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ft. Adjutorium nostrum | in nomine D6-mi-ni.

Choir.

R. Qui fecit coclum, | et ter-ram.

Choir.

§ XI.—THE FOUR ANTIPHONS OF THE B. V. MARY.

RE D EMPT O RIS.

First Choir (on the Gospel side.)

A - - a - -

First Choir.

IE

Second Choir.

W* -g ♦

Second Choir.

Fh -az

fl I.—Antiphon/row the Vespers of Saturday before the First Sunday of Advent, to
the Feast of the Purification, inclusively.

ft. Bcnedicat vos o-inni-potens Deus, Pater, ct Fi-li-us, et Spiritus Sanctus. R. A-men.

-gpr Mg-1------------------------------- -*-= —m sfr

Por-----ta ma - - - nes, et stel - - la ma----- ris, suc-curre ca-denti, Surgere qui

4
- - Ima Rcdcmpto-ris Ma-ter, qua? per - - vi-a coo-----li

HZE^ZlZZgZK'a—o—c^---b

cu - rat, populo: tu qua? genu-i-----sti, Natü - - ra miranto, tu-um san-ctum

Q—E---------- =—HZ



OF THE DIVINE OFFICE. 81

ge - ni-to -rem, Vir - - go pri-----us | ac po-stê - ri-us, Gabriê - - lie ab o - - re

First Choir.

Second Choir.

Sumcns il-lud Ave, peccato-rum misc-re - - re.

In Advent.

A'ngelus Domini | nuntiavit Maria.
R. Et concepit | de Spiritu Sancto.

Oremus? Gratiam. tuam, etc.

From the first Vespers of Christmas-Day to the Purification.

Post partum | virgo inviolata permansisti.
R. Dei Gênitrix, | intercede pro nobis.

Oremus? Deus, qui salütis, etc.

|| II.—Antiphon from the Purification till Holy Thursday.

AVE REGINA.

Bc-gi - na coc-16 - rum, A-----vc D6-mina Ange - 16-rum:

Sal-----ve radix, sal-vo por-ta, Ex qua num-do lux est or - ta: Gaude Virgo

1 These, and the following Vcrsicles and Responses arc chanted as prescribed at IT 6, § v, ch. i. Part IIL
2 The Prayer is sung with the second ferial intonation. See 5T 15, § vii, ibid,

11
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glo-ri - 6 - sa, Super o- mnes sped-6 - sa, Va-----le, j o val-dc dc-c6-ra, Et

pro no - bis, Chri-stum e - x6 - ra.

Choir.

Jt7".’ Digndre me laudarc te, | Virgo sacrâta.
R. Da mihi virtutem | contra hostcs tuos.

Orcmus.1 Concede, misericors Deus, etc.

U III.—Antiphon from Holy Saturday till the Eve of Trinity Sunday.

First Choir. Second Choir.

Regina coe-li Iceta -------re, Alle-lu-ia. Qui-a quern mc-ru-i-sti por - ta - re,

REGINA CGSLI.

Alle - - - lu-ia. Resurre-xit sicut dixit, Alle - - lu-ia. O-ra pro no - bis De-uni,

First Choir. Second Choir.

Alle -------c --  -------lu-ia.

$■? Gaude ct laetarc, Virgo Maria, | Alleluia.
R. Quia surrêxit Dominus verc, | Alleluia.

Oremus? Deus, qui per, etc.

1 Sec Note 1 on the preceding page. 2 See Note 2 on the preceding page.
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|| IV.—Antiphon from the Eve of Trinity Sunday till the Vespers of Saturday before
the First Sunday of Advent.

Sal-vc Re-gi ------- na, Mater miseri-cor------- di-ce. Vi-ta, dul-ce - ------ do, et

SALVE REGINA.
First Choir. Second Choir.

spes no- stra, sal - - vc. Ad tc clainâ - - mus exu-lcs fi-li-i He - va). Ad

First Choir. Second

te suspira - - inns gc-men-tcs ct flen-tes in hac la - cryma-rum val - le. E - ia

Choir. First

crfjo advo-ca - ta no-stra, il-los tu-----os misc-ri - cor------ des 6 - culos ad noso •

con - ver - - tc. Et Jcsum bc-nc-di-ctum fru-ctum ven-tris tu - - i, No - - bis

Second Choir.

-------------------------------------------------------------
-------- ---------------------------------------------------------

Second Choir.

------- ' T ------- Q---------

First Choir.

-wy®—-----n—

post hoc e - xi - li-um o ------- sten-dc. 0 clc - mens, 0 pi - - a,

0 o dul-cis Vir-go Ma-ri ------- a.

V? Ora pro nobis, | sancta Dei Genitrix.
R. Ut digni cfficiamur | promissionibus Christi.

Orêmus.2 Oinnipotens, sempitêrne, etc.

1 Seo Note 1 on page 81. * See Note 2 on page 81.



CHAPTER II.

M A T I UST s .

§ I.—VERSICLES.

D OMIN E, LABIA M E A, ETC.

1.—This Vcrsiclc, with its Response, is the same in the ferial as in the festival intonation.
Thus:—

Celebrant. Choir.

E3E

fr. Domine, | labia mca aperies. R. Et os mourn | annuntiabit laudcm tuam.

2.—Deus in adjutorium, etc., is intoned as at Vespers?

VERSICLES AFTER THE PSALMS.

3.—These arc likewise sung as at Vespers? according to the difference of rite.
4.—In the Office of Holy Week these Vcrsiclcs arc sung as follows:

ft. Avertantur retrorsum, | et e-ru - bescant.
R. Qui cògitant ini-hi ma-la.

ft- A por-ta in-fe-ri. R. Erue Domine, | animas c - 6 - rum.

5.—At Matins of the Dead they arc intoned in the same manner. Thus:—

1 See § i, ch. i, Part III. s See § v, ibid.
84
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6.—Immediately before the Absolution, Pater Nosier, terminating with a Versicle and
Response, is sung as follows:

Pa-ter no-ster. . Et no nos inducas | in ten-ta - ti - 6-nem.
R. Sed libera nos a ma-lo.

Hebdomadary.

§ IL—ABSOLUTION AND BLESSING.

|| I.—On Doubles and Semi-Doubles.
Ilebdomadary.

Choir.

a »

cum Patrc, ct Spiritu Sancto | vivis et regnas in sa/cula sac-cu-16-rum. R. A-men.

Lector.

Ju-be Do-mne be-ne-di-ce - re.

Exâudi Domino Jesu Christo, | preces servorum tuorum, et mi-se-re-re no-bis, qui

Ilebdomadary. Choir.

Bc-nc-di-cti-o-ne per-pe-tu-a bcnedicat nos | Pater m-ternus. R. A-men.

And so on in the other Nocturns.

|| II.—On Simples, Ferias, and in the Saturday Office of the B. V. Mary.

. Exâudi Dne------- - - et miserere nobis, qui — - - - sce-cu - lorum. R. A-men.
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Choir.

Benedictionc perpetua | bencdicat nos Pater m-têrnus. R. Amen.

7.—Julc Domnc bcnediccrc is sung as in the festival rite.

§ IH.—LESSON.

8.—The Lesson is sung on the note Do, with three variations:—the first, at a period, when the
voice descends to Fa, a fifth below; the second, at a Hebrew or monosyllabic word, when a descent
is made to La, a third below, returning immediately to Do—and this is done even at the end of the
Lesson; the third, at an interrogation point, when the voice descends a semitone, and returns to Do.

EXAMPLE.
9th Lesson of the Office of Christmas Day.

Lectio Sancti Evangêlii | secundum Jo-an-nem. In principio erat Verbum, | et Vcrbum

erat apud Dcum, | et Deus erat Verbum. Et re-li-qua. Homilia Sancti Augustini

E-pi-sco-pi. Ne vile âliquid putarcs, ] quale consuevisti cogitarc, | cum verba humana

solêres audire, | audi quid co-gi-tes. Deus erat Verbum. E'xcat nunc--------------------

factum est. Quomodo--------- . fc-cit 6-mni-a? Si et Verbum --- ------ factum est?
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Filium De-i. Si autem sunt o-mni-a. Non enim - -Si hoc dicis, [ - -

Choir.

5 H__ 5 R B q' E ------ 0------- ---------32-----■— -----0------ E
1

— ------- D—b------ e
------------------ 1---- 0---- Q---- i “ ----■---- -----<---- <■---- 1-

sunt 6-mni-a. Tu au-tcm Do-mi-ne, | mi-sc - re-re no-bis. R.De-o gra-ti-as.

9.—The Lessons and Prophecies in Holy 1Vec7c are intoned as above, except that they termi
nate without any inflection. Thus:—

------------------ c-xcr-ce - a-tur. firmâret e-xemplo.

Tc Dc-um lau -da - mus.

§ IV.—TE DEUM.



CHAPTER III.

MASS.

§ I.—ANTIPHONS AT THE SPRINKLING OF HOLY WATER, ON SUNDAYS.

|| I.—Throughout the Year.

A-sper-ges me, D6-mi-nc, hys-so-po, ct munda-bor: la-va - bis me, et

Celebrant. The Choir continue

Two Chanters. Choir.

b-H-___ e-- I n’8 E a H° ° pa~* a~l . a □ ~ a a J

u J*  i——--------_ a —
su-per nivem de---- albabor. Mi-se-rere rne-i De-us: sc-cun-dum magnam mi-se-

-ri-c6r - diara tu-am. G16--ri-a Patri, ct Fi-li-o, ct Spiri-tu-i Sancto. Si-cut

Two Chanters. Choir.

Repeat Aspcrgcs, etc., up to ft. Miserere.

erat in prin-ci-pi-o, et nunc, ct semper, ct in sa/cu-la sao - culorum. A-men.

ft.1 Ostende nobis Domino, ] misericordiam tuam.
ft. Et salutare tuum | da nobis.

1 These Ve nicies arc sung as prescribed at 1T G, § v, cb. i, Part III. The Prayer is sung with the second ferial intonation.

88
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Domino, | exâudi oratiòncm ncam.

R. Et clamor mens | ad to vêniat.
Dominus vobiscum.

R. Et cum spiritu tuo.
Oremus. Exâudi nos, etc.

|| II.—In Paschal Time.
The Choir continue.

Vi-di a - quam c-grc - di-en - tem de tern - plo, | a la - te-rc de - xtro.

Celebrant.

Al - le-lu - - ia. Et o - - mnes ad quos per-ve - nit a-qua i ----- - sta

sal - vi fa - cti sunt, et di - - cent: Al-lc -lu - - ia, Al -le ------- lu - ia. "fr. Con-

Two

-fi-te-mini Domino, quo-niain bo-nus: quouiam in sm'culum inisc-ri-cordi-a e - - jus.

Chanters. Choir.

Glò - ri-a Patri, et Fi-li-o, et Spi-ri-tu-i Sancto: Sicut e-rat in princi-pi-o, et nunc,

Two Chanters.

et semper, et in so/cu-la srccu-lo-rum. A - men.

Ostende nobis Domino, | misericordiam tuam, Alleluia.
R. Et salutare tuum | da nobis, Alleluia.

jjr. Dominus vobiscum, etc. (as above.)

1 See Note, page 75. 8 See Note 1 on preceding page.
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§ IL—GLORIA IN EXCELSIS.

G16-ri-a in ex-cel-sis De - o.

|| I.—On Doubles and Solemnities.

|] II.—On Feasts of the B. V. Mary, and on the Octaves of Corpus Christi and of
Christmas.

G16--ri-a in ex-cel-sis De - o.

|] HI.—On Sundays, Semi-Doubles, and within Octaves not of the B, V. Mary,

Glò - - ri-a in ex-cel-sis Deo.

G16-ri-a in ex-ccl-sis Deo.

|| IV.—On Simples.

§ HI.—PRAYER.

The Prayers at Mass are sung as at Vespers, according to the difference of rite.1

§ IV.—EPISTLE.

The Epistle is intoned on the note Do throughout, and a prolongation of the voice is made on
the fourth, fifth, or sixth syllable before a period, as the accent requires. No inflection is made at
monosyllables or Hebrew words, but the interrogation point is sung as in the Lesson 2 It is a prac-

> See Part III, ch. i, § vii. 2 Part HI; ch. ii. § iii.
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tice sanctioned by custom to make at the end, instead of a mere pause, a slight inflection, Do, Re,
on the fourth, fifth, sixth, or even the seventh last syllabic, according as best suits the accent.

Lectio | Libri Sa-pi - en - ti - :c. Bcatus vir, | qui inventus est sine macula, [ ct qui

post aurum non abiit, | nee speravit in pecunia, | ct the-sau-ris. Quis est hie, | et

laudâbimus e-uin? Fecit cnim mirabilia in vi-ta su-a. ------- ct elcemosynas illius

Choir.Or thus:

cnarrabit omnis Ec-cle-si - a san-cto-rum. Ec-cle-si-a san-cto-rum. 'fj’. Bc-o gra-ti-as.

§ V.—GOSPEL.

The Gospel is sung on the note Do, with the three following variations. At a period, the voice
descends to Txz on the fourth, fifth, or sixth last syllable,1 returning immediately to Do, and carry
ing with it the syllables which remain. The interrogation point is sung as in the Epistle.1 At the
close, the voice descends to La on the fourth, fifth, or sixth last syllable, which is sung slowly to
three notes, La, Si, Do, the remaining syllables being sung on Do.

Celebrant.Choir.Celebrant.

Dominus vobiscum. R. Et cum spiritu tuo. Scquêntia sancti Evangêlii | se-cundum 1 2

1 This is more or less a matter of taste. “The descent from Do to La,” says Guidetti, “should not be made before
the sixth last, nor after the fourth last syllable before a period.
be made on the fourth last.”

Yet it seems to be most proper that it should

2 See the preceding §.
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Choir.

Mat-tha/um. R. Gloria tibi Domine. In illo tempore, | dixit Jesus discipulis suis: | Vos

C33

es-tis sal ter-rm. Quod si sal cvanucrit, | in quo sa-li-e-tur? ------- hie magnus

Choir.

vocàbitur [ in re - gno cce-lo-rum. R. Laus tibi Christo.

§ VI.—CREDO.

Cre-do in u-num Dc-um.

§ VII.—PREFACE, PATER NOSTER,1 ETC.

Celebrant. Choir. Celebrant. Choir.

PREFACE.

Per omnia sm'cu-la smcu-16-rum. R. Amen. ft. Dominus vo-biscum. R. Et cum spi-ri-tu

Choir. Celebrant.Celebrant.

tu - o. ft. Sur-sum cor-da. R. Ila-be - mus ad Do-mi-num. ft. Gra-ti-as a-ga - mus

Choir.

The rest as in the Missal.
D6-mi-no De-o no-stro. R. Di-gnum, ct ju-stum est.

1 As these chants are correctly represented in the Roman Missal, we give only the initiatory Versicles and Responses,
in order to call the attention of those who conduct choirs to the authorized manner of responding.



OF THE DIVINE OFFICE. 93
The above Vcrsicles and Responses, from Et cum spiritu tuoi are, on Simples and Ferial

days, and in Masses for the Dead, chanted as follows:

Celebrant. Choir. Celebrant.Choir.

R. Et cum spi-ri-tu tu-o. ft. Sursum cor-da. R. Ha-be-mus ad D6-mi-num. y. Gra-ti-as

Choir.

a-ga-mus Do-mi-no Deo no-stro. R. Dignum, et justum cst.

Celebrant. Choir. Celebrant.

Per 6-mni-a sa/cu-Ia smcu-16-rum. R. A-men. O-re-mus.

PATER N O S T E R .

Et nc nos in-du-cas in tcn-ta-ti-6-nem. R. Sed li-be-ra nos a ma-lo.

Choir

Celebrant. Choir. Celebrant.

Per 6-mnia sa/cu-la smculo-rum. R A-men. Pax D6-mi-ni sit semper vo-biscum.

PAX DOMINI.

R. Et cum spi-ri-tu tu-o. Et cum spi-ri-tu tu-o.

Choir. Or thus.
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§ VHI.—CONFITEOR.

Confitcor Deo o-mnipoten-ti, beatae Maria? semper Virgi-ni, beàto Michaeli Arcbangclo,

At Pontifical High Mass, and for Solemn Communion on Holy Thursday.

KJ—I

pater: quia peccâvi nimis, cogitationc, ver-bo, ct 6-pe-re: me-a culpa, nic-a culpa,

beâto Joânni Baptistrc, sanctis Apostolis [ Petro et Paulo, omnibus Sanctis, ct ti-bi

me-a mâ-xima culpa. Pcleo prccor bcatain Mariani semper Virginem, bcatum Micbaelcm

j__ Bl — I>n------1-4-eqh-------- ----- -hob----------------- -------------------------------Q------------------ —HTfi---------------------- J
r . n - ■ _iBi! ■ ----------------------- —

Archân-ge-lum, beatum Joanncin Baptistam, sanctos Apostolos | Pet rum ct Paulum,

1 ‘ EH
i___________ ♦ B 1 H

omnes Sanctos, ct to pater, orarc pro me ad Dominum Dcuni nostrum.

B E' s q a bn _ I »»:_ ______ ■ i -

Deacon.

Hu-mi-li - â-te ca-pi-ta ve-stra De-o.

§ IX.—HUMILIATE CAPITA VESTRA DEO.
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§ X.—ITE MISSA EST, BENEDICAMUS, ETC.

I------tc e1------ c----------- c----- c-----Mis-sa cst.
R. De-----o o1------ o----------- o----- o-----gra-ti - as.

|| I.—On Solemn Feasts.

II II.—On Feasts of the B. V. Mary, and during the Octaves of Christmas and
Corpus Christi.

I ------- te
R. De-----o o - -

Mis-sa est.
gra-ti - as.

e - -

I-te o’------- e----- c----------- Mis-sa est.
R. Deo o’------- o----- o----------- gra-ti - as.

|| III.—On the Feasts of the Apostles, and on Doubles.

I-te o’------- e----- c----------- Mis-sa est.
R. Deo o’------- o----- o----------- gra-ti - as.

1 IV.—On Sundays throughout the year; on Semi-Doubles; and during Octaves not of
the B. V. Mary.

I------ to e------------Mis-sa est.
R. De - - - o o----------- gra-ti - as.

|| V.—On Sundays of Advent and Lent.

Be-ne-di-ca-mus Do----- o-----mi no. R De - ----- o ------- o - - grati-as.

1 Care must be taken not to aspirate these passages.
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I| VI.—From Holy Saturday to Saturday before Low Sunday, inclusively.

I-to Mis-sa cst. Al-le-lu-ia. Al-le------lu-ia,
R. De-o grâ-ti - as. Al-le-lu-ia. Al-le------lu-ia.

|| VII.—On Simples.

I - to Mis -sa est.
R. De-o gra-ti - as.

|| VIII.—In Masses for tue Dead.

Rc-qui-e - scant in pa - ce. R. A-men.



CHAPTER IV.
OF THE EXECUTION OF ROMAN CHANT.

It is a thing which needs no proof, that the devotional effect of ecclesiastical music depends
essentially on the manner in which it is executed. We give, therefore, in this concluding chapter
of our Manual, a summary of the chief points to be observed under this head, condensed from the
latituzioni di Canto Fermo, Berti’s Rcgolc di Canto Gregor iano, the Cceremoniale Fpiscoporum, etc.

§ I.—OF THE SINGERS.

1.—The first thing necessary in a singer is a good voice, a point of so great importance, that
it is far better for such as arc not gifted by nature in this regard, to abstain from singing in the
church, contenting themselves with singing in their hearts to God, and offering up to Him the sacri
fice of their desire to join their voices with those of the others. Such persons should be persuaded
that the addition of their bad voices can only produce disgust in the hearers, and destroy the effect
of singing, which, without them, would be impressive and devotional.’ On the other hand, how
ever, they should labor to improve their voice, if possible, by the aid of a competent master, and
not cease from their endeavors till they discover their defect to be a radical and incurable one.1 * 3

2.—A point of great importance for singers, not only that they may preserve a good voice, but
also that they may not injure their health, is, that they should not force their voice beyond its natural
strength, as so many do, whose chanting might be called shouting, or screaming, rather than sing
ing. It is plain, that such singer^rob the ecclesiastical chant of that beauty and modesty peculiar
to it, and give any thing but edification to the hearers.3

3.—Care must be taken, in singing, to pronounce clearly, distinctly, and intelligibly, the
words placed under the notes; to observe the so-called tonic accent of the syllables (indicated, in

1 <l Cantare aut Icgcrc non priesumat,” is the precept S. Benedict gives to his monks, “nisi qui potest ipsum offleium
Implore, ut icdificcntur audientes.”—Regula S. Benedict!, Cap. 47.

*This point is particularly referable to ecclesiastics, whose functions require them to sing in the church: such persons
“ought not,” says Father Pcrnarelli, “to deem themselves dispensed from endeavoring to improve their voice, if it be a bad
one, so as to learn at least by the ear, as the saying is, what appertains to the exercise of the priestly ministry. The error into
which not a few ecclesiastics fall, is, that despairing of becoming good singers, they neglect to learn even that little of chant
which is indispensable to their holy profession. They should therefore take all pains, and use all diligence to acquire this
knowledge.”

3 When listening to such singers, one cannot help feeling concerned for them, lest, in their anxiety to make themselves
heard, they should burst a blood-vessel.

13 97
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our Manual, by this mark (z), in all Latin words of more than two syllables); to avoid trills, and
what is called sliding' in passing from one note to another,—without, however, on the other hand,
striking a note with so much force and violence as to cause disgust, especially in the beginning of
a chant.

4.—Pauses, or respirations must be made in the course of a piece; for the ecclesiastical chant
is called in Latin cantus firm us, as proceeding with gravity, and majesty. It would therefore be a
great abuse to execute it with precipitation, and without regard to the pauses required by the sense
of the words.

5.—The pauses occurring in a chant, besides helping to bring out the sense of the words, serve
also for respiration and repose for the singer. He should remember therefore. 1st—to give to the
first note of every intonation the time of two notes; 2d—to take breath for the space of one note,
at every bar placed on the staff;2 3d—to hold with double value the note constituting the final
cadence of a chant ; and at the close of every chant, to sing the penultimate, or, if-this be short,
the antepenultimate note, at least half a note longer; 4th—to pause for the space of one note, after
singing an Antiphon or Introit, before commencing the Psalm which follows.

G.—Singers should be mindful to make the respirations together, and never to divide a word
by taking breath in the middle of it, especially if it should have but few notes; for, should it
have many, the respiration must be made at the bar. As a general thing, the proper place to take
breath is at the comma, the semicolon, the colon, and above all, the period. When two or more
are singing together, they should proceed in perfect union in regard both to the notes and the
words; and the stronger voices must not cover up those that arc weaker, but should rather adapt
tliemselves to them in such a manner as to produce the effect of voices perfectly equal. It is a point
of great importance, that singers listen to each other, and especially to the leader, so as to ensure
as entire a unity in singing as is possible. Finally, he who is appointed to repeat, as it is called,
the Antiphons, or the alternate verses of the Kyrie, Gloria, Sequence, Sanctus, Agnus, etc.,
should recite the words clearly and distinctly, on the dominant of the tone, if he has a high voice;
otherwise, or if the tone be too high, on the final, or some other note according with the organ,—
though, as a general thing, the dominant is to be preferred.

7.—The time, or movement, in which the Antiphons, Psalfhs, Hymns, Kyrie, Gloria, Creed,
etc., arc sung, is regulated according to the rite of the feast celebrated; for these chants are, on
solemn days, executed with more gravity, and more frequent pauses, than on ordinary feasts.’ The
same thing applies to the seasons of Advent and Lent, when the organ is not used, at which time
the chanting, especially in the case of the Gradual, Tract, Offertory, and Postcommunion, should
be somewhat slower, in order to fill up the interstices in the Divine Service, which at other times 

1 In Italian, ttra cico  di voce; in German, das Sell lei fen.**
* It is hardly necessary U> observe that this does not apply to the bars found on the staff in the Intonations of the Psalms

(p. 46, d«?y.)and in those of the Magnificat, (p. 58, cl neg.) which serve only to divide off the mediations and conclusions,
ind not for respiration. The pauses for respiration indicated by the short bars found among the Latin text, might perhaps
be made a trifle shorter than those signified by the bars on the staff.

• “Quo dies erit soleinnior, co majori cum gravitate et dignitate in canendo vox sustentanda, ct modcranda est, tam ab
Hebdomadario, et Cantoribus, quam a Cclebrantibus, et aliis assistentibus, in omnibus, qua; cis canenda occurrunt.” Direo-
toriuni Chori, De mode utendi Director™,
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are filled up by the sound of the organ. Generally speaking the Intrott is taken slow, but at the
repetition (when this is not supplied by the organ,) it may be sung somewhat more quickly, and
with sonorousness of voice, and majesty. The Alleluia, with its verses, is sung in a cheerful and
spirited movement. The Tract and Gradual require gravity, and sadness of expression. The
Offertory is chanted in a grave and majestic manner. The Postcommunion may be taken in a
cheerful movement, rather than otherwise. The Antiphons are intoned with sweetness and amia
bility, and slowly. The Responsor ics ought to be executed with a lively and brilliant tone of voice,
being intended to stir up the drowsy, and excite them to the worship and praise of God. Finally,
the Canticles arc taken more slowly than the Psalms, and the Te Dcum, Range lingua or Tantunv
ergo at Benediction, etc., require a certain grave and majestic movement suitable to the subjects
of those sublime hymns.

8.—In chanting, exterior modesty and composure of body should not be neglected. The
singers should not move their head, their eyes, their mouth, their hands, their feet, and their whole
body in an unbecoming manner, but remain immovable, preserving such an external deportment
as is calculated to give edification. This is especially to be observed when the choir arc exposed
to the sight of all; when the ridiculous contortions and gestures to which some singers accustom
themselves, might have the effect of disturbing the gravity of the congregation.

9.—A point not to be forgotten, as being of the utmost importance, is that in every choir there
should be a director, leader, or chief singer, (of whose duties we shall speak in §3 of this chapter,)
whom the singers should follow and obey in all things, not singing in advance of him, not accelcr-
ating the time observed by him, and not commencing to sing till he has pre-intoned the chant,
at least by some few notes. This precept of pre-intoning, or giving the tone, has always been incul
cated by the best masters,1 as a point of great importance, the neglect of which is apt to cause dis
order and confusion ; and it ought especially to be observed in singing plain-chant, in which there
is no strict rhythm, a defect which can be supplied only by the direction of a skilful leader.

10.—Finally, in other practical points relating to the Holy Sacrifice of Mass, Vespers, Matins,
Processions, etc., singers should consult and follow the books consecrated by the usage of the most
ancient and exemplary churches of Borne, viz; the Dircctoriuni Chori*  the Ccercmonialc Episcopc-
rum, the Pontificate Romanuni, the Missale Romanuni, etc., and not the customs, or rather the
corruptions, of some, who sing more by usage than according to art, of whom Venerable Bede says,
in one of his works on Music :3

Bcstia, non cantor, qui non canit arte, sed usu.

In fact, a standard of some kind there must be, in the matter of which we arc treating; for the
chant of the Divine Service is not an arbitrary thing, but has, like the rites of the Church, its fixed
forma and rubrics, laid down chiefly in the books mentioned above. And the simple fact that these
books arc consecrated by Roman, usage, is a sufficient argument for their universal adoption. 1 2

1 Thus, for instance, S. Benedict, in his Rule, gives the following precept to his monks: “ Quando in choro ad psal-
lendum stant, consona voce et corde psallant; et illi incipiant versum, qui prsc emteris utilius possunt, ut ad primam vel
Bocuudam syllabam emteri convenirc possint juvenculi pronuntiantes voce.”

2 Sec the Preface to this work, Note, p. 5. 3 practica, Tom. L
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§ H.—OF THE ORGANIST.

11.—The organ lias been laudably introduced into the sacred temples to add, by the accompani
ment of the ecclesiastical chant, to the dignity, beauty, and variety of the Divine worship—an end
for which no other instrument is so admirably adapted. He who wishes, then, to serve the Church
in this way, must learn to exercise his noble art according to the prescriptions and in the spirit of
the Church, in the manner which we shall briefly explain in the present section.

12.—It is to bo lamented that so few organists are to be found who are skilful in the accompa
niment of plain-chant. To perform this office properly, it is necessary to be a good harmonist, to
have a knowledge of the ecclesiastical modes, and a familiarity with the grand and peculiarly reli
gious modulations to be found in the works of a Palestrina, a Pergolesi, a Handel, a Bach, a Men
delssohn, and other masters of the same stamp. The organist who lacks these qualifications, how
ever skilful in other respects, will serve to impede, rather than enhance the effect of the ecclesiasti
cal chant, by his incongruous accompaniments. It is well worth the while, therefore, for those who
desire to become, not merely good organists, but also good church organists, to make a study of the
tones of plain-chant, and of the works of masters like those we have named above—a study which
will open to them a great variety of beautiful and sublime harmonics, and enable them to touch the
most religious of all musical instruments in a religious manner.1

13. Tha prescriptions and spirit of the Church, referred to above, in regard to the accompani
ments of the organ, are expressed in her ceremonial books, and illustrated by the practice of the
most exemplary churches. We give a compendium of them in the following instructions con
cerning the time and manner of playing the organ in accompanying the Divine service, to which we
invite the careful attention of all concerned.

H7ZP1V THE ORGAN MUST BE PLAYED.

14.—The organ is used on all Sundays throughout the year, on all Feasts of obligation, and on
other days of some solemnity, at Mass and at Vespers. The Sundays of Advent, however, (exclu
sive of the third, called Gaudcte,*')  and of Lent, (exclusive of the fourth, called Latarcf) and the
office called de Tempore, form exceptions.

15.—The organ is silent at Masses and Offices of the Dead, according to the prescription of the
Cccremonialc Episcoporuvi, though the contrary custom prevails in some churches. This is per
mitted by a decree of the Sacred Congregation of Rites,1 2 3 but a subdued and grave manner of play
ing must be observed.4

1 We hope to be able, if our Manual should prove acceptable to the public, to publish a little work for organists, on
the subject of the Ecclesiastical Tones, etc., with reference to the accompaniment of plain-chant.

2 “ Jn Dominica 3 Adventus, et 4 Quadragesima? pulsanda sunt organa in Missis ct utrisque Vespcris.” ( Beer. A’. C. JR.
apud Gardcl, 1G Sept. 1673.) Another decree of the same Congregation (2 Sept., 1711,) says : “Organa non silent, quando
ministri altaris, diaconus scilicet et subdiaconus utuntur in Missa Dalmatica et Tunicella, licet color sit violaccus.” From these
words, concludes Father Pernarelli, it is plain that the organ ought to be used on the Feast of the Holy Innocents, notwith
standing the Alleluia and the Gloria in Excel™ are omitted on that day, because the Tunicella is used at Mass, although of
violet color.

3 In Savonens. 31 Mart., 1629, n. GGO.
4 A limitation to which the attention of organists is hereby respectfully invited.
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1G.—The organ is not played on Feasts occurring in Advent and Lent; excepting some, as, that

of S. Matthias the Apostle, of S. Thomas Aquinas, of S. Gregory the Great, of 8. Joseph, of 8.
Joachim, of the Annunciation, of the Immaculate Conception, and others, provided they arc cele
brated with solemnity ; excepting also the Mass of Maundy-Thursday, at the Kyrie clcison and the
Gloria in cxcelsis only, and on Holy Saturday, commencing at the Gloria in cxcelsis, and continu
ing throughout the rest of the service.

17.—The organ should be played, says the Carcmoniale, when the Bishop enters the church either
to celebrate solemnly, or to assist at solemn Mass celebrated by another; as also when, having cele
brated or assisted, he leaves the church. The same is to be observed when an Apostolic Legate, a
Cardinal, an Archbishop, or another Bishop whom the Diocesan Bishop wishes to honor, enters the
church—the organist continuing to play until the Divine service is to be commenced.

18.—Moreover, the use of the organ is permitted at solemn Ordinations, and, according to the
Doman usage, at the Hymn Teni Creator; as also, at the Consecration of a Bishop, at the same
Hymn, and at the Psalm Ecce quam lonum, alternating, if it is sung in this way; and on other
similar occasions. In general, the use of the organ is prescribed whenever there is occasion to cele
brate solemnly and joyfully pro re gravi.

19.—At Matins, celebrated with solemnity on the principal Feasts, and at Vespers, the organ is
played from the beginning, but at the other Canonical Hours it is usually silent. If, however, it
should be the custom in some places to use the organ at the Canonical Hours, or at some of them,
as, for instance, at Tierce, especially when the Bishop, being about to celebrate, puts on the sacred
vestments, such custom may be retained. In fact, in certain churches the organ is played at Lauds,
at the Hymns of Tierce and Complin, at the Canticle Nunc dimitt is, and at the Antijjhon of the B.
V. Mary after Complin, provided it be sung,—for otherwise the organ should be silent.

20.—When the organ supplies an Antiphon, or the alternate verses of a Hymn or Canticle, the
words thus omitted in singing must be pronounced in an intelligible voice by some one of the choir;
and it would be advisable that some chanter should sing these words in union with the organ. It
is also a fixed rule, applicable to Vespers, Matins, and Mass, that the first verse of a Hymn or Can
ticle, as also certain vèrses at which it is prescribed to kneel, c. g. Te ergo queesumus; 0 Crux are
spes unica ; 0 salutaris Jlostia; Tantuni ergo; Et incarnatus cst, etc., arc to be intelligibly sung
by the choir, not supplied by the organ, even though the verse immediately preceding was sung by
the choir. The same rule applies to the last stanzas of Hj'mns, and to the verse Gloria Patri, etc.,
on account of the reverence due to the Most Holy Trinity, as some authors explain it.

21.—During the time of Divine service the organist ought to be ever on the look-out for the pre
cise moment to play or to cease, in order that, on the one hand, there may be no interstices in the
sacred functions, and that, on the otherTiand, he may nob unduly detain those who arc performing
them, by causing them to wait for him to discontinue.’

22.—Whenever the organ is played immediately after the choir, it should take up, and in a cer
tain way, imitate the tone left by the singers, and not that in which they commenced, especially if, 

1 In connection with this subject, we cannot but recommend the modern plan of so arranging the key-board of the or
gan that tlic organist, when playing, looks toward the altar. The advantages of this plan outweigh the trifling additional
expense, and ought to lead to its universal adoption.
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after singing a long time without the accompaniment, of the organ, they should have fallen from the
original pitch, as frequently happens.1 This is necessary, in order to preserve that union between
the choir and the organ, the absence of which is so shocking to every car having the least perception
of the difference between cacophony and euphony.

23.—Forasmuch as the organ at one time precodes the singing of the choir, and at another
accompanies and follows it; the organist should precede in the tone or key to be taken up by the
singers, as, c. y., at the Kyrie, Gloria, Sanctus, Agnus, etc. lie should follow the choir, as is
done at the alternate verses of the Kyrie, Gloria, Sanctus, etc., and of the Dymns and Canticles,
in the key in which the singers leave off, modulating into that in which the next verse is to
be sung; for there will be found a variety of key in some chants, of which the Gloria in
cxcelsis, the Ambrosian Tc Dcum, etc., arc instances.

24.—To come to particulars,—the organ is played at Vespers, from the sounding of the
sacristy-bell till the celebrant commences Deus in adjutorium,1 2 etc. The organ accompanies the
choir in the Response, modulates into the proper key for the first Antiphon, and then ceases. The
first Antiphon having been sung, (without accompaniment,) the chanters intone the first verse of the
Psalm, the organist accompanying it and the remaining verses in a grave and harmonious manner.3
The Psalm, with its Doxdlogy, being finished, the organ continues to sound a little longer, during
which time one of the singers repeats the words of the Antipyhon sung at the beginning. The
organ, having modulated into the proper key for the next Antiphon, ceases, and docs not resume
till the chanters commence the first verse of the second Psalm, when it is played as before at the
first Psalm. The same is to be said of the three Psalms which follow, at the end of the last of
which the organ leaves the tone for the Little Chapter, and then ceases. At the Hymn the
organ is played as directed at § IV, p. 71; it gives the tone, if needful, for the Vcrsiclc, sung by
two chanters, and, after the Response, takes up the tone left by the singers, modulates into that
in which the Antiphon at Magnificat is to be sung, and is then silent until the Antiphon is finished,
when it resumes, accompanying the first verse of the Canticle, and continuing as directed at 3,
p. 58. After supplying the Antiphon at the end of the Canticle, the organ might give out a suit
able tone for the Dominus vobiscum, and Prayer. Should there be one or more Commemorations,
to be sung in a different key, the organ might take up the note on which the choir sang Amen,
and modulate into the key of the commemorative Antiphon; it might also accompany the choir in
the Response to the Vcrsiclc, ceasing immediately after. Bencdicamus and Pidclium anima' being
finished, the organ resumes and continues to play till the clergy have returned to the sacristy.

25.—At Matins, the organ is played, as at Vespers, until the celebrant intones Domino,
labia mca aperies, and Deus in adjutorium, etc., the Responses to which it may accompany, if de
sirable. It then ceases, and the Invitatory and Psalm T cniVc follow, sung by two chanters and the 

1 So too, at the Gloria in cxcelsis and Credo in the Mass, and on other similar occasions, the organist should take up
the tone of the celebrant, and modulate into that in which the choir ought to continue.

2 The organist should prelude in a key suitable to the celebrant’s voice, and the latter should abide by that key in
singing Deus, in adjutorium, etc. The car is not unfrcqucntly shocked by hearing the organ playing in one key and the
celebrant taking up another.

3 Sec Note 1, p. 51.
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choir, alternately. At the Hymn and the Psalms the organ is played as at Vespers} The three
Psalms of the first Nocturn having been sung, two chanters intone the Versicle, and the choir
sing the Response, in union with the organ. At the end of the first Lesson the organ sounds until
one of the singers has finished reciting in a clear voice the words of the Response; the Versicle is
then sung by two chanters, after which the Response is repeated as before. What has just been
said of the first Lesson answers for the second and third; and what has been said of the Psalms
and Lessons of the first Nocturn, applies to those of the two remaining ones. The ninth Lesson
having been recited, the celebrant intones the Hymn Te Dcum laudamus, which the choir con
tinue, alternating with and accompanied by the organ. This finished, the organ ceases, and the
celebrant sings Dominus vol) iscum, and the Prayer. The chanters sing slowly Bcnedicamus
Domino, accompanied by the organ, the choir answering Den g ratios. After Eidclium animce the
organ resumes, and continues to sound till the beginning of High Mass.

26.—When the sacred ministers have arrived at the foot of the altar, and are about to begin
Mass, the organ ceases, and the chief singer commences the Introit, which is continued by the
choir. Two2 chanters sing the first half of the Psalm-verse, and the choir the other half; the
Gloria Patri, etc., is chanted in the same way. The organ then sounds, and during this time
the words of the Introit arc recited. (If the key of the Kyrie is different from that of the Introit,
the organist should modulate into the former.) The Kyrie having been pre-intoned, the choir sing
it, the organist accompanying them; he continues to play, by way of interlude, after the first Kyrie,
and during this time the second Kyrie is recited; the choir sing the third Kyrie, after which, du
ring the interlude of the organ, Christa cleison is recited,—and so on, alternately, to the end.
After the last Kyrie, the organ continues to sound a little longer, and then ceases. When the
celebrant has intoned the Gloria, the organist takes up his tone, and modulates into the proper key
for the choir. Meanwhile, a chanter recites Et in terra, etc.; the choir sing the next verse, after
which the organ continues whilst the fourth verse is recited,—and so on, alternating, to the end.
After the Gloria the organ is silent, and resumes after the Epistle, sounding until the singing of
the Gospel. Should there be a Sequence to be sung, the organ accompanies and supplies the verses
alternately, as at the Gloria. When the celebrant has . intoned the Credo, the organ takes up his
tone, as usual, and gives the key to the choir. If it be preferred to accompany the Credo with
the organ, it may be done, by virtue of universal custom. The Credo and Dominus vobiscum
having been sung, the organ is played3 until the Preface, during which it is silent. The organist
takes up the note on which the Preface was ended, and modulates into the key for the Sanctus}
which he accompanies as at the Kyrie, continuing to play until the celebrant is ready to sin" the Pater
noster. After Pax Domini, etc. , the organ resumes, modulating, if necessary, into the proper key
for the Agnus, which it accompanies, as at the Sanctus, and continues to sound until the choir are 

1 Sec the preceding paragraph.
2 Or four, on great solemnities.
3 The Offertory ia generally supplied by the organ.
4 According (o the Cicrcinoniale Episcoporum, (Lib. 2, cap. 8,) the choir should ceaso singing after the first IToranna,

etc., and then, and not before, the Elevation takes place, during which the organ is played. After the Elevation, the choir
continue Bcnedictio, etc.
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ready to sing the Post communion, during which it is silent.1 When Itc missa cst, or Bcncdicamus
Domino has been sung, the organ takes up the tone, and accompanies the choir in the Response,
if it is sung; otherwise, the organist plays a short symphony, whilst the choir recite the words Deo
gratias in a low tone of voice, and on the last note of Itc missa cst, or Bcncdicamus Domino.
The organ is silent during the reading of the last Gospel, after which it resumes, and continues
till the clergy have returned to the sacristy.

HOW THE ORGAN MUST BE PLAYED.

07. In this second division of (he present section we shall consider, 1st—the style of organ
playing, in general, and 2d—the manner of accompanying plain-chant. In regard to the first
point, there is room for reform in some quarters. The organ is often entrusted to persons dis
tinguished more for their great execution than for a truly religious style of playing, and these not
^infrequently reproduce in the church the exciting and sometimes frivolous airs of the ball-room or
theatre, to the great distraction of all devout worshippers. This is an abuse against which the
Church has ever protested, and which it is her earnest wish to see abolished. The Council of
Trent (Sess. 22, Dee. 1, post Scssl) calls on the Bishops to banish improper music from the sacred
temples: “Ab Ecclcsiis vero musicas cas, quibus sive organo, sive cantu lascivum aut impurum
aliquid miscetur arceant.” The Council of Borne, held in the year 1725, (7V?.
15, c. G,) ordains the same: “Subpoenis cohibeant Episcopi musicas magistros,
organistas, et cantores, aliosque quoscunquc a quibusvis in Ecclesia indecori cantus modulationibus,
ne fideliuin magis vidcantur auribus prurirc, quam pios in Dcum affcctus cxcitarc.” To the same
effect, too, is the following, from the Cocrcmonialc Episcoporum: (L. 1, c. 28.) “ Cavendum cst,
ne sonus organi sit lascivus aut impurus, et ne cum co proferantur cantus, qui ad officium, quod
agitur, non spectent, nedum profani, aut ludieri; no alia instrumenta musicalia, prrntcr ipsum or-
ganum, addantur.” We might multiply similar passages from the decrees of Councils, the Ency
clicals of Popes, etc., but the citations we have given are sufficient to show the mind of the Church
on this point, which is, in a few words, that the manner of playing the organ at the time of the
sacred functions should be grave and dignified, so as to excite devotion; and consequently, that
the custom of performing, at such time, lively marches, operatic airs, dance music, etc., and in
general, a light and frivolous manner of playing, is an abuse, and one which those who preside
over churches ought to take pains to abolish. Clergymen about to engage an organist are
advised to look out for one who is a good harmonist, and well versed in the art of modulation, even
though he be of limited execution; such a one, they may rest assured, will serve the Church better
than one whose chief recommendation is his agility of finger, and facility of producing startling
effects. Far better, when a church-organist is in question, is a moderate degree of execution, with
a good knowledge of ecclesiastical harmony, than a brilliant execution, without that knowledge, or
with but a moderate degree of it; the latter might suffice for a goodpianta, but for a good organ
ist, a thorough knowledge of harmony is indispensable, nay, the principal requisite.

1 Should the PoAcommunion be recited, instead of being sung, according to the custom of some of the churches of Rome
the organ continues sounding till the celebrant sings Domiuwi vobücum.
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28.—Supposing, then, that our organist touches bis instrument in the grand, dignified, reli
gious style proper to it, let us say a few words concerning the accompaniment of plain-chant, in
particular, and first, concerning the quality and quantity of sound to be employed in the different
parts of the Divine service. Before Vespers, aud JTczss, the organist should play with full organ,
and in a cheerful, though not frivolous, movement, (especially when the Bishop assists or cele
brates,) in order to signify the joy and readiness of mind with which we should assemble to pay our
homage to the Lord. A little before the actual commencement of the sacred function, he should
pass over to the becoming quality of sound, adapting his manner of playing, his harmonies, and
choice of stops, to the sentiments corresponding to the function,, or expressed in the text of the
chants about to be sung. But let us speak a little more in particular of this matter.

29.—The Invitatory should be introduced with a sweet and pleasing sound, as invitations arc
properly given with sweetness and affability. The Hymn, which contains the praises of God.
requires a festive and cheerful manner of playing. The Psalm, which likewise expresses senti
ments of praise, as also of prayer, is accompanied, generally, with a grave, yet joyful sound; but,
according to the Cccrcmonialc, the organ is played only at the end of each Psalm, i. e., whilst the
Antiphon is being recited, after the Doxology.1

30.—At Mass, the organist should play, after the verse Gloria Patri, etc., in a lively, cheerful
movement, passing skilfully over to that subdued and grave quality of sound proper for the Kyrie.
At the Gloria in cxcclsis he should likewise play in a festive, cheerful manner, up to the verso
Adoramus, when he should pass over to a grave, devout style; the latter part of the Hymn, from
Quoniam, etc., may be accompanied like the first part. The Gradual is followed by the organ in
a sad and mournful tone, indicative of the sorrows of the penance preached by S. John the Baptist.
Or, if Alleluia is sung, instead of the Gradual, the organ is sounded in an exulting, jubilant tone;
and when Alleluia is joined to the Gradual, the organist might play first in a mournful, then in a
jubilant tone.

31.—At the Sequence, the sound of the organ should be cheerful and exulting. The Sequences
sung with the organ arc three, viz: TVcü’mcc Paschall laudcs, for Easter Sunday, and during
the octave;Pent sancte Spirilus, for Whit-Sunday, and during the octave; and Lauda Sion, for
Corpus Christi, and during the octave. After Dominus volriscum, etc., sung immediately before
the Offertory, the organ is played with spirit, combined with gravity, to express the offering of good
works made to the Lord, which are the fruits of the preaching of the Gospel.

32.—At the Sanctus, the organ responds with an exceedingly grave and majestic sound, as is
suitable to this sublime hymn of praise; at the termination of which, it continues to sound with soft-
stops, and a slow, devotional movement, in order to indicate in some way the approaching sacrifice.
At the time of the Elevation, it should be played, says the Cccrcmonialc, with all possible melodi
ousness and gravity; continuing, partly in a sad tone, to signify the bitter pains our Lord suffered
for us on the cross,—partly in a tender and consolatory tone, to express the peace Tie procured for
the world by the shedding of His precious blood. After the Pater nostcr the organ docs not
resume, but continues silent, to signify that our Lord, after His seven last words on the cross, ceased
to live tliis mortal life.

1 See, however, Note 1, «. 51.
14
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33.—The organ is sounded after Pax Domini, etc., gravely and devoutly, as a preparation for
the Agnus Dei, which being finished, it continues in the same way till the Post-Communion, when
it ceases. Should the Post-Communion be simply recited, however, or, should there be time re
maining after it, the organ should follow in a cheerful, animated movement, to express the senti
ments of thankfulness of the faithful, who are refreshed by the Eucharistic banquet, of which the
Church wishes that they should partake with joy and gladness—In voce exultationis resonent
epulantcs in mcnsa Domini.1 After the Deacon has sung Itc Missa cst, the organist resumes, in
the key in which the former left off, with the full organ, and in an exulting and triumphant tone,
signifying our Lord’s joyful Resurrection and glorious Ascension, as also the victorious preaching
of the Gospel, and the triumph of the new law of grace throughout the whole world.

34.—To what has been said concerning the quality and quantity of sound proper for the ac
companiment of plain-chant, we would add two suggestions. First, the organist should remember
that his instrument, when played in union with the choir, is intended but for an accompaniment.
He should therefore be careful to choose his stops with judgment, avoiding the too frequent use of
mixtures, powerful reed-stops, etc., and in general, too great power of tone; otherwise, he will
either drown the voices of the choir, or compel the singers to force their voices in order to mako
themselves heard. In the second place, the different interludes, symphonies, etc., to be played in
the course of the service, (we refer especially to certain parts of it, e. g. the Elevation at Mass,
etc.,) should be of a nature to excite devotion rather than curiosity in the worshippers. This end
may be attained by avoiding well-known or too striking melodies, and, iu general, such a style of
playing as is calculated to take up one’s whole attention, by holding the car, as it were, enchained,
as often happens to musical persons, in spite of themselves.

35.—Finally, a matter of the greatest importance to our organist, is, to know what kind of
harmonics bo must use in the acompaniment of plain-chant, as also, how to assign the proper pitch,
or key, for each piece of chant. With regard to the first point, our humble opinion, confirmed by
the judgment of distinguished church-musicians, is, that the harmonisation proper for the Gregorian
chant is a fusion of the diatonic and chromatic genuses, though with a predominance of the former,
especially when the organist is actually accompanying the chants of the choir.1 2 The Gregorian is,
as we have said before, a diatonic chant, hence it is properly accompanied chiefly by diatonic har
monies; yet these may be tempered with harmonics peculiar to the chromatic genus^ in order to
avoid stiffness, and occasional harmonisation which would be so repulsive to the car as to render no
accomj)animcnt vastly preferable.3

36.—Should the organist desire to play in union with the chants of the clioir, it will be abso
lutely necessary for him, as we have said before, to be thoroughly acquainted with the Ecclesias
tical Tones, their relations to each other, and to the modes of modern music, the character, cadences,
final, dominant, etc., peculiar to each. Thus, for instance, the first tone is analogous to the 

1 Matins of Corpus Christi, Ant. G.
’In the preludes, symphonies, and interludes by which the organist connects the various chants of the Divine service

more liberty might be allowed; but even here, it would be well, at least immediately before introducing a given piece of
chant, to play in such a manner as to imitate the diatonic character of the tone to which it belongs.

3 We hope to be able to treat more at length upon this subject hereafter.
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key of D minor. The same is to be said of its relative tone, the second, with this difference, that
whereas the melodies of the former arc comprised more or less within its final and the octave above
it, those of the latter range from the fourth below to the fifth above the final, which is the same
(Z>) in both,—a circumstance which suggests to the organist the frequent necessity of transposition,
in the case of the second tone. Again, the third tone ranges (apart from transposition, of which we
shall speak presently,) from E to E, more or less; its third is minor, but its having a minor second
(F natural,) destroys all farther analogy with the modern key of E minor. Yet the harmony
proper for the final note (E) of the third tone, is not the chord of C, but of E, for the most part,
major, according to the practice of the best masters. We might go on in the same w*ay  to consider
the other tones, their peculiarities, and how far they arc analogous to the modes of modern music,
but the limits of the present work do not allow it. We would recommend to organists the study of
this matter as interesting, and so essential, that he who cannot apply to it, had better abandon all
pretensions to accompany the ecclesiastical chant, which, in our opinion, suffers from two extremes,
i. c., if it loses sweetness, and is rendered stiff, by a rigid and exclusive adherence to a diatonic
harmonization, it becomes, on the other hand, absurd and unmeaning, when accompanied by an
organist who is ignorant of the tonality in which it is composed.

37.—In the second place, the organist ought to be skilful in assigning the proper pitch for
the different chants sung by the choir. This is a matter which depends more or less on the extent
of notes in a given piece of chant, the quality of the singers1 voices,1 and the degree of solemnity
of the feast celebrated, a somewhat higher pitch being taken on solemn days, as has already been
observed. The following figures will, it is hoped, be found serviceable under this head. They
suggest at once to the organist the scales, in modern notation, of the different Ecclesiastical
Tones. Thus, in the case of the first tone, the scale given in the first place, in Gregorian notation,
is to bo rendered on the organ by one of the scales beneath it, according to circumstances. If a
given chant is of the first tone, perfect*  it may be played in D minor, or, on solemn days, in E
minor. A chant of the same tone, if imperfect,3 may be taken in E minor, or even, on solemn
days, except, perhaps, when it is followed by a Psalm, in F minor; if perfect, mixed with its
plagal*  in E minor. The same explanation, mutatis mutandis, will answer for the figures
illustrative of the other tones, it being understood that, in each case, the pitch is to be taken
higher or lower, according to the circumstances mentioned at the beginning of this paragraph.
The letter F, placed over a note, shows such note to be the final, or key-note of the scale. The
notes occasionally affected by accidentals, according to the Roman practice, are indicated by the
proper accidentals being placed over them. Other points will be taken notice of in the next
paragraph. Finally, we would remark, that the fact of a Gregorian clef appearing, in a chant in a
choral-book, on a line different from that on which the same clef is found in the proper scale,.
among the following figures, ought not to make any difficulty in finding the pitch by means of
them. For instance, in chants of the seventh tone we sometimes find the clef (of Do) on the
third line, whereas in the seventh of the following figures it is placed on the second line.5 Nay, in 

1 Should the pitch of the organ be either unusually high, or unusually low, this would of course be an additional
consideration.

’See P. 1, ch. V, T 8. ajbid. <lbid., T9. *Sce  P. 1, § III, TT 1G, 17.
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some tones, not only will the clef bo found on one lino in the book, and on another in the figure,
but we shall occasionally find a difference in the clefs themselves. Thus, a chant, c. g., of the first
tone sometimes has the clef of Do, (on the upper line of the staff,) instead of that of Fa, as in the
first of the following figures; and a chant of the eighth tone, the Fa clef, instead of the Do clef, as
in the eighth figure. All that is to be done in such cases is to find, by means of the clef, as placed
in the book, the names of the notes whose proper sound we wish to get, then see where the same
notes are placed on the upper staff in the figure,—and casting the eye in a straight line downward
we shall find a suitable pitch, higher or lower at choice, in modern notation.1

Key,2 ’ E2 minor.
Dominant, B?

Key,2 E minor.
Dominant, B.

Key,2 F minor.

Re Mi Fa Sol La Si Do Re Do Si La Sol Fa Mi Re

FIGURE 1. FIRST TONE.

Di-xit Dommus.

Key,2 D minor.
Dominant, A.

> We venture this explanation at the risk of its being thought gratuitous; but experience has taught us that one can
scarcely be too clear in unravelling the mysteries which so many find in the square notation.

2 It will be seen that in the signature, (though not in the scale itself,) we represent the sixth of the scale as minor,
although, in the first tone, 5» is flatted, in other words, the sixth becomes minor, only occasionally. Wc represent the sixth
as minor, in order to make the signature conformable to the designation of the key, and thereby spare the organist the
embarrassment he might feel in seeing a discrepancy between the two. Wc have, for the same reason, adopted the same
method in the case of some of the other tones, giving a signature conformable to the designation of the key, and affecting
certain notes with accidentals, in the course of the scale, to make them correspond with the square notes above them.
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FIGURE 2. SECOND TONE.

E—D----------------------

Di-xit Dominus.

Key, E minor.

Key, F minor.

Key, F>! minor.
Dominant, A.

Key, G minor.
Dominant, B /

Key, minor.
Dominant, B.

l5~Si Do Rc àli Fa Sol La Sol Fa Mi Rc Do SiLa

Note.—The organist little familiar with plain chant might think he saw a contradiction in the
scales of the above figure. It might seem to him inconsistent to assign to the key of E minor the
scale of B minor, to the key of F minor the scale of C minor, etc. But it must not bo forgotten
that it is peculiar to the plagaV tones, (of which the second tone is one,) to have the key-note about
in the middle of the scale. Hence, the first note of any of the above scales, or of those of any
plagal tone, does not represent the key-note, but only the extent to which the melodics of the tone
descend below it, (which extent is regularly that of a fourth, as we have already seen,) the key
note being, in each case, the fourth note of the scale, instead of the first, as in the authentic tones.

> See P. 1, cb. v, HIT 2, 6.
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Key,i CJ# minor.
Dominant, A.

Key,i D minor.
Dominant, B ?.

Key,1 Dminor.
Dominant, B.

Key,1 E minor.

FIGURE 3. THIRD TONE.

1 In the case of the present tone, as also in that of the fourth (see Fig. 4,) wo make an exception to the rule mentioned
In Note 2, page 108, of giving to the scale a signature conformable to the designation of the key. We denominate the key,
In the third tone, and its collateral, or plagal, the fourth, as usual, according to the final, or fundamental note of the scale,
viz: in the third tone, Csharp, JD, D sharp, etc., and in the fourth, 27, 7* ’, I'1 sharp, etc. Moreover, these keys are properly
called minor, in the present case, inasmuch as each of them has a minor third. But the second in each of them is also minor.
a peculiarity of the two tones in question which gives them a marked, distinctive character, and renders them entirely dis
similar to our modern scales. And it is in order to keep this peculiarity before the eyes of the organist, that we give to the
above scales, and to those of the following figure, signatures corresponding to their distinctive tonality, rather than to the
designation of the key. In preluding before chants of the third tone, the organist may terminate in a key a fourth above the
final of the scale. If, then, he should prefer the pitch given in the first place, (marked A’cy, C sharp minor,') ho will prelude
In 7 sharp minor ; if that given in the second place, in G minor ; and so on of the rest. Or, the prelude might terminate!
especially when the chant begins on the final, on the major chord of the final, introduced in the manner illustrated by the ex
amples which we give at the end of this note

The peculiar character of the third and fourth, or, as they are called, Phrygian tones, and their dissimilarity to the
modes of modern music may be seen by the following examples, showing the regular manner of harmonizing the most usual
final cadences of chants belonging to these two tones. A harmonization of this kind (and it is scarcely necessary to say that it is
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Key,1 E minor.
Dominant, A.

Key,» F minor.i
Dominant, BP

Key/Fjt minor.
Dominant, B.

Key,’ G minor.

FIGURE 4. FOURTH TONE.

intended, not for voices, but for the organ only,) will perhaps appear strange, and, for final cadences, unsatisfactory to
many; yet it is justified by the practice of such masters of harmony as Bach, Graun, and others. The melody in each of the
following examples represents a final cadence peculiar to the third or fourth tone.

1 With regard to the apparent discrepancy between the designation of the keys and the signatures in the above scales,
see the first paragraph of the note on the preceding page. In preluding before chants of the fourth tone, the organirt may
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FF

F

F, F

Key, F major.

Key, D major.
Dominant, A.

Key. E major.
Dominant, B. •—<?—

Key, E? major.
Dominant, B?.

gate

g____ M__________________________________________ -Q —

Fa Sol La Si Do Be Mi Fa Mi Be Do Si La Sol Fa

F

FIGURE 5. FIFTH TONE.

Note.—In each of the above scales the fourth is made superfluous by the addition of the sharp
or natural, in order to correspond with the square note above it. Sometimes, however, the fifth tone
is found with the flat at the beginning of each staff, affecting every SI in the course of the chant.
In such a case, of course, the accidental sharps or naturals occurring in the above scales are to be
disregarded, and the fourth becomes perfect. . Some authors (Pernarclli, Bcrti, and others.) main
tain that the perfect fourth, in other words the flat on $*,  belongs to the nature of the fifth tone,
and of its plagal the sixth. At least, the present Roman practice is to flat the St in these tones, in

terminate, as in the case of the third tone, on a key a fourth above the final of the scale, t. c., in A minor, B flat minor, B
minor, or C minor, according to the choice he shall make out of the above scales. Or, the prelude may terminate on the
major chord of the final itself, (see examples on the preceding page,) especially if the chant should begin on the final. Or
again, according to some authors, the prelude may be made in one of the keys designated in the figure, (fig. 4,) taking thoir
denominations in the modern sense, t. e., in E minor, having F sharped, and D eharp for sensible note, or in F minor, with G
natural, and E natural for sensible note, etc., etc.
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FIGURE G, SIXTH TONE.

singing, not only when the tritone' is to be altered, but as a general thing.2 When, however, says
Berti, (Regole di Canto Fermo,) both in the fifth and sixth tones a descent is made from the fifth of
the scale to the fourth, returning immediately to the fifth and making a pause on it, then Si is sung
natural,—examples of which rule may be seen in the Mass called de Angelis, (See Appendix VII,')
at the words Christo elcison, miserere nobis, (second time in the Gloria in excelsis,') consubstan-
tiedem Patri, (in the Credo,') etc.

1 Sec Part I, ch. iv, 1T 18.

’The Psalm-melody of the fifth tone is sung as if ò’i had the flat, though this accidental is rarely expressed in the
choral books. We cannot forbear remarking that if there were one reason why we should prefer to have the Si in this
psalm-melody sung natural instead of flat, it would be in order to put a stop to the abominable practice of some singers,
who cannot hear the fifth tone sung without adding what they doubtless think to bo harmony, in thirds below, as in
the following example:

15

I
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Key, F major.

Key, E major.
Dominant, B.

Key, D major.
Dominant, A.

Key, eV major.
Dominant, B7

FIGURE 7. SEVENTH TONE.

Note.—The seventh and eighth, or, as they arc called, Mixolydian tones, like the third and
fourth, or Phrygian tones, (see note, p. 110,) cannot, on account of their peculiar construction, be re
duced to the modern major mode, so as to become identical with it. The organist will experience
the truth of this observation when he attempts to harmonize on the organ chants of these tones, espe
cially those which frequently descend below the final, instances of which are the Antiphons
Occurrunt turbee' and Vidi aquam*  The siib-final in the Mixolydian tones is a whole tone below
the final, and on this sub-final frequent cadences arc made ; so that if a chant of the kind mentioned
above, of the seventh tone, were played e. g. in D, or, of the eighth, in G, in the former case the
chord of C, and iu the latter that of F, would play a conspicuous part in the harmony. Moreover,

In fact, if the Si of the fifth tone were to be sung natural, these harmonizers would find themselves at a loss, and would have
to give up their thirds, by which the psalm-tone in question would be decidedly the gainer.

1 See Appendix HL 2 See Part HI., ch. iii, || ii.
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FIGURE 8. EIGHTH TONE.

Re Mi Fa Sol La Si Do Re Do Si La Sol Fa àli Re Di-xit Dominus.

by reason of the same peculiarity of the sub-final, in some of the final cadences of the two tones in
question the closing chord (of the final) is reached, not, as most generally in the modern major mode,
by means of the harmony of the dominant, but through that of the sub-dominant, preceded by the
chord of its sub-dominant, (so to speak,) viz : the chord of the sub-final, as in the following example 
of a common Mixolydian final cadence
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38.—With reference to the pitch for the psalms, the most approved practice is to adopt a
uniform note for the dominant, or reciting-note, of each of the nine psalm-melodics. The note
usually taken for this purpose is A, (La) as being best adapted for the generality of singers.
We have added to each of the foregoing eight figures the first degree of psalm-intonation in the
tone which the figure illustrates, and we give below, the first degree of the ninth tone. At the end
of every staff marked Dominant, A, will be found the commencement of a psalm-melody, with A
for the dominant; so that the sum of the staves thus marked shows, at a glance, the manner of
pitching the nine tones on A, (Zai,) as a dominant common to all.

FIG. 9. NINTH TONE.

F1

Key, D minor.
Dominant, A.

Key, E / minor.
Dominant, B [>.

Key, E minor.
Dominant, B.

39.—It might, however, sometimes be desirable to chant the psalms on a higher note; more
over, in some of the tones, taking A for the common dominant, the Antiphons would occasionally
be too low, especially in the third and eighth tones. Hence, some recommend the adoption of a

1 Final note of the Antiphon, Nos qui tivimut, sung before the Psalm In cxitu. 
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higher pitch for the dominants. We have therefore given, in the above figures, various degrees of
elevation for the dominant in each tone, to be adopted according to circumstances, at the discretion
of the organist or director of the choir. We would recommend unity of dominant, as far as it is
practicable, throughout the same service. Thus, if, for instance, at Vespers, the first psalm should
be of the first tone, and B (Si) should be chosen as the dominant, in preference to A, (La,) it
would be well, if the voices could bear it, to take the four remaining psalms on the same pitch,
especially if the tones sung should be the fourth or fifth, sixth, seventh and ninth. Or, if the first
psalm should be, c. y.,of the eighth tone, and B flat (Sa) should be chosen as the dominant, it would
be advisable to take the same dominant in the remaining tones, especially if they should be the
second or third, fourth, fifth and seventh.

§ LEI.—OF THE DIRECTOR OF THE CHOIR.

1. The direction of the choir is confided, in some churches, to the organist, in others, to one of
the singers. In the former case, the organist should choose the most competent member of his
choir for chief singer, to pre-intone the chants, and act the part of leader in regard to the rest of
the choir.

2. The director is responsible for the edifying, exact and artistic execution of the musical part
of the ritual: hence he should be a good Christian, a good church-musician, and a good ritualist; in
which last essential qualification we include a knowledge of the Latin language, at least, sufficient
to enable him to guard his singers against false pronunciation, and to correct the errors under this
head which arc sometimes found even in books printed for the use of choirs.

3 It is the duty of the director to choose his singers, (allowing only those to sing who can do it
properly,) practise them diligently, assign them their several offices and positions in the choir, and
determine the degree of height and loudness of voice to be observed by them, according to circum
stances, among which must be mentioned the construction and size of the church. In a church in
which there is much echo, the singing should not be so high and loud as in one of low ceiling and
without echo. But if the church is large, and the number of singers small, and these, too, of weak
voices, it would be well to take the chants on a moderately high pitch.

4. In arranging a double choir, the singers should be equally divided between the two sides,
with reference to their qualifications rather than to their number : the weak being mixed with the
strong voices, the high with the low, and the less skilful with the more expert singers, etc., so that
one side may be, as far as possible, the counterpart of the other.

5. Out of the general choir the director should choose a few of the best singers to form a select
choir: these will sing the Antiphons, and such pieces of plain chant or figured music as require a
more artistic manner of execution.

6. The singers composing the select choir should be appointed by the director, in turn, to act
as chanters. It is recommended that chanters be changed one at a time, so that one newly appointed
to this office may be guided and supported by one who has filled it before.

I
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7. The director might occasionally assist inexperienced chanters in intoning the Psalms, etc.;
yet not too frequently, otherwise they will never acquire confidence in themselves. As a general
rule, the director should be ever watchful over his singers, coining to their assistance in duo time
when necessary, and thus preventing ludicrous mistakes on their part.

8. The chief singer should commence, or pre-intone the chants by a few notes, with a pause
on the penultima, (or, if this should be short, on the ante-penultimate,) the choir continuing either
from the double bar found in some choral books for that purpose, or at a sign given by the director,
if such bars should be wanting.

9. The director should not allow any one to pre-intone who is not able to do it, lest ridiculous
mistakes should occur; he should suppress all singing out of tune, all shouting, and all arbitrary
harmonising by the singers, and should sec that in responding to the celebrant, the choir invariably
take up the tone corresponding to his.

10. Should the director see fit to execute some piece of harmonised music, c. g., at the Hymn,
etc., he should show his judgment and good taste in his selections; avoiding compositions which are
vulgar in their character, and savor of the conventicle, as also such as are too light, and not well
adapted to the words of the Liturgy, though in themselves good music; and choosing such pieces
as are free from these objections,—compositions, that is, which arc classical and church-like at the
same time.

11. Finally, the director should understand, and ever bear in mind, how highly important and
honorable is the office entrusted to him—an office by which he is associated, in some way, with the
sacred ministers of the Church, set apart to preside over and conduct the public worship which she
offers to God. It is in his power greatly to contribute, by the proper exercise of his sacred function,
to the grandeur, solemnity, and impressive effect of the ritual of the Catholic Church, and this is
what the Church with perfect right expects from every one who aspires to fill the office of which wo
are treating. How often is not the effect of the most beautiful and excellently performed ceremonies
greatly diminished, if not altogether nullified,*by  the bad execution, or bad style of the music
accompanying them; whereas, good, church-like music, well executed, always edifies and impresses,
and even atones for the imperfect or indifferent performance of the sacred ceremonies. It is to be
believed, that if directors of choirs would more frequently consider these things, and their own
responsibility, the music of the Church would be in a better state than it generally is at present.
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PPENDIX I.

II Y HNS.

Note.—This Appendix comprises the tones of all the Hymns sung at Vespers. The greater
part of them are taken from the Directorium Chori, (Rome, 1737,) and when several Hymns are
found adapted to one and the same tone, it is according to the prescription of that work. There
arc, however, some Hymn-tones of which Guidctti gives only the pre-intonation, a defect which we
have thought best to supply from the Enchiridion Chorale, (Ratisbonnc, 1853,) in which work the
Hymn-tones not contained in the Directorium Chori are taken from the Hymni tolius anni, by Pal
estrina, (Rome, 1589,) and a work of the same title (Rome, 1581,) by Vittoria. Tones taken from
the Enchiridion Chorale are marked with an asterisk—all the rest are from Guidctti.

CLASS A.

A-ve ma-ris stel - la, Dc-i Ma-ter al - ma, At-que semper

AVE MARIS STELLA. (Feasts of the B. V. Mary.}

Fe-lix ccc-li por - ta.

CLASS B.
LUCIS CREATOR.* (Sundays throughout the year.}

rw E ■ ■ J1 J' 5 o

IT -------i1^
Lu-cis Crc-a-tor 6 - pti-me, Lu -cem di - ê - rum profe-rens, Pri- mor-

.di-is lu - cis no-vao Mun-di pa-rans o-ri-gi-nem
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Cre -â - tor al - me si - de -rum, 2E - têr-na lux cre-dênti - urn, Jo- su Rc-demptor

CREATOR ALME. * {Advent-tidc.)

6-mni-um, In-ten-dc vo-tis suppli-cum.

JESU REDEMPTOR. {Christmas-tide.)
JESU DULCIS MEMORIA. {Holy Name of Jesus.)

PLACARE CHRISTE. {All-Saints, Nov. 1.)

b:

Pa-
Scdz
Tu-

i -nein,
Dans ve-ra cor-dis gâu - - di - a;
Qui- bus Patris clc -men - - ti - am

Je -su Re - dem-ptor 6 - mni-um, Quern lu -cis an- tc o-ri - -
Je -su, dul- cis me - in 6 - ri - a,
Pla-ca-re, Cbri-ste, ser-vu-lis,

rem pa - ter-nm glo-ri - m,
su - per mel, et 6-mni- a

ce ad tri - bü - nal gra-ti - m

Pa-ter su - pre-mus e - di-dit.
E - jus dul - cis prsc - sen - ti - a.
Pa-tro-na Vir - go po- sfeu-lat.

CRUDELIS HERODES. {Epiphany, and within the Octave.)

Cru-de-lis He-ro-des, De - urn Re-gemve -ni-requid ti-ines? None-ri-pit
I- bant Ma - - gi, quam vi- dc-rant, etc.

mor-ta -li - a Qui re-gna dat coc - le- sti - a.

1 The oldest editions of the Dircctorium Chori have La instead of Sol, at this place. We have put Sol, in conformity
with the intonation of this Hymn given in the Director ium Chori, Y131.
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Au-di, be-ni-gne C6n-di-tor, No-stras pre - ces cum fie - ti-bus, In hoc sa-

AUDI, BENIGNE.* (Sundays in Lent.')

cro j° -ju- ni - o Fu - sas qua-dra-ge-na-ri - o.

Ve-xil-la Re - gis pro-de-unt, Ful-gct cru-cis my-ste - ri-um, Qua vi

VEXILLA REGIS. (Passion-tide.)

ta mor-tem per-tu - lit, Et mor- to vi - tarn pro - tu - lit.

Uzec di - - - - cs, quam fe - - - - cit Do - - - - mi-nus, e-

HJEC DIES.1 (Antiphon in Easter-wcek.)

xul-te - -- -- -- -- - mus, ct ko - tê - - - - mur in e--------a.

AD REGIAS AGNI. (From Lore-Sunday to Ascension.)
VEXILLA REGIS. (Finding of the Holy Cross, May 3.)

MARTYR DEI VENANTIUS. (S. Vcnantius, J/., May 18.)

Ad re - gi - as A- gni da-pcs,
Vc-xfl- la Rc-gis pro-de-unt:
Martyr De- i Ve-nan-ti -us,

Sto-lis a - mi - cti can-di - dis,
Ful-gct cru-cis my-ste-ri- um,
Lux et de-cus Ca-mer-ti - um,

Post tran-si-tum
Qua vi - ta mor-
Tor - to- re vi-

ma - ris ru-bri
tern per -tu- lit,
do ct ju - di- cc,

Chri-sto ca- na-mus Prin-ci - pi.
Et mor-te vi- tain pro - tu - lit.
Las-tus tri-um-phum con- ci- nit.

1 Reprinted from the Idituzioni di Canto Fcrmo, Rome, 1844.
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Sa-lu---- tis hu-ma-mo Sa-tor, Jc-su, vo-lu -ptas c6r-di - uin, Or-bis

SALUTIS IIUMANJE. {Ascension Day.)

redêm-pti Condi-tor. Et ca-sta lux a - man - ti - uni.

Ve-ni, Cre- a- tor Spi-ri-tus, Men-tes tu-6-rum vi - si - ta, Im - pic su -

VENI CREATOR. {Pentecost.)

per - na gra-ti - a, Quic tu ere - â - sti, pê - cto-ra.

Jam sol re-ce-dit i-gne-us; Tu lux per-ên-nis U - ni - tas, Nostns, bc-

JAM SOL RECEDIT. {Trinity Sunday.)

a - ta Tn - m - tas, In - iun - de. a-mo-rem cor-di-bus.

VEXILLA REGIS. {Exaltation of the Holy Cross, Sept. 14.)

.h:

h

Et mor-te vi-tain pro-tu-lit.

li - cê- bit vi - sc - re Si-gnum pcr-en- nis g!6 - - ri - rc.

Qui-cum - quo Christum qum'-ri -tis, Ocu-los in al - turn tòl-li - tc, II - lie

Ve-xil - la Rc-gis pro -dc-unt: Ful-gct Crucis my- stc - ri- uni, Qua vi

ta mor-tem per-tu - lit,

QUICUMQUE CHRISTUM. {Transfiguration of our Lord, Aug. 6.)
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E-xul-tet or - bis gau-di-is: Coc-lum re - sul - tot lau-di-bus; A-po-

EXULTET ORBIS* {Com. of Apostles.')

sto - 16-rum gl6-ri-am Tcl-lus ct a - stra con- ci-nunt.

TRISTES ERANT. {Com. of Aps. in Paschal Time.)
DEUS TUORUM. {Com. of One Mart. in Paschal Time.)

REX GLORIOSE. {Com. of Many Mart, in Paschal Time.)

*—H—ri—4 ~ n—8—a- — —g-----PZZ"----- B—w

Tri-stes c-rant A-po-sto-li
De -us, tu - 6-rum mi-li -turn
Rcxglo-ri - 6 - sc Marty-rum,

De Chri-sfi tz-cêr-bo fü - no- re,
Sors, et co - r6-na, praemi-um,
Co -ro - na con- fi - ten-ti -um,

Quern mor-tc
Lau - des ca-
Qui re-spu-

H B I , ■ " , b ♦ p

cru-dc- lis-si -ma
nen-tes Marty-ris
en- tes tcr-rc - a

Ser-vi nc- ca-rant fin-pi - i.
Ab-sol-vc nc-xu erf-mi-nis
Pcr-du - cis ad cce -le- sti - a.

De-us tu - 6-rum mi-li - turn Sors, et co-ro-na, prm - mi-um, Lau-des ca-

DEUS TUORUM ItfILITUM* {Com. of One Martyr.)

nen-tesMar-ty-ris Ab - sol-vc nc-xu erf - mi-nis.

Je-su, co-ro-na Vir-gi-num, Quern ma-ter il - la c6n-ci-pit, Qua? so-la vir-

JESU CORONA. {Com. of Virgins.)
FORTEM VIRILI. {Com. of Holy Women.)

For-tem vi - ri - li pe-cto-re Lau-de-mus o-mnes fe-mi-nam, Qumsan-cti - Ia

go par-tu-rit, Ilmcvo-ta cle-mens ac-ci - pe.
tis glo-ri - a, U - bi-que ful-get in-cly- ta.
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'CLASS C.

UT QUEANT LAXIS. (£ John Baptist, June 24 )

Ut que-ant la-xis re-so-na-re fi-bris Mi-ra ffe-stò-rum fa-nni-li tu-

o-rum, Sol - ve pol-lu-ti la-bi - i re - a - turn San-cte Jo-an - nes.

I - ste con-fes-sor D6mi-ni co-len-tcs Quern pi - e laudant po-pu-li

ISTE CONFESSOR. {Com. of Confessors.)

per or-bem, ITac di - e la? - tus me- ru- it be-a - tas
su-premos

Scan-de - re se-dcs.
Lau-dis ho-no-rcs.

CLASS D.

MARTIN2E CELEBRI. {S. Martina, V. M., Jan. 30.)
TE JOSEPH. {8. Joseph, March 19.)

CUSTODES HOMINUM. {Holy Guardian Angels, Oct. 2.)
SANCTORUM MERITIS. {Com. of Many Martyrs.)

plaudi- te no-mi - ni
a-gmi-na coo-li-turn,

psal-li-mus An-ge-los,
fn-cly- ta gau-di - a

a e_)—B—
Mar-ti-nsc ce-le-bri
To, Joseph, cê- le-brent
Cu-st6-dcs ho-mi-num
Sanctò-rum me-ri - tis

Ci-ves Ro -mü - 1c - i, plâu-
Te cun-cti re - so-nent Chri-
Na-tu - T33 fra - gi - li quos
Panga-mus so - ci - i gê-
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di - te gio- ri - a):
sti - a-dum cho-ri,
Pa-tcr ad- di - dit
sta-quc for-ti - a :

In - signem me-ri -tis
Qui cla-rus me-ri -tis
Cce - lc-stis c6-mi-tes,

Glis-ccns fort a-ni-mus

di - ci - te vir - gi-nem
junctus cs in - cly-ta
in - si - di - an - ti-bus
pro-me-re can - ti-bus

Chri- sti di - ci-
Ca - sto fce-de-
Ne suc-cumbc-
Vi - cto-rum go

to mar-ty-rem.
re Vir-gi-ni.
ret ho- sti-bus.
nus 6 - pti-mum

CLASS E.

Pange, lingua, glo-ri - 6 - si Cur - po-ris my-ste-ri-um, Sangui-nfs-que

PANGE LINGUA. {Corpus Christi.')

pre-ti- 6 - si, Quoin in inun-di pre-ti-um, Fructus ventris ge-nc- r6 - si Rex ef-

fu - dit gen-ti - um.

0 quot un - dis la-cry-ma-rum, Quo do-16 - re v61-vi-tur, Lu-ctu-6 - sa de

0 QUOT UNDIS.* {Seven Dolors, 3d Sunday in Sept.)

cru-en - to Dum re-vul-sum sti-pi - te, Cer-nit ul-nis in-cu-ban-tem Vir-go Ma

ter Fi-li-uni.
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CLASS F.

1 Coc-le-stis urbs, Je-ru- sa-lcm, Be-a-ta pa-cis vi-si - o, Qua) cel-sa

CCELESTIS URBS.* (Dcdicat. of a Church.)

de vi-ven-ti-bus Sa-xis ad a-stra tol-le - ris, Sponsae-que ri - tu cin-ge-ris Mil-

Ze an-gc-lo-ruin mil-li-bus.

CLASS G

lE-gre-gi-e Doc-tor Pau-1 e mo-res m-stru-e, Et no-stra te - cum pe-cto-
2 Sit Tri - ni - tâ - ti, etc.

EGREGIE DOCTOR.551 (Convers. of St. Paid, Jan. 25.)

ra in coe-lum tra-hc : Ye - la - ta dum me-ri - di - cm cer-nat fi - des, Et so - lis

in-star so - la re-gnet cha - ri - tas.

DECORA LUX.* Peter and Paul, June 29.)

•-------------------------- —------------------------------------------------------------------------- —n—_____________ |
■ ■■ ■"■ ■ ■ - K " ■ * ■
De-co - ra lux se-ter - ni - tâ - tis au-re-am Di-em be - a - tis ir - ri-

>Wc copy this Hymn-tone as it is given in the Enchiridion Chorale, in which work it is set in the third tone (Phrygian).
According to the pre-intonation of it in the J)ircctorium Chori, it belongs to the first tone, (Dorian,) like the melody
of Pange lingua, of which it is evidently an adaptation. The effect of the first tone may be obtained in the hymn in question,
by singing Fa each time sharp, as we have marked above.



HYMNS. 127

gâ-vit i - gni-bus, A - po-sto - 16-rum qua? co -ro - nat prin - ci - pcs, Re - is - quc in

a-stra li - bc-ram pan-dit vi-am.

CLASS H.
QUODCUNQUE IN ORBE*  («S'. Peter's Chair, Jan. 18.)

MIR IS MODIS.*  («S'. Peter's Chains, Aug. 1.)

Quodcum-jue in or - be ne-xi-bus re-via - xe-ris. E-rit rc-vin-ctum, Pc-Zrc, in
Mi-ris mo - dis re-pen-tc li - bcr, fur - re - a Chri-sto ju-ben - tc vin - da

ar-ce si - dc-riun : Et quod re-sol-vit hie po-te-stas tra-di-ta, E-rit so - lu-turn ccc-
Pe-trus e-xu-it: O-vi-lis il-lc Pastor, et rc - ctor grogis, Vi-ta? re - clu-dit pa-

li in al - to ver - ti - ce : In fi - nc mundi ju - di - câ - bis sa? - cu - him.
scu-a, fon-tes sa-cros, O-ves-que servat cre-di-tas; ar-cct lu-pos.

TE DEUM LAUDAMUS?

Tc Dcum lau-da-mus. Tc Dominum confitemur. Te icternum Patrem: omnis terra

vcncra-tur. Ti-bi omnes an-ge-li: Tibi coc-li et u-niversa? potestates. Tibi cherubim et

1 Reprinted from a Roman work.
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se-raphim incessâ-bili voce proclamant. San-ctus, San-ctus, San-ctus: Dominus Deus

q-g- -—-s-a-B-Ei-B|—-1

Sabaotli. Pleni suntcceli ct ter-ra majestatis gloria) Tu-m. Te glori-6-sus Aposto-lorum

chorus ; To Prophetarum lauda-bilisnumerus; TeMartyrumcandida-tus laudat exer-citus. To

-El-H-KJ■—q-a—g- -□-q—B—n-ff-l

per orbem terrârum sancta confi-tetur Ecclesi-a. Pa - trcm immcnsa) majestatis. Vencràndum

—r.—)_ J? !■ ■... -Pza-~.gLq_trz_a__ i_ Eh-.___ |~E) 1

Tuum vc-rum ct u-nicum Filium. Sanctum quoque Paraclitum Spiritum. Tu Bex gloria), Chri-

i-sti Virginis u-tc-rum. Tu devicto mortis a-cu-lc-o, a-peru-i-sti credentibus rcgnacoolo-

ste. Tu Patris sempiternus es Fx-lius. Tu ad libcrandum suscepturus ho-mincm, non horru-

rum.. Tu ad dextcram De-i scdcs, in glo-ri-a Patris. Judex crederis esse vcnturus.

Jlic genu- p pS-B-n-|--q—■-c-q-a——g-B— ---- F
fleet if ur.-------------------------------------------------------------------—------!-----------------------------_j.THL_l

Te ergo quajsumus | Tuis famulis subveni, quos preti-oso Sanguine redemisti.

2Eterna fac cum Sanctis Tuis in gl6ri-a numera-ri. Salvum fac populum Tuum,Domi-
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nc: ct be-ncdic haeredi-ta-ti Tu-re. Et rege e-os, et cxtolle il-los usque in a>

I I Y M N S .

têrnum. Per singulos di-cs bene-di-cimusTo. Et laudamus nomen Tuum in sae-culum, et

in saoculum saoculi. Dignâre, Domino, di-e i - sto, sine peccato nos custodire. 3Iise-rere

nostri Domino, mise-rere nostri. Fiat miseric6r-di-a Tua, Domino, super nos, quemadmo-

duin speravimus in Te. In To, Domino, speravi : non confundar in ae-ter-num.1

1 For the Verxidcs and and Prayer#, sometimes sung after Tc Dcumf see Appoulijc A\



• ' ■ •* on tfu

I,-»!'.’: 1' V yi'.A * ri ■ \J - • ;•••'

•j ’ i ' -• '• :c •-•/ ' ' h r. « . .•. '•. \

e <> : •• : • ■ • ■-._■•

. 5 : ■ ■ .• : V ■ .It

. . —------------------------- ---------------------- ---  - --------- --- ------------------------------- ----------------------------  ---------------------- i

> t - •»

■ .■ -b viru



BENEDICTION OF THE MOST HOLY SACKAMENT.

When the Blessed Sacrament has been exposed, and incensed, the Hymn.O Salutaris may bo
sung,1 cither in plain-chant or in harmony.

From a Rituate Rcmanum, Rome, 1847.

O sa - lu - tâ - ris Ho-sti-a, Qua? coc-li pan-dis 6 - sti-um: Bella premunt ho -

O SALUTARIS HO STI A’.

sti - li-a, Da ro-bur, for au-xi - li-um. U-ni, tri-no-que D6-mi-no Sit sempi-

ter-na gio - ri-a: Qui vi-tam si-ne ter - mi-no No-bin do - net in pâ - tri-a. A-men.

Immediately after the incensation, or after 0 Salutaris, where it is sung, follows the Litany
of the Blessed Virgin*  terminated by its Ver side, and Response, and the Prayer, proper for the sea
son. Sometimes, though not so commonly, a Psalm, or Hymn, or an Antiphon in honor of tho
Blessed Sacrament is sung, instead of the Litany.

1 Nothing should bo sung during the Exposition of the Blessed Sacrament but what is sanctioned by proper authority, or
conformable to approved custom.

" See Appendix A’., p. 216. The Litany is omitted when Tc Dcum is sung at Benediction. This Hymn follows immediately
after the incensation.
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The Hymn Tantum ergo is then sung,1 either in harmony or plain-chant. All bow at the
words Vencrêmur cernui.

Tantum ergo sacramêntum Ve - ncrcmur cernu-i: Et an -ti-quum docuniêntum Novo cedat

TANTUM ERGO.
Slowly and solemnly. From thc Direct. Chori, 1737.

ri-tu-i: Prmstetfides suppiementumSênsuum de-fe-ctu-i. Ge-ni-t6ri, Gcni-to-que Laus,

et ju-bi-lati-o: Salus, honor, virtus quoque sit ct benedi-cti-o: Proccdenti ab u-tro-

que Comparsit lauda-ti-o. A - - men.

The Hymn ended, the following Vcrsiclc is sung by two chanters, and thc Response by the
choir:

jlf. Pancm de ccelo | prmstitisti e - is.
R. Omne delcctamentum | in sc ha-ben-tem.

ft. Panem de ccelo praestitisti cis. | Al-lelu-ia.
R. Omne delcctamentum in sc habêntem. | Al-lelu-ia.

During Paschal Time, and the Octave of Corpus Christi, thus: .

The Prayer, Deus, qui nobis, etc., is sung with the ferial intonation, terminating like the
Vcrsiclc, except when another Prayer is added, in which case the inflection at the end is made only
in the latter.

When the Blessed Sacrament has been reposited in the Tabernacle, it is usual, in some places, to
sing the 116th Psalm, Laudaic Dbminum omnes gentes, etc., to any of the Eight Tones, ad libitum,
all the verses being sung as thc first, i. e., with the full intonation.

1 When Tc Pcum is sung at Benediction, Tantum ergo follows immediately after that Hymn. In this case the Vorsiclcs
Responses, and the Prayers, usually sung after the Tc Dcum (p. 215) are omitted, excepting the prayer, Deus, cujus mis*

tricordice, etc., which is chanted immediately after the Prayer of the Blessed Sacrament, Deus, qui nobis, etc.
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PALM SUNDAY.1

ANTIPHONS, ETC., AT THE BLESSING OF PALMS.

Hosanna Fi-li-o David! Bcnedictus | qui vcnit in nomine Domini. 0 Rex Isra-el:

ANTIPHON.

Hosanna | in ex-celsis.

R. In monte O-li-ve-ti o-ravit ad Patrem: Pater. | si fi-e-ri po-test, transe-at a

AFTER THE LESSON.

me | ca-lix i ste: Spi-ritus quidem prom-ptus est, ca-ro autem in-firma: n - at vo-

1 The Chants for Palm Sunday, up to the Chant of the Passion, are reprinted from the Cantus Grcgorianus Processionun^
edited by Alficri, Rome, 1S37. 133
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a

lun-tas tu - - a. ft. Vi-gi-la - - - - te, ct o - râ - tc, ut non intre-tis in

ten - ta-ti-6 ---------- nem. Spi-ri-tus, etc., as above.

San - ctus, San-ctus, San - ctus Doniinus Dc-us Saba-otb. Plcni sunt cocli | ct terra

AFTER THE PREFACE.

gl6-ri-a tu-a. Hosanna | in ex-celsis. Bcnodictus qui vc-nit | in nomine Do - mini.

Hosanna | in excel - - sis.

AT THE DISTRIBUTION OF PA EMS.

No. 1. ° tX* ° l B E n ° .n! «

Pue-ri Hcbrmo - rum portantes ramos | o-li - va-rum ob-vi-a-verunt Domino,

clamantes, | ct dicen-tes: Hosanna | in cx-celsis.

No. 2. 

Pu-c-ri Hebrmo - rum vestimenta | prosternebant in vi-a, ct clamabant,| dicentes:

Hosanna FMi-o David. Benedi-ctus |qui venit | in nò-mine Domini.
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ANTIPHONS, ETC., AT THE PROCESSION.

"fr. Pro-cc-damus in pa-cc. R. In no-mi-nc Christi, A-men.

Deacon. Choir.

ANTIPHONS.

No. 1. ' n « E ’ D R a j n * ■

Occurrunt turbae cum fl 6 - ribus | ct pal-mis Rcdem-pto-ri 6b-viam: et vi

ctori triumphanti digna dant obse-quia: Fi-li-um De-i | o-re gcntes predicant: ct in

laudcm Christi voces tonant per nu-bi-la: Hosan-na|in ex-celsis.

No.

Cum Angelis ct pu-c-ris fi-delcs in-veni-amur, triumphato-ri mortis | claman-

tes: Hosan-na in ex-celsis.

Turba multa quae cmvenerat ad diem festum, ’ clamabat D6-mino: Benedictus qui

vo-nit | in nomino Domini: Hosân-na | in cx-celsis.
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On the return of the procession, two or four chanters enter the church, and closing the door,
stand with their faces towards the procession, and sing all or part (as may be required) of the
following verses. The celebrant and those who arc with him outside of the church, sing Gloria,
laus, etc., after each verse sung by the chanters.

jjr. G16-ri-a, | la-us, ct honor, ti-bi sit, | Rex, Christc Rcdemptor: Cu-i pu-c-ri-lc dccus

prompsit hosân-na pium. R. G16-ri-a, etc. jlf. Is-ra-el es tu Rex, Da-vidis ] ct in-cli-

ta pro-lcs; Nomine qui in Do - mi-ni, Rex bc-nc-di-cte venis. R. G16-ri-a, etc.

Thosc outside.

jjr. Coetus in ex-cel-sis to laudat cce-licus o-mnis, Et mortalis ho-mo, ct cuncta crca-

Thosc outside. Chanters.

ta simul. R. Glori-a, etc. "ft. Plebs Hebraca | ti-bi cum palmis | obvi-a vc-nit: Cum precc,

voto, hyinnis, ad-sumus eccc ti-bi. R. Glori-a, etc. y. Hi ti-bi passu - ro sol-vebant

Those outside. Chanters.

muni-a la-udis: Nos ti-bi rc-gnanti pangimus ecce mclos. R. Glori-a, etc. Hi
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placuê-rc ti-bi, plâceat dcvo-ti-o nostra, Rex bone, Rex demons, cu-i bo-na cuncta

pla-ccnt. R. Glori-a, etc.

Those outside.

The Subdeacon then knocks at the door, it is opened, and the procession enters the church, the
choir singing the following:—

R. Ingrcdien-te Domino in sanctam ci-vi-tâ - tern, Hebrmo-rum pu-e-ri resurrecti-

onem vi-Uc | pronunti-an-tes, Cum ra-mis palma-rum Ho - sdnna clamabant | in cx-

c61 - - sis. V- Cum audisset po-pulus quod Jc-sus | veniret Je - ro-so - lymam, e-xi-

Two Chanters.

Choir.

6-runt | 6b - - viam c - - - - i. R. Cum ra-mis, etc. *

CHANT OF THE PASSION.
In the Missal, the narrative of the Evangelist is marked Q.—the words of our Saviour arc

marked >J<—and those of the Scribes, etc., S. The music, as here given, is taken from the
“Cantus Gregorianus Passionis,” etc., published at Rome, by Monsignor Aljicri.1

* 1 We take this arrangement of the Passion from the Catholic Psalmist, Dublin. We hare given some additional «-c-
amples, and made some slight additions in the explanations. The music of the Passion, says the Psalmist, “is so simple and
easy, that singers will be able, with the help of what is given here, to sing the Passion from the Missal as easily as if the
whole were set to notes. The placing of some marks before the passages where the various Inflections are to be made, w.
be a great guide.” ^g
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NARRATIVE OF THE EVANGELIST.

g---- BEP

c. Passio Domini nostri Jc-su Chri-sti sc-cundum Mat - thce-um.
Jo -an -nem.

2

In il-lo tem-po-re: Dixit Jesus disci-pu-lis su-is:
Sciebat autcm et Judas, qui tradebat c-um, lo - - cum: etc.— et di-xit e -is:

c. Tunc congrcgâtL .... dicebatur Câiphas: et et oc-ci-dercnt. Dicebant auteni:
C. Responderunt ci:

c "— * _ n <> p
s” ...... .. n ra 3 ® ■ S 3a LS V SBI “ E- ]

C, Tunc âbiit unus principcs sacerdotum: et ait il - - - -lis:
Dicit ergo Petro | ancilla osti-a------ ri-a:

Conclusion.

- - - - - c-mi - sit spi - ri-tum. se-den-tes con - tra sc-pulchrum.
------ tra-didit spi - ri-tum. - - — - - Vi-de-bunt in quem transfi -xe-runt.

Before kneeling.
—— —— ---- ta---- ■ ts—b—Ea —°-------

Explanation.—No. 1 represents the note on which Q, always begins, and continues until a
word or two, or a few syllables, arc met with before a colon, or n per iod, or an interrogation point,
each of which has its peculiar inflection. Sec No. 3 with regard to a comma.—No. 2 shows the
inflection made before a period not immediately followed by or S.—No. 3 represents the
inflection before a colon; and before a comma, when this stop occurs after a few sentences not
marked by any other stop.—The inflection at No. 4 is made immediately before >J<.—The mono
tone, as at No. 5, is used immediately before S. recording the saying of more than one; c. g., S.
Non in die festo, etc.—No. 6 shows the inflection before S. recording the words of only one; e. g.,
s, Quid vultis mild dare, etc.



HOLY WEEK. 139

Nam semper .........vobiscum: me autem 4 ha-betis. Quomodo ergo.» Scriptune,

>{< Con - sum-mâ - - - turn est. ►£< Quern quae - ri - tis ?

Explanation.—No. 1 shows how >J< always begins the first word. The guide indicates the
note on which Q. ends, immediately before.—On the note marked 2 are recited all the words after
the beginnings Nos. 1 and 5, and after a comma, a semicolon, a colon, or an interrogation point, nn-
til a word or two, or a few syllables before similar stops, are met with.—No. 3 represents the
inflection made before a semicolon, a colon, and occasionally before a comma, and always before an
interrogation point not immediately before Q, It is sometimes, though rarely, used in the middle
of a long sentence.1—No. 4 shows the inflection of a period immediately before Q, The guide
at the end indicates the note on which Q, resumes.—No. 5 represents the beginning of a sentence
after & period, i. c., after inflection No. 6.—No. G is the inflection used before a period not imme
diately foiled by C. and frequently before a colon.1—The inflection No. 7 is made before an inter
rogation point immediately followed by C.—Nos. 8 and 9 show the manner of singing a part
marked >J< containing only one or two words followed by Q,

1 A general rule with regard to the inflections Nos. 3 and G is, that when a part marked >J< comprises several sen
tences separated by a comma, semicolon, colon, or an interrogation point, these inflections arc used alternately, No. 3 being
used in the first sentence.
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WORDS OF THE SCRIBES, ETC.

jZEEEI

quid pcrditio hose?S. ut

3_______
in—0—

s. Non in di-c festo, nc forte floret in po------pulo.

2 4_______
° ~~~ET

S. Cru---------- ci - fi - gâ -------- tur. s. Numquid c - go sum Rab-bi?
S.Nonhunc, sod Ba-rab - - - bam.

Gosp. S. Matth.
5 G

-------------------------El ■ 'I"" i" -ra ■ m ■ w i ra k
<»______ B a C— S3— '

Bia - - sphemavit: quia Pilius Pe-i sum. S. Ba-rabbam. s. nic dixit: Possum, etc.
Salva to-met ipsum. s. Non sum. S. Pec-cavi, tradens, etc.

S. Non audis quanta, etc.

Gospel S. Matth Gosp. S. John. Ibid.

s, Prophetiza nobis Christe, quis est, etc. S. Ecce, adduco, etc. S- Tolle, toile, cruci-
s. Nihil tibict. justo il-li. Multa, etc.

S. Si-no, videâmus, etc.

t&M S i ul CEB “1 n —[71-------------. a_*zzj
s . IB -a ' E- ■ 1 0_ 7"M B1 -fl . - -------- ——

fi-ge e -------- um.

Explanation.—On the note marked 1, a fourth above the last note of C,, indicated by the
guide, the part marked S. always begins, and continues until a word or two, or a few syllables, are
met with before a colon, a period, or an interrogation point, or, generally, before a comma.—The
inflection, No. 2, is generally used before a comma, and sometimes before a colon} It is also used
in the middle of a long sentence.-—No. 3 shows the inflection made before a period immediately
followed by Q,—No. 4 represents the inflection used before an interrogation point.—No. 5 is the
inflection made before a period not immediately followed by Q,, and frequently before a colon}—
No. 6 shows the manner of singing, when a part marked §. ends with a monosyllable.—The
remaining examples show the exceptions to the general rules.

1 A general rule with regard to the inflections Nos. 2 and 6 is, that when a part marked 3 B comprises several sen
tences separated by a comma, semicolon, colon, or an interrogation point, these inflections are used alternately, No. 2 being
employed in the first sentence.
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FERI A QUINTA IN CCENA DOMINI.
(Office sung on Wednesday in Holy Week.)

MATINS.

FIRST NOCTURN.

Avertantur retrorsum | et e-ru-bes-cant.
R. Qui cogitant mihima-la.

VERSICLE AND RESPONSE, AFTER THE PSALMS. 1

LAMENTATIONS OF JEREMIAS. 2

In - cipit la-men-tati-o Jcrc-mi-re Prophe-tm. A - leph. Quomodo sedet

1st Lamentation.

so-la civitas plena p6pu-lo: fa - eta cst quasi vidu-a domina Gentium : princcps provin-

ci-a-rum | facta cst sub tribu - to? Beth. Plorans plorâvit in nocte, et lacrymae e-jus

* For the text of all the Psalms of Holy Week, see Appendix to Supplement of the Manual.

’ The Lamentations, in this Appendix, are reprinted from the Catholic Psalmist.
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in max-il-lis e-jus: non est qui cou-soletur e-am, ex omnibus caris c-jus: o - nines a-mici.

.■—yjiB- —zjzgBa.O-Bg- J

ejus spreverunt e-am, ct fa-cti sunt c-i in-i-nii - - ci. Ghi - mol. Migrâvit Judas

pro-ptcr afflicti-6-nem, et multi-tudi-nem servi-tu-tis: ha - bi-tavit inter Gcntcs, ncc in-ve-

nit requiem: o - nines persecutorcs e-jus apprehendêrunt cam inter an-gu - sti-as. Da -

----—B-B -4-b-* —♦——n-Q— ■LAV L l"l ■ I

1 . . .

__gB* __________________  —1—__________ ±---- ---------- --- ‘ _M----gj _•

letli. Vi - a? Sion lugent, c-o quod non sint qui veniant ad so-lcmnitatem: o - nines porta?

B—flji - ——go—o—-g-oo—n-o—b—o-b-

e-jus destru-cta?; Sacerdotes e-jus gementes; virgincs ejus squâlidre;

h— n-ffl—o—n-n—8

amari-tu - di-ne. He. Fa-cti sunthostes e-jus in capi-te, i-ni-nii-ci c-jus lo-cu-

ct ipsa opprêssa

pletâti sunt: quia Dominus locutus est super cam, propter multi! u-dinem i-niquita-tum c-

jus; par-vuli e-jus ducti sunt in captivi-tâtem, ante faciem tribulân - tis. Jc-ru-sa-

lem, Je - rüsalem, convertc-rc ad Dominum Deum tu - um.
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Va - u. Et egressusosta fi-li-a Sion omnis decor e-jus: fa - cti suntprm-

2d Lamentation.

cipcs e-jus velut a-ri-e-tes non invcni-en-tcs pascu-a; ct a - bi-e-runt absque fort it u-di-

nc ante faciem subsc-quen - tis. Za - in. Rc-cordata cst Jerusalem di-erum af-flic-ti-

6-nis su-re, et prrovari-cati-6-nis omnium desi-dcrabi-li-um suorum, qua? habuc-rat a di-e-

bus an-tiquis, cum ca-de-ret populus e-jus in manu hosti-li, ct non cs-sct au -xi-li- a-tor: vi-

de-runt c-am hostcs, ct deri-serunt sâbbata e - - jus. Heth. Peccatumpcccavit Jerusalem.

proptêre-a instâbilis fa-eta cst: o - mnes qui glori-ficâbant e-am, spre-verunt illam, qui-a

viderunt igno-mmi-am c-jus: i - psa autem gcmens,conversa est re-tror - sum. Tcth. Sor-

dcs e-jus in pe-dibus e-jus, ncc recordata est fi-nis su-i: depo-si-ta est vehementer,
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non habens conso-lato-rem. Vide, Domino, af-flicti-onem meam, quoniam e-rectus est i-ni-

mi - - cus. Jerii -salem, Je - ru-salcm, converte-re ad Dominum Deum tu - uni.

Jod. Manum suam misit liostis ad omnia de-si-derabi-li-a c-jus; qui-a vi-

3d Lamentation.

dit Gentes ingrêssas Sanctu-a-rium suum, de quibus prmcepcras ne intrarent in Ecclesiam

tu - am. Caph. Omnis populus cjus gemens, et quaerenspancm; dcderunt prctiosa quae-

quepro cibo, ad rcfocil-lândam an imam. Vide Domine, et considc-ra, quoniam facta

sum vi - lis. La - med. 0 vos omnes, qui transitis per viam, attêndite, et vide-te

si est dolor si-cut dolor me-us: quo-niam vindemi-âvit me, ut lo-cutus estDominus in di-

e i-rae fu - rons su - i. Jlem. De excêlso misit ignem in 6s-sibusmeis, et c-ru-



HOLY WEEK. 145

dfvit me: expândit retc pêdibus meis; convêrtit me retròrsum: po - suit me deso-latam,

tota di-c moc-rorc confè - ctam. Nun. Vigi-làvit jugum i-niquitâtum mca-rum; in ma

nu e-jus convolute sunt, ct imposi-te col-lo meo : infirmata OSt virtus mea; dedit me

Dominus in manu, de qua non pote-ro sur - ge-re. Je-ru-salem, Je - rusalem, convcr-

te-re ad Dominion Deum tu - urn.

SECOND NOCTURN.

VEttSICLE AND RESPONSE, AFTER TELE PSALMS.

ft. Deus mens, | êripe me de manu peccato-ris.
R. Et de manu contra legem agêntis | et i-niqui.

THIRD NOCTURN.

VEJRSICLE AND RESPONSE, AFTER THE PSALMS.

Exurge, Domino. R. Et judica causani meam.
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LAUDS.

VERSIUEE AND RESPONSE, AFTER TELE PSA EMS.

ft. Homo pacis mem, | in quo spera-vi.

------------t -------------------------

R. Qui edêbat panes moos, | ampliâvit advêrsum me supplantati-6-ncm.

CANTICLE, BE NED ICTUS.

sna

Benedictüs | Dòminus De-us Is-ra-cl, * quia visitâvit, | ct fecit redemptionem

plebis su-ae. 2. Et e-rexit | cornu sa - lu - tis no-bis, * in donio David | püe -ri su-i.

3. Si-cut locutus est | per os sancto-rum, * qui a smculo sunt, | prophet arum c-jus. 4. 8a-

lü-tem|cx i-ni - mi-cis no-stris, * et de mauu omnium | qui o-deruntnos: 5. Ad fa-

ciendam misericordiam | cum pâ - tribus no-stris, * et memorari | testamenti su-i sancti.

G. Jusju-randum | quod juravit | ad Abraham pa-trem nostrum,* daturum so no-bis: 7. Ut si-
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no timorc | de manu | inimicòrum nostroruin li - be-ra-ti, * servi-a-mus il-li: 8. In san-

ctitatc | et justi-ti-a co-ram i - pso, * omnibus di-e-bus nostris. 9. Et tu, puer, | prophe-

ta Al - tis - si-mi vo-ca-be-ris, * praeibis enim | ante facicm Domini | parare vi-as e-jus:

10. Ad dandam scientiam | sa-lutis pie- bi c - jus, * in remissionem | pcccato-rum c- 6-rum:

11. Per vi-scera | mise-ricordi-m Do - i no-stri:*in quibus visitàvit nos, | 6-riens ex al-

“1

Very slow.

to: 1’2. Il-lu-minarc his | qui in tenebris. | et in umbra mor-tis sc-dent:* ad dirigêndos |

pedes nostros | in viam pa-cis.

CHRISTES FACTUS EST, ETC.

This chant is sung, on Wednesday in Holy Week, as far as the first double bar. The two re
maining phrases divided by double bars, are added on the two following nights, according to the
directions.

CimiSTUS fa-ctus est pro no - - - bis o -be ----- di-ens us - quo ad
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mortem. Mortem au - tern

This is added on Thursday nigliL

cru cis. Propter quod et Dc-us cxal-ta-

This added to the two preceding

quod cst super o-vit il - him, no - men

phrases, on Friday night.

mne no - - men | e - - | e - - - - - n.

HOLY THURSDAY, AT THE PROCESSION.1
HYMN, PANGB LINGUA2

Pan-ge, lingua, glori - 6 - si Cor - poris my-steri-um, Sangui-nis-que pre-ti- 6 -si,
No-bis da-tus, nobis na-tus Ex inta-cta Virgi-ne, Et in mundo conversâtus,
In su-premae nocte coe-naj, Rccumbenscumfratribus, Ob-ser-va-ta le- go plena

Verbum ca- ro, panem verum Ver - bo carnem ef-fi-cit; Fitque sanguis Christi mernm,

Quern in mundi preti-um, Fructus ventris ge-ner6-si, Hex ef-fu-dit gen-ti-um.
Spar-so ver-bi semi-nc, Su-i moras in - co-latus Mi-ro clausit or-di-ne.
Ci-bis in le-gali-bus, Ci-bum turbae du-o-denac Sedatsu-is ma-nibus.
Et si sen-sus dêfi- cit; Ad firmandum cor sinceruin So -la fi - des suf-fi-cit.

1 For chants sung at the consecration of the Holy Oils, see Apjiendix IX.
’ For the 6th and 6th stanzas of this hymn, (Tanlum cryo, etc.) see p. 132. They are not sung before the Deacon

has placed the Blessed Sacrament either on the altar of the Sepulchre, or in the Sepulchre.
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FERIA SEXTA IN PARASGEVE.

(Office sung on Thursday in Uoly 'Week,')

MA TINS.

FIRST NOCTÜRN.

Divisêrunt sibi | vestimen----- ta me-a.
R. Ft super vcstem mourn | misê-runt sor-tcm.

VEKS1CLE AND RESPONSE, AFTER THE PSALMS.

LAMENTATIONS OF THE PROPHET JERE.M1AS.

De la-mcnta-ti-6-nc Jc-remiai Proplie-tai. Heth. Cogi-tavit Dominus dis-si-

1st Lame n ta t io n .

pa-re murum f i-li-co Si-on; to-tend it fu-nicu-lum suum, et non avêrtit manuni suam a pcr-

di-ti-6-ne: lu-xitquc antemura-lc; ct murus pari-tcr dissi-pa - tus cst. Teth. De

ft-xrc sunt in terra portal e-jus; per-didit et contrivit veetcs c-jus; regcme-jus ct priori-
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pes c-jus in Genti-bus: non est lex, ct prophe-tm e-jus non invenerunt vi-si -onein a Do-

mi-no. Jod. Sede-runt in terra, conti-cue-runt senes fi-li-aj Si-on : consperserunt ci-

nere capi-ta su-a, ac-cincti sunt ci-li-ci-is, ah - je-cc-runt in terrain capi-ta su-a | vir-

gincs Jc-ru-sa-lem. Caph. De - fe-ceruntprre lacrymis 6-cu-li mei: conturbâta sunt

B—♦—♦——B— —n~S®— ---- =s=d
Ic ™ —Em- "a-r Er°S—
n---------------------------------------------------------

—H---- ■----------

viscera mea: ef-fusum est in terra jecur raeum, super contri-ti-6-ne fi-li-ae popu-li me-

i, cum de-fi-ceretparvu-lus et lactons in pla-te-is 6p - pi-di. Jeru- salem, Jo - ru-

s-»—n — —E—B- -B—❖-
i ■■ ■ -1--------- ------------- ___1_____1------------------

sa-lem, converte-re ad Dominum Dcum tu - urn.

La - med. Ma-tribus su-is dixe-runt: U-bi est triti-cum et vinuni *? cum deficerenl

2d Lamentation.

quasi vulnera-ti in plate-is ci-vita-tis: cum exhalâ-rent a-nimas suas, in sinu matrum su-
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â - rum. Mem. Cu-1 comparâbo te? vol cu-i as-simila-bo te, fi-li-a Jerusa-lcm? Cu-

i exaequabo to, et consolabor to, virgo fi-li-a Sion ? magna est enim vclut mare con-

tri-ti-o tu-a: quis mede-bitur tu - - i? Nun. Prophetic tu-i vidc-runt ti-bi falsa

b<

et stulta, nec a-pe-ri-êbant i-niqui-tâtem tuam, ut te ad poenitentium provocarent: vide-

—n-0—a-n-—n ——d-e— -Q- i-------------------- 1r ----------------- >--- ♦-♦—M l■s_____________1
runt autem tibi

----------

assumptio-nes falsas, et

rH5-_
1 1

e - jccti-6 - - - nes. Sa - mecli. Plausêrunt super te

mauibus omnes transe-untcs per vi-am : si-bila-verunt, et moverunt caput suum super fi-li-

am Jerusa-lem : Hajc-ci-ne cst urbs,dicontes, perfec-ti decoris, gaudium u-ni-versae ter

—b—a-^—♦—■ -E—
----------------------- J 1 1________________ 1 1----------------------------- !------- i

ra)? Jerü-salem, Je - rusa-lem, convêrtere ad Dominum Deum tu - um.

A - - leph. E - go vir videos paupertateni nieani in virga indignati - 6-nis e-

3d Lamentation.
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jus. A - - Icph. Me minavit, ct ad-duxit in tencbras, ct non in In - com. A - - Icph.

Tantum in me vcrtit, ct con vertit inaiium suam tota di - - e. Beth. Vctustam fc-cit

♦— S-S—a— B-H— R- 1 1 1 1 9 n 1 fl Cl 3 1 I ------- i=Q-<— O-*---- '----— -------- --------------------------------------------- -a-”*---- —

pcllem meam, ct carncin meam: con-tnvit os-sa me - a. Beth. JE-di-fi-cavit in gyro

meo; ct circumdcdit me fclle, et labo - - re. Beth. In to-nebrosis col-locavit

me, quasi mòrtuos sempi-ter - - nos. Ghi - mcl. Circuinasdi-fi-cavit adversum me, nt non

egredi-ar: aggravâvit compedem me - um. Ghi - mcl: Scd ct cum elamavero ct rogâve-

ro, cxclüsit o-ra-ti - oncm me - am. Ghi - mcl. Conclusit vias mcas la- pfdibus quadris,

semitas mcas subvêr-tit. JcrG-salcm, Je-rüsalem, convêrtc-rc ad Dominum Deuni

tu - uni.
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SECOND NOCTURN.

VERSICLE AND RESPONSE, AFTER THE PSALMS.

s ”.............................

X''. Insurrcxerunt in me | testes in-i-qui.
R. Et mentita est | iniqui - - tas si-hi.

THIRD NOCTURN.

VERSICLE AND RESPONSE, AFTER THE PSALMS.

Loculi sunt ad versa in me | lingua do-16-sa.
R. Et serinonibus odii circuindcderunt me, | ct expugnavêrunt me gratis.

iZZl

LA UDS.

VERSICLE AND RESPONSE, AFTER THE PSALMS.

Collocàvit me | in obscüris. R. Sicut mortu-os siecu-li.

CANTICLE, BEXEDICTUS. Ax on Wednesday night, p. 146.

CIIRISTUS FÂCTUS EST, ETC. Sec p. 147.
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MORNING OFFICE OF GOOD FRIDAY.

PASSION-. Sec j). 137.

PRAYERS, OREMCS, DILECTJSSIMI, ETC.

Note.—The nine prayers commencing Onvntpotcns, etc., are sung throughout on the same
note, Re, upon which the subdeacon terminates the word Levate, the celebrant being careful to
commence each time the word Orêmus on the note on which the choir sings Amen.

Celebrant.

’ -J-™
Oremus, dilectfssimi nobis, | pro Ecclesia sancta Dei, ut earn Deus, et Doininus

noster, | pacificare, | adunâre | et custodire dignetur toto orbe terrâruni: subjicicns ci princi

pals, | et potestates: detque nobis quietam, | et tranquillam vitam degentibus, glorificare

Deum Patrem omnipotentem. O-reinus. Flectamusgenua. Le-va-te. Omnipotens, etc.

Deacon. Subdeacon. Celebrant.

Choir. Celebrant.

And so on of the rest.

- - - Per omnia srecula sajeulorum. ft, Amen. 0-reinus, et pro etc,
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ECCE LIGNUM CKUCISj

Celebrant, with his assistants.

r----------------- k------- -- ------------------------ ---------------- 1____________________ 1

gear----- -j-H®—a—J?—

Ecce li - gnum Cru - cis, in quo sa - Ins mnndi pe- pen - - - dit.

R. Ve-nf-te a - do - re----- inns.

HYMN, VHXJLLA HE’GIS.

H „ aa ° a taaa j a b b

Ve- xil - la Re - gis pro -deunt, Fulget Crucis my-ste- ri-um, Qua vi - ta mortem
Qua? vul- nc-ra - ta lan-ce-a? Mu-cro-ncdi - ro, cri-minum Ut nos la- va-rei
Im- pie - ta sunt qua? c6n-ci-nit
Ar-bor de-co - rad ful-gi-da,
Be - â - ta, cu - jus brachi-is
O Crux, a - ve, spes u - ni-ca,
To, fons sa-lu - tis, Tri-ni-tas,

Da-vid fi-de - li car-mi-ne
Or- na - ta Re.-gis pur-pu-ra,
Prêtium pepen-dit sa? -cu-li,
Floc pas-si- 6 - nis têm-pore
Col-laudet o-mnisspi- ri-tus

Di-cen-do na-ti-
E - le -eta di-gno
Sta-te - ra fa -eta
Pi - is ad - au-ge
Quibus Cru-cis vi-

per-tulit, Et morto vi - tarn pro - tu - lit.
sor-dibus, Mana-vit un-cZa ct san-gui- ne.
6 - nibus:
st i- pi-te
cor-poris,
gra- tiam,
cto -riam

Regnavit a li - gno De-us.
Tam sancta membra tan - ge - re.
Tu-lit-que prredam tar - ta - ri.
Re-is-que de-le erf - mi-na.
Largf-ris, ad-de pra?-mi-um.

1 This chant is sung three times, the pitch being raised at each repetition. The proper relative pitch on which to
begin the repetition, is indicated by the guide at the end.
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S A B B A 'I1 0 SAN C T 0 .

(Office sung on Friday in Th Uy IFccZl)

)I A T INS.

FIRST NOCTURN.

VEKSICLE AND RESPONSE, APTER THE PSA EMH.

P' B~ag

ft. Tn pace | in id-i-psuin.
R. Dormiam | et rc-qui-es-cam.

LAMENTATIONS Ob' THE PROP! 1 E T J I JI EM IAS.

1st Lamentation.

quia non sumus consumpii: qui-a non dcfece-runt misera-ti-6-nes c - - jus. Heth. Novi

De la-menta-ti-6-ne Je-remia? Propliê-tm. Heth. Mi-sc-ricòrdi-<» D6mi-ni.

di-luculo, multa est tides tu - - a. Heth. Pars mea Dominus, dixit a-ni-ma mea; prop-

tcre-a cxpecta-bo e - - um. Teth. Bo-nus est Dominus sperantibus in c-um, â-ni-m»
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qumrênti il - - him. Teth. Bonum cst priestola-ri cum silênti-o | sa-lu-tare De - i.

Tcth. Bo-num est vi-ro, cum portavcrit juguin | ab a-dolcscenti-a su - a. Joel.

Sedcbit so-li-tari-us, ct ta-cebit, qui-a levâvit super so. Jod. Ponet in pulve-

Dabit pcrcuti-enti se niaxillam. satu-râbi-suum, si forte

tur opprò-bri-is. Jcru-salcm, Jo - ru-salcm, convcrte-rc ad Dominum Deum tu - uni.

2d Lamentation.

A - - leph. Quomodo obscuratum est aururn, mutaius cst color opti-mus, dispêrsi sunt

lapidcs sanctu-a-ri-i in capi-tc omnium platc-a---- rum? Beth. Fi - li-i Si-on incly-

1 J - ■—U-4-* —
■ r '

-----------------------------------------------------------(r

ti, et amfeti auro primo,quomodo reputa-ti sunt in vasa testc-a, opus mânuum ff-

guli ? Ghi - mol. Sed ct lamirn nudavêruntmammam,lactavêrunt câtulos su-os; fi-
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- ---------------------------------- - . ~n i
li-a populi inei crudêlis, qua-si strutbio in desêr - to. Da - leth. Ad-bmsit lingua

lactêntis ad palatum e-jus in si-ti: par-vu-li peti-e-runt pancm, ct non o-rat qui frânge-

ret e - - is. He. Qui vescebantur voluptii-6-se, inte-ri-e-runt in vi-is: qui nutrie-

bântur in croceis amplexa-ti sunt ster-co-ra. Va - u. Et major ef-fecta est i-ni-

quitas f i-li-a? populi mci peccafo Sodomorum,qum subversa est in momento; of non ce

pe-runt in e-a ma - nus. Jeru-salem, Je-ru-salem, converte-re ad Dominum Deum

tu - urn.

In - ci-pit O-rati-o Jere-mim Prophê-tae. Re -oor-dare. Domine.quid ac-cf-de-

3d Lamentation.

__♦—H— —H-<- l)B ' ' _ " T"— i ta--------- m m—r

TruflIfHisi 
>

lj1̂II!♦IflIIIB; 
i

1°II

'2^ J___ :___ :__ 1_—J---------------- -—
1 - I: —

rit nobis: intu-e-re et respice | opprobrium no-strum. Hrere-di-tas nostra versa est | ad a-
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li-ê-nos, domus nostr® | ad extra - neos. Pupil-li facti sumus absque patre: matres nostr®

----------- ------------------------ ■'
-------n o ca —gj_ __“------ ——__ I —JO B___--------------------------------------------------"■B*" ________I

1 1 1
quasi vi--du-®. Aquam nostram pecuni-a bi-bimus: ligna nostra preti-o compa-ra - -

vimus. Cervi - ci-bus nostris minabamur, lassis non da-batur re - quies. zEgy-pto dedi-mus

inanum I et Assy'ri-is, ut sa-tura- rêmur pa - ne. Patres nostri pecca-verunt et non sunt.

—s—a-a-^-n e—e-b-d—----------- — - ----------------------------------------------------------------- «Z5ZS

et nos i-niquitates e-oruin | porta - -vimus. Ser- vi domi-na-ti sunt nostri: non fu-it qui

re-dimerct de inanu e- 6 - ruin. Tn a - nimabus uostris | af-ferebamus panem nobis, a fâ-

'B—3-------- _F1"E----- I 1 Q
I

i 1 B
l T] & J a □ i ■ . jtI1 ■II1 ♦1 

1

1 □1?

-t£-------------------- ----- L-^-PBBgL-Bq-|r h— -| —" - - ’ -

ci -e gladi-i | in de-ser - to. Pellis nostra, quasi cli-banus, exus-ta est | a fa-ci-e tempes-

Ja-tuni fa - - mis. Mull-e-res in Sion | hu-mili-.a-vêrunt, et virgin es in ci-vi-ta-ti-bus

Ju - da. Jeru-salem, Je - ru-salem, converte-re ad Dominum Deum tu - um.



160 HOLY WEEK.

SECOND NOCTURN.

VERSICLE AND RESPONSE, AFTER TILE PSA EMS.

ft. Tu autem, Domino, | misere-rc nic-i.
R. Et rcsuscita me, | ct retribu-am c - is.

THIRD NOCTURN.

VERSICLE AND RESPONSE, AFTER THE PSALMS.

. In pace | factus cst lo-cus e-jus.
R. Et in Sion | habitati - - - o c-jus.

LAUDS.

VERSICLE AND RESPONSE, AFTER THE PSALMS.

~
ft. Caro mea | requiês ------- cet in spc.
R. Et non dabis Sanctum tuum | vidêrc corru-pti-6-nem.

CANTICLE, BENEDICTUS. As on Wednesday night, p. 116.

CHRLSTUS FACTUS EST, ETC. Seep. 147.
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MORNING OFFICE OF HOLY SATURDAY.

Dracon. Choir.

Lumen Christi. R.Deo grati-as.

LUMEN CHRISTI.*

AT1 THE EXULTET.

The Responses of the choir, at Per omnia scccula, etc., are sung as on p. 93. The same is
to be said of the same Responses at the Blessing of the Font.

LITANY OF THE SAINTS. (See Append!.*  IV.)

ALLELUIA, AFTER THE EPISTLE.1

Al-le-----lu ------ ia.

VESPERS.
Immediately after the Communion.

Ant. Al-le-lu-ia, Al-le-lü-ia, Al-le-lü-ia.

*It is sung three times, the pitch being raised at each repetition. A suitable relative pitch on which to begin the
repetition, is indicated by the guide at the end.



162 HOLY WEEK,

Ps. Lauda-to Dominum, | omnesgentcs: * laudàte euni, | o-mnes p6-puli.

2. Quoniaiu confirmata estsuper nos | misericordia ejus: * et vêritas Domini | mauet in internum.
Gloria | Patri, et Filio: * et Spiritui Sancto.
Sicut erat in princfpio, | et nunc, et semper: * et in siecula | sajculorum. Amen.

The Antiphon Alleluia having been repented, either by the choir, or by the organ, the celebrant
intones the Antiphon at’the Magnificat, as follows:1

Celebrant. Choir.

Vespere autem Sab--bati, qua? lu-cescit ] in prima Sâbbati. vc-nit Mari-a

Magda-le-nc, et al-te-ra Ma-ri-a | vi - de -re sepulchrum. Al-lc-lu-ia. Cant. Ma-gnificat *

ani-ma mea Dominum. 2. Et e-xul-ta-vit spi-ri-tus me-us: * in Deo | salu-ta-ri meo. 3. Qui-

41

a respêxit | humili-tatem | an- cil- la? su -a?: * cccc cnim | ex hoc beatain me di-cent | omnes

genera-ti-6-nes. 4. Quia fe-cit inihi magna qui potens est: * et sanctum | nomen ejus. 5. Et

mise-ricordi-a ejus | a progeni-e in proge-ni-es: * timentibus eum. 6. Fc - cit potênti-

1 The Antiphon Vc^pcrc autem is reprinted from the Catholic Psalmist.
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am | in brachio su - o : * dispêrsit supêrbos | monte cordis su-i. 7. Dep6 - su-it | po -tentcs

de sc-de:*et cxal-tâvit hu-miles. 8. E - suri-êntes | im-ple-vit bo-nis; * et di-vites | dimisit

in-a-nes. 9. Suscê-pit | Isra-el ph -erum su-um : * recordâtus | mise-ricordim su-ao. 10. Sicut

lo-cuius cst | ad pa-tres nostros :* Abraham.] et semini e-jus in siccu-la. Glo-ri-a Pa

triot Fi-li-o: * et Spiri-tu-i Sancto. Si-cut e-rat | in princi-pi-o, | et nunc, et semper:*

ct in stecula | saeculo-rum. Amen.

The Antiphon spcrc attfcin is repeated, as usual, cither by the choir, or by the organ.

I - tc Mis-sa est. Al-le-lu-ia. Al - 1c - - - -lu-ia.
R. De-o gra-ti-as. Al-le-lu-ia. Al-le - - - -lu-in

1TE MISSA EST.



z



FORTY HOURS*  EXPOSITION OF THE MOST HOLY SACRAMENT.1

AT THE PROCESSION, ETC., ON THE FIRST DAY.

When the celebrant has turned with the remonstrance towards the people, two chanters intone
the Hymn Pange lingua gloriosi (sec p. 148). The remaining lines of the first stanza, and the
remaining stanzas are sung by those who take part in the procession, or they may be sung in har
mony by a select choir.1 2 The fifth and sixth stanzas arc not sung during the procession;3 at the
conclusion, therefore, of the fourth stanza, repetition must be made, if necessary, beginning at the
second, third, or fourth stanza, (according to the distance the celebrant may be from the High
Altar,) or the Magnificat^ or some appropriate Hymn or Psalm may be sung.

When the remonstrance is placed on the throne, Tantian ergo, etc., is sung. (See p. 132.)
At the conclusion of the stanza Gcnitori, etc., (the Pancm de calo, etc., and the Prayer being
omitted,) two or three chanters go to the centre of the sanctuary, where they kneel and chant the
Litany of the Saints.

. THE LITANY OF THE SAINTS, ETC., ON THE THIRD DAY.

When the celebrant, vested in cope, kneels at the foot of the altar, after Mass, the Litany of
the Saints, etc., is sung as far as the Versicle and Response, Dornine exaudi orationcm meant, etc.,
inclusively. The procession then takes place, during which Pange lingua is sung, as on the first
day. The procession being finished, and the remonstrance placed on the altar, Tantum ergo is
sung, with the Versicle and Response, Pancm de calo, etc. The proper Prayers, with the Veh
icles and Responses following them, are then chanted, and Benediction is given as usual.

1 Wo borrow this Appendix from the Catholic Psalmist.
2 When sung in harmony, the words Pange lingua gloriosi may be repeated by the select choir.
J They arc sung only when the remonstrance is placed on an altar when all can kneel.
< It may be sung to any of the Eight Tones, p. 58 ct teg.
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LITANY OF THE SAINTS.’
Chanters. Choir.

I f“ 1□ir-C
JU

L

m
H «5—¥- - W—d - —■

1 " " «__“
Ky-ri-o e-le-i-son.

J___ i___________ B B II__
ft. Ky- ri - o c-lc-i - son.

Chanters. Choir.
_____________

ru Ji i 3 1 _ 1 -j—1
r "1 -bj __

Chri-sto c-le-i-son. R. Chri - stc e - le - i - son.

Chanters. Choir.

—D -BZZg——p----■ . n|.../4 ---B—J B—

Ky-ri-c c-lê-i-son. R. Ky-ri-o c-lê-i-son.

Chanters. Choir.

------pB-------- ^—^-=^—1-1--—^- B------■—

2Chri-stc au-di nos. R. 3 Chri - sto e-xau-di nos.

Chanters. Choir.
Jto. . H „J)—0430 Ü B «_ n H___5 D fl

___________

Pater de ccclis
Fili Redemptor. mundi
Spiritus Sancte
Sancta Trinitas, umis

De-us,
De-us,
De-us,
De-us,

R. Mi-so-re-re
R. Mi-se-rê-rc
R. Mi-se-re-rc
R. Mi-se-re-re

no-bis.
no- bis.
no- bis.
no- bis.

Chanters. Choir.

1 By omitting the Invocations, etc., to which a ♦ is prefixed, and by placing the Invocation, S. Agatha, after S. Ccc~
cilia, this Litany will be found to correspond with that given for Holy Saturday in the Missal. On that day, each Invoca
tion, etc., and Response (beginning from Pater de cadis, etc., to the last Agnus Dei, etc., inclusively,) is sung by the chant
ers, and repeated by the choir.

5 Repeated on Holy Saturday by tho choir.
3 On Holy Saturday this Response is sang by the chanters, and repeated by tho choir.

oa---------------------------------------------------------- H
------------H'------------------------------B------------CS-----------■---------------- flS_!__-------------------------------------------- ------- 3----------------- a----------------"--------- ■

Sancta Ma - ----------- --  — - - - - ri - - a, R. 0 - - ra pro no - bis.
Sancta Dei Gê - nitrix, R. 0 - - ra pro no - bis.
Sancta Virgo Vir - ginum, R. 0 - - ra pro no - bis.
Sancte Mi - chael, R. 0 - - ra pro no - bis.
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Chanters. Choir.

sancti Patriarchal | et Pro -

Thad 
Mat 

sancti Apostoli | et Evange -
sancti Discipuli
sancti Inno ---------

Ja------
Phi - -
B artholo 
Mat - -

sancti Angcli | et Arch - -
sancti boatorum Spirituum
Joannes Ba-------------------

An 
Ja 
Jo 

Sil -
Gre •
Am -
Augu 
Hie •

Lau----------- --  - - -
Vin ---------

Fabiano et Sebasti - -
Joannes et
Cosma et Dami------
Gervasi et Pro------ --

Sancte
Sanctc
O nines
Omnes
Sanctc
Sancte
Omnes
Sancte
Sancte
Sanctc

* Sancte
Sancte

* Sancte
* Sanctc
* Sanctc
* Sanctc
* Sanctc
* Sancte
* Sanctc
* Sanctc
* Sanctc
* Sancte
* Sancte

0 nines
Omnes

* Omnes
Sanctc
Sancte
Sancte

* Sancti
* Sancti
* Sancti
* Sancti '

Omnes sancti
Sancte
Sancte

* Sancte
Sancte

* Sancte

H-------- --
______ E[

Ga bricl, R. 0 ’ - ra pro no bis.
Ba phael, R. 0 - ra pro no bis.
an geli, R. Ora to pro no bis.
or dines, R. Orâ te pro no bis.
pti sta, R. 0 - ra pro no bis.
Jo eeph, R. 0 - ra pro no bis.
phe toe, R. Ora to pro no bis.
Pc tre, R. 0 - ra pro no bis,
Pau le, R. 0 - ra pro no bis.
dre a, R. 0 - ra pro no bis.
co be, R. 0 - ra pro no bis.
an ncs, R- 0 - ra pro no bis.
Tho ma, R. 0 - ra pro no bis.
co be, R. 0 - ra pro no bis.
lip pe, R. 0 - ra pro no bis.
mm c, R. 0 - ra pro no bis.
thm c, R. 0 - ra pro no bis.
Si mon, R. 0 - ra pro no bis.

c, R. 0 - ra pro no bis.
thi a, R. 0 - ra pro no bis.
Bar naba, R. 0 - ra pro no bis.
Lu ca, R. 0 - ra pro no bis.
Mar ce, R. 0 - ra pro no bis.
li- stm, R. Ora to pro no bis.
Do mini, R. Ora to pro no bis.
cên tes, R. Ora to pro no bis.
Stê phanc, R. 0 - ra pro no bis.
rên ti, R. 0 - ra pro no bis.
cen ti, R. 0 - ra pro no bis.
a - ne, R. Ora to pro no bis.
Pau le, R. Ora to pro no bis.
â- ne, R. Ora. to pro no bis.
ta si, R. Ora te pro no bis.
Mar tyres, R. Ora to. pro no bis.
ve ster, R. 0 - ra pro no bis.
go ri, R. 0 - ra pro no bis.
br6 si, R. 0 - ra pro no bis.

‘sti ne, R. 0 - ra pro no bis.
r6 nymc, R. 0 - - ra pro no bis.
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Chanters. Choir.

 " __________ _ _____ ■ -------- n-------- :_hsb ■ n □a ~ ra B

* Sanctc Mar------------------------------- ti -
* Sancte Nico-------- ------- ------- ---la

Omnes sancti Pontificcs | et Confcs - so
Omnes sancti Do----------------------- ctò
Sanctc An------------------ --------------- to
Sanctc Bene------------------- ----------di

* Sanctc Bor ......................- - nar
Sancte Do------------------------------- --  mi
Sancte Fran - -- -- -- -- -- -- ci
Omnes sancti Saccrdotes | et Lc — vi
Omnes sancti Monachi | et Ere------mi
Sancta Maria Magda - - — - - - - lo

1 Sancta A
* Sancta Lü

Sancta A
1 Sancta Cm------------- -- ------------ - ci -

* Sancta Catha--------  - — - -------- ri -
Sancta Ana--------------------------------stâ
Omnes sanctaa Virgincs | ct Vi
Omnes Sancti | ct Sanctee De

nc, R. 0 - - ra pro no - bis.
c, R. 0 - - ra pro no - bis.
res, R. Oi â - to pro no - bis.
res, R. Ora - tc pro no - bis.
ni, R. 0 - - ra pro no - bis.
etc, R. 0 - - ra pro no - bis.
de, R. 0 - - ra pro no - bis.
nice, R. 0 - - ra pro no - bis.
see, R. 0 - - ra pro no - bis.
tm, R. Ora - tc pro no - bis.
tao, R. Orâ - tc pro no - bis.
na, R. 0 - - ra pro no - bis.
gatha, R. 0 - - ra pro no - bis.
cia, R. 0 - - ra pro no - bis.
gnes, R. 0 - - ra pro no - bis.
lia, R. 0 - - ra pro no - bis.
na, R. 0 - - ra pro no - bis.
sia, R. 0 - - ra pro no - bis.
dux, R. Ora - tc pro no - bis.
i, R. Intcrce-ditc pro no - bis.

Pro-pi - ti - us c - sto. R. Par-cc no-bis Do-mi-ne.
Pro-pi-ti-us c-sto. R. Exau - di nos D6-mi-ne.

Chanters. Choir.

,______________ 1*b- ■»- q- _ 3I V ■ ' 1_____ H pi B -

Chanters. Choir.

Jh—cam------------------------------------------------ ----------g---- B---------- a—g------------------ J----------------4311------------------------------------------------------------------------------------------------ --- -------------------------

Ab o------------- -- - mni
Ab o--------------------------------------- mni

* Ab i--------------------------------- - - - ra
* A subitanea [ ct improvi - sa
* Ab insi - - — - -------------  - -  - diis
* Ab ira, et odio, | et omni mala vo - lun
* A spiritu forni--------------------- - cati

ma -lo, R. Li-be - ra nos Do -mi-ne.
pcc-ca -to, R. Li-be-ra nos Do -mi-ne.

tu -a, R. Li-be-ra nos Do -mi-ne.
mor-tc, R. Li-bc-ra nos D6 -mi-ne.

di - â - -boli, R. Li-bc-ra nos Do -mi-ne.
- - tâ- -tc, R. Li-bc-ra nos D6 -mi-ne.
- - 6 - -nis, R. Li-bc-ra nos Do -mi-ne.

1 See Note 1, p. 16G.
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Chanters. Choir.

mysterium | sanctm Incarnatio -
Adven------------------------------ —
Nativitâ -------------
Baptismum | ct sanctum Jeju - -
Crueem | et Passiò -------------- --
Mortem | et Sepultu ------
sanctam | Rcsurrcctio ------
admirabilcm | Asccnsio - - - - -
adventum | Spiritus San - - - -

* A fulguro I et tern
* A flagêllo ter
* A pesto, | fa

A mor - - -
Per
Per
Per
Per
Per
Per
Per
Per
Per
In di

1 Pec-ca-tò-res, R. Te ro-gâ-mus au-di nos.

Chanters.

pc------stâ -tc,
ra) - - - mo -tus,

R. Li-bc-ra
R. Li-be-ra

nos D6 -mi-nc.
nos Do-mi-nc.

me, ct bcl -lo, R. Li-bc-ra nos Do -mi-nc.
tc per - pc -tua, R. Li-bc-ra nos D6 -mi-nc.
nis tu -m, R. Li-bc-ra nos Do -mi-nc.
turn tu -um, R. Li-be-ra nos Do -mi-nc.
tern tu -am, R. Li-be-ra nos Do -mi-nc.
nium tu -um, R. Li-be-ra nos Do -mi-ne.
nem tu -am, R. Li-be-ra nos Do -mi-ne.
ram tu -am, R. Li-be-ra nos D6 -mi-ne.
ncin tn -am, R. Li-bc-ra nos Do -mi-nc.
nem tu -am, R. Li-bc-ra nos Do -mi-ne.
cti Pa - ra -cliti, R. Li-bc - ra nos D6 -mi-nc.
e ju - - di -cii, R. Li-bc-ra nos Do -mi-nc.

Choir.

1 __ I
I ■

Chanters.

B

■ conserva- re

re

re

largi - - ri

bis
bis

Ut no
Ut no
Ut ad veram pomitentiam | nos perdu- cere
Ut Ecclêsiam tuam san

ctam regcrc, | ct
Ut Domnum Apostolicum, | )

ct omnes ecclcsiasticos I
urdines, | in sancta re-
ligionc

Ut inimicos sancta) Ecclcsia? | humilia-
Ut regibus ct principibus I

Christianis | pacciu ct f dona - -
veram concordiam

Ut cuncto populo Christia
no | pacciu ct unitatem

conservâ - re

Choir.

par-cas, R. Te ro-gâ-mus au-di nos.
in-dul -gcas, R. Te ro - ga-mus au-di nos.

; di-gnê-ris, R. Te ro - gâ-mus au-di nos.

di-gne-ris, R. Te ro - gâ-mus au-di nos.

di-gne-ris, R. Tc ro - ga-mus au- di nos.

di-gne-ris, R. Te ro-ga-mus au-di nos.

di-gne-ris, R. Te ro - ga-mus au-di nos.

di-gne-ris, R. Te ro-ga-mus au-di nos.

1 On ZZofy Saturday, this, and the Invocations following it, should be sung very slowly, so as to end about the j

the celebrant is ready to commence 31ass.
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170 FORTY HOURS’ EXPOSITION.

Choir.Chanters.
Bi

dona -

Chanters.

  

Chanters.

»—n

Choir.

H

Chanters. Choir.

—q—ptgfEd I”d—£

conscrvâ

’ Repeated on Holy Saturday by the choir.
* Sung by the chanters, and repeated by the choir, on Holy Saturday. The Litany ends here on that day.

Choir.

 E^EÊ

1 Chri-ste au-di nos. R. * Chri-ste e-xdu-di nos.

A-gnus De-i, qui tol-lis pec-câ-ta mun-di, R. E-xau-di nos D6-mi-ne.

A-gnus De - i, qui tol-lis pcc-ca-ta mun-di, R. Par-ce no-bis D6-mi-nc.

--------- S-------H---------a—*---------&

Chanters.

ÜÊÜ
A-gnus De-i, qui tol-lis pec-câ-ta mun-di, R. Mi-se-re-re no-bis.

Ut nosmetipsos | in tuo
sancto servitio confor-
târe | et

* Ut mentes nostras ad coolêstia deside -
Ut omnibus benefactoribus ) . b bo --------

nostns I sempiterna )
* Ut animas nostras, [ fra-j

trum, propinquorum, ct  ,z
, r x / damnatio -benefactoruin nostro
rum | ab mterna

Ut fructus terrm dare | ot conservâ -
Ut omnibus fidêlibus defun-

ctis | requiem mternam
Ut nos exaudi ----------------

* Pi............................ ................

Choir.

-- —------------- | M---(J---- M

re di-gnê-ris, R. Te ro-ga-mus au-di nos.

ria ê - -rigas, R. Te ro - ga-mus au-di nos.

na re-tri -buas, R. Te ro - gâ.-inus au-di nos.

no e -ri -pias, R. To ro - ga-mus au-di nos.

re di-gne-ris, R. To ro - ga-mus au- di nos.

re di-gne-ris, R. Te ro-gâ-mus au-di nos.

re di-gnê-ris, R. To ro-gâ-mus au-di nos.
li De -i, R. To ro-ga-mus au-di nos.
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Ky-ri-o c-lê-i-son. R. Christe e-le-i-son.

Chanters. Choir.

St — _____________ 1 -______ _ 1__________—1sb q__£__ a B J _ mr -a * p •-+ B- ____ !__"______ ■__a__?___j~~a

Ky-ri-e | c — 16 - i-son.

Pa-ter no-ster. Qin silence.) Cclclr. jlf. Et no nos indücas | in ten-ta - ti - 6-nem.
Choir. R. Scd libera nos a ma-lo.

Celebrant.

Two Chanters.

PSALM 69.1 (SIXTH TONE.)

Pc - us | in adjutorium mo-urn in-ten-de: * Domine, | ad adjuvandum me fe - sti-na.

2.—Confundantur, | et rerereântur,  qui queer unt ant mam meam.*

3.—Avcrtdntur retrorsum, | et erwbescant,  qui volunt wiihi mala.*

4.—Avcrtântur statim | eruòescentes,  qui dicunt mihi: Eugz, 6uge.*

5.—Exultcnt et laetentur in te [ omnes qui quaerunt to;  et dicant semper: | Magnificêtur*
Dominus, | qui diligunt salufâre tuurn.

6.—Ego veto | egenus ct pauper sum:  Deus, âdjuva me.*

7.—Adjütor mens, | ct liberator mews es tu:  Domino, | nc moreris.*

G16ria | Patri, et Filio, * ct Spintai Sancto,

Sicut erat in prinefpio, | et nunc, et semper, * et in sae'cula | saccnZorum. Amen.

Choir.

'fr. Salvos fac servos tu-os. R. Deus mens | sperantes in te.

Celebrant, (kneeling.)

3S' >0
■

1 The second and remaining verses of this Psalm arc sung by the Choir in the usual manner, beginning each time on
the dominant. Tho italicised syllables before tho asterisk are sung to the note marked 2; those after the asterisk, to the note
marked 1.



172 FORTY HOURS' EXPOSITION.

ft. Esto nobis, Domino, | turns for-ti-tu-dinis. R. A fâcio i -ni-mi-ci.1

-CuHH--------EJ-

Nihil proficiat inimicus in nobis.
R. Et filius iniquitâtis | non apponat nocêre nobis.

ft. Domino, | non secundum peccata nostra facias nobis.
R. Nequc secundum iniquitâtes nostras | retribuas nobis.

ft. Oremus pro Pontifice nostro, N.
R. Dominus consêrvet eum, et vivificet cum, | et beatuni faciat euni in terra; | et non

tradat eum in animam inimicorum ejus.

ft. Oremus pro bcncfactoribus nostris.
R. Rctribüerc dignâre Dominc, | omnibus nobis bona facicntibus | propter nomen tuum

vitam m tern am. Amen.

ft. Oremus pro fidêlibus defunctis.
R. Requiem mtêrnam dona cis, Dominc, | et lux perpetua luceat cis.

ft. Rcquiescant in pace.
R. Amen.

ft. Pro frâtribus nostris absêntibus.
R. Salvos fac servos tuos, | Deus meus, sperdntes in te.

ft. Mitte eis, Dominc, | auxfliuiu de sancto.
R. Et de Sion | tuere eos.

ft. Domine, [ exaudi orationem meam.
R. Et clamor meus | ad tc vêniat.

Celebrant. Choir, Celebrant.

ft. Dominus vobiscum. R. Et cum spiritu tuo. Oremus.

Then follow the prescribed Prayers, which are all sung on one note. In the last Prayer,
however, the syllabic immediately preceding Per Dominum, etc., as also the final syllabic of the
Conclusion, may terminate like a Versicle, i. e., on La. The Prayers being ended, the celebrant
continues, taking up the note on which the choir leave off:

1 In this way are sung all the Versicles and Responses which follow, except those ending with a monosyllabic or Jmcn,
which are song like the words in tc, in the 1st Response.
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y. Domino, | cxaudi orationem mcam.
R. Et clamor mens | ad tc veniat.

X^1 Exaudiat nos | omnipotens et misericors Dominus.
R. Et custodiat nos semper. Amen*

Choir.

XC Fidelium animas per miscricordiam Dei | rcquiescant in pa-ce. R. A-men.

Celebrant.

rr
/i
1 Ji Ji —R---I, I___:

1 This Vcrsiclc is sung by two chanters.





PROCESSION ON THE FEAST OF THE PURIFICATION OF THE
R. V. MARY.1

AT THE DISTRIBUTION OF CANDLES.
ANTIPHON, ETC.

Lumen ad revela-ti-onem gentium, et gloriam | plebis turn Is-rack

1. Nuuc di-mfttis | servum tuum D6-mi-ne * secundum verbum tu-um in pa-ce.

CANTICLE.

Ant.

Lumen, etc., as above. (The Antiphon is repeated each time entire.')

2. Qui-a vidêrunt | oculi me-i * sa-luta-re tu-um. Lumen, etc.

Ant.

d S pq Q-------------- □---- Q-----
1 . M °_____________________ _______________ -__ fl. _ J

3. Quod pa-ra-sti * ante faciem | omnium populorum. Lumen, etc.

Ant.

1 Thia Appendix is taken from the Cantus Grcgorianus in Purification's P. Maria Virginis d Palmarum Procession*-
bus, by Monsignor Alficri, Pome, 1837.



IfG FEAST OF THE PURIFICATION B. V. M.

Ant.
_ — — _ b 4 a —~—E Gf—  - C | V • Ed - q ♦—e B ‘ w__ E “S1' '

Glori-a Patri, | et Fi-li-o,h: ct Spiri-tu-i San-cto. Lumen, etc.

Sicut erat in principio, | et nunc, ct semper, * ct in sa/cula | sceculorum. Amen. Lumen, etc.

Ant.

K - HBa 13 eon q s 3 Flr ■ ■___________ __________________ ___ i ________ _________1

After the above, the following is sung:—

Exurge Domine, ad-ju-va nos, et li-be-ra nos propter nomen tu-um. Ps. Deus au-ri-

ANTIPHON, ETC.

bus no-stris audi-vimus: patres nostri | annunti-a-verunt no - bis. ft. Gio - ri-a Patri, | et

--- ■ 1 I m Bg

Fi-li-o, | et Spi-ri - tu-i Sancto. Sicut erat in principio, | ct nunc, et semper: et in sa/-

cula | sacculo-rum. A - men. Repeat Exurge, etc.

AT THE PROCESSION.

Proce-da-mus in pa-ce. R. In n6-mi-ne Christi. A-mcn.

Deacon. Choir.

ANTIPHON.

A-dorna thalamum tu - um Si - - on, ct su-scipe | Regcm Chri - stum: am -pie-
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ctcrc | Mari - - am, qutc est coelc - - - stis porta; i - psa c - nim por-tat

Rcgcm gio - ri-m | no - vi lu - minis: subsi-stit vir-go, ad-du - ccns | in müni-bus

Fi - - lium an-to lu-ci - - forum ge-nitum: quern ac-ci - pions Si - moon in ulnas

su - as, prmdi - ca-vit | po - - pulis Do - - minuni c - uni es-sc | vi - - toe, *

ct mor-tis, ct Sal-va-to-rem mun - di.

Obtule - runt pro c-o Do-mi-no par tur - - turum, autdu-os pul - - los |

RESPONSOR YJ

Two Chanters.

co - lumba - - rum.*Sicut scriptum cst | in le-gc Do — mini. ft. Postquam im-

ple-ti sunt | di-es purgati-6-nis Mari-as secundum le - gem M6-y-si, tu-le-runt Jesum i

1 If the procession takes place only within the walls of the church, the choir begin to sing the Responsory when the
procession is entering the sanctuary, even though the Antiphon Adorna, etc., be not terminated.

23



178 FEAST OF THE PURIFICATION B. V. M.

Choir.

in Je-ru-salcm, ut sisterent e - - uni | Do - - - - mino. R. Sicut scriptum est, etc., as above

Two Chanters. Choir.

G-16 - ri-a Pa-tri, | et Fi - li-o, et Spin - - - tu-i | San - - - cto. R. Sicut scri

ptum est.



zpFiczsrnix vl

BURIAL AND OFFICE OF THE DEAD?

AT THE BURIAL OF THE DEAD.
R ESPONSORY.

ni: * Suscipientes aniinam c - - - jus:* Ofierêntes e - - - urn in conspe-ctu Al-----

Two Chanters.

-- tis-si-mi. Suscipi-at te Christus, qui vo-ca-vit to: et in*  sinu A-

brahte Ange-li de-du - - cant te. Rcpct. * Suscipientes. . Requi-em

1 -Q s_cP ei- r

Choir.

r s D ♦ n ■ F
Two

-------B
Chanters.

□J
___—____ _ j____________j__________

Choir.

2^5 J3 B3 H , "U Sa CT5*!  * S3---------- vJ J V—S------- R^a~Un V — — ’
--------------- D------------------ ------------------------------FT*  ---------- ^EÜ^LBgJI------- J

aeter-nam dona c - i, Do - mi-ne, et lux perpe-tu-a lu - - ce-at e - - i. Repct.

* Offerêntes.

1 The chants of this Ajjpcndix are taken from a very fine edition of the Hitualc Homanum, Rome, 1847.



180 BURIAL AND OFFICE OF THE DEAD.

The. above is followed by Matins for the Dead, (p.187) and the Mass Requiem wtcrnarnfp. 200.)
After Mass, the following is sung:

R E S P O N S O R Y .

Chanter, or Celebrant. Choir continue.

a——^Aa^ggta-s-]—

Libera me, Do--mine, de morte ce-ter - - na, in di-e il-la tre-

menda: * Quando cce - li mo-vendi sunt et ter - ra: * Dum vê ------ noris ju-

Two Chanters.

di-câ - - - - - - re see - - culum per ignem. y. Tremensfactussum e-go, et ti - -

Choir.

meo, dum discussi-o ve - - ncrit, atcpie ven-tu-ra i- ra. Quando etc - li mo-vendi

Two Chanters.

------------ H— ^~EI—aB r» — —H~3~B—q—jy- E f nj □—®i—
-p-a —a—a”—**b—b!—i-0----- B—M"Bia—S| p—[—o-3-1---------------- |—^——1------- ui---------- L _

sunt et ter-ra: ft. Dies il-la, di-es i - rm, calami-ta-tis et mi-se-ri-ce, dies mar

Choir.

gna et a-ma-ra val-de. Dum ve ------- neris judi-ca ------ re see - -

Two Chanters.

^3»-nzjzJg?12-g----- lift- sa-Q-a—g-g °ZZ^—^”pEZB -pgzJ

culum per ignem. . Requiem rcternam dona e - is, Do - mine, et lux perpetu-a lu-

Choir.
---gE-l—Z. -----

coat e-is. Repet. Libe-ra me, usque ad lm



JBUUIAL and office of tele dead.

The repetition of Libera, etc., being finished, the following is sung:

Chanters, with 1st Choir. 2d Choir. All together.

Kyri-e e-le-i-son. Christo e-le-i-son. Kyri-e c - le-i-son.

131

Celebrant.

q-B—(afterwards.') ------------------------------------- q----

Pater nostcr. Et ne nos inducas | in tentatiò-nem.
Choir. R. Sed libera nos a ma ----- lo.

A porta in-- - - - -- -- - feri.
R. Erue, Domino, | aniinam e - - jus.

Kequiescat in pa-cc. R. A-nien.

Domino, | exaudi orationem mc-ain.
R. Et clamor metis ad te vê - - - niat.

Dòminus vobiscum. R. Et cum spiritu tuo.

After the Prayer, Deus, cuiproprium, etc., the corpse is carried to the grave, the choir, mean
while. singing the following:

A N T I P H O N.
Chanter. Choir continue.

-a ~B ~E "a—fl _<>—a_1—__—g-$—$—---------- g----- j
r~ta~ ______________________ I a___________________________ B b* i-----

In Paradisum deducant te An- ge-li: in tu-o ad-ventu su-scipiant te Mar-

ty-res, ct pcrducantte in ci-vitatem sanctam Je-ru-sa-lcm. Chorus An-gc-16-ruin to su-

scipiat, et cum Laza-ro quondam paupcre | ai-ternam habeas re - quiem.
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If the body is not to be carried to the grave, the preceding is omitted, and the following is
Rung, after the Prayer, Deus, cui proprium, etc.

Celebrant. Two Chanters.

Ant. E-go sum. Cant. Bcnedictus ] Dominus Deus Isra-cl: * quia visitâvit, | et fecit

u-q

redemptionem plcbis su-ao.

Choir continue the 2d and remaining verses, as follows:

2. Et crexit | cornu salütis nobis:  in domo David | püeri su-i.*

3. Sicut locutus est | per os sanctorum,  qui*
a saeculo sunt, | prophetarum ejus.

4. Salutem | ex inimicis nostris:  et de rnanu*
omnium, | qui odêrunt nos.

5. Ad faciendum misericordiam | cum patribus
nostris: * et memorâri | testamenti sui sancti.

G. Jusjurândum, | quod juravit ad Abraham
patrem nostrum : * datürum sc nobis:

7. Ut sine timòre | de manu inimicorum no
str 6mm liberâti, * serviâmus illi.

8. In sanctitate et justitia | coram ipso,  om*
nibus diêbus nostris.

9. Et tu, Puer, | Prophêta Altissimi vocaberis :
* pranbis enim ante faciem Domini [ parare vi
as ejus:

10. Ad dandam scientiam salutis | plebi ejus:
* in rcmissioncm | pcccatorum eorum.

11. Per viscera | miscricordiae Dei nostri: *
in quibus visitavit nos | Oriens ex alto.

12. Illuminarc his, qui in tenebris, | et in um
bra mortis sedent: * ad dirigendos pedes nostros
| in viam pacis.

Requiem aetêrnam * dona cis, Domine.
Et lux perpêtua * luccat cis.

Ant. E-go sum resurrecti-o et vi-ta, qui credit in me, ê - ti-am si mortuus

fu - e-rit, vivet; et omnis, qui vivit, et credit in me, non mori-e-tur in ae-ternum.

Pater noster, with the Versicles and Responses, is chanted as before, (p .181,) and after the
Prayer, Fac, quoesumus Domine, etc., is sung the following:
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Celebrant, ft. Requiem astern am | dona ei, Domine.
Choir. 1%. Et lux perpetua | lücoat e - i.

Two Chanters. Choir.

'$T. Rcquie-scat in pa-ce. R.A-men.

OFFICE OF THE DEAD.1

VESPERS, ON THE FIRST OF NOVEMBER.’

Ant. Placebo D6-mino in rcgi-6-ne vivòrum. Ps. 114. Pile - xi, | quoniam exâudiet

Dominus * voeem | orati-6-nis mem.

2. Quia inclinavit | aurem suam mihi:  et in*
diêbus meis | invocâbo.

3. Circumdederunt me | dolores mortis:  et*
pcricula infêrni | invenerunt me.

4. Tribulationcm | et dolorcm invêni:  ct no*
men Domini | invocavi.

5. 0 Domino, | libera ânimam meam:  mi-*
sêricors Dominus, ct justus, | et Deus noster mi-
serêtur.

Ant. Placebo Dom

6. Custodicns parvulos Dominus:  humilia-*
tus sum, | ct liberâvit me.

7. Convertere, anima mca, | in requiem tuam:
* quia Dominus | bencfecit tibi.

8. Quia cripuit | ânimam meam de morte; *
oculos mcos a lâcrymis ; | pedes moos a lapsu.

9. Placebo Domino  in regione vivorum.*
Requiem mternam * dona eis, Domine.
Et lux perpetua * lüceat eis.

ino, etc., as above.

1 See P. ITT, ch. iv, IT 15.
’They arc sung after Bcncdicdmus Domino, at the Vespers of AU Saints, except when thia feast talk on a Saturday,

in which case they arc sung after the Vespers of the Sunday following. Observe, that the Vespers for the Dead begin from
the Antiphon Placebo, etc., and that on the 1st of November they are celebrated with the double rite. For the manner of
singing the Antiphons and Psalms, see p. 49, ITU" 9, 10; also § IV, p. 51 ct seq.
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HIh^b—H-g-^251—Tra~!~^—— a—

Ant. Hc-i mihi, Domine, quia inco-lâtus meus pro- lon-ga-tus est. Ps. 119. Ad

Domiuum, cum tribularer, cla-mavi: * et exaudi-vit me.

2. Domine, | libera animam mcam a lâbiis
iniquis, * et a lingua dolosa.

3. Quid detur tibi, | autquid apponatur tibi, *
ad linguam dolosam ?

4. Sagitta? | potêntis acuta?, * cum carbonibus |
desolatoriis.

5. Heu mihi! quia incolâtus meus prolongatus

cst: | habitavi cum habitantibus Cedar : * multum
incola fait | anima mea.

G. Cum his qui odêrunt paeem, | cram pacifi-
cus: * cum loquebar illis, | impugnabant me
gratis.

Requiem mternam * dona cis, Domine.
Et lux perpêtua * lüceat eis.

Ant. Hoi mihi, etc., as above.

-p—Q-n—bi H : Eei- -

Ant. Dominus custodit to ab omni malo: cu-sto-di-at animam tu-am Do-minus.

£ BC Sissi
Ps. 120. Leva-vi oculosmcos | in montes: * unde venict | au-xili-um mi-hi.

2. Auxiliuiu meum a Domino,  qui fecit coe-*
lum et. terrain.

3. Non det in commotioncm ] pedem tuum; *
neque dormitet, | qui custodit te.

4. Ecce non dormitabit, | neque dormiet,  qui*
custodit Israel.

•5. Dominus custodit tc, | Dominus protect io
tua * super manum | dexter am tuam.

Ant. Dominus custc

6. Per diem | sol non urct tc:  neque luna*
per noctem.

7. Dominus custodit tc | ab omni malo:  cus-*
todiat | animam tuam Dominus.

8. Dominus custodiat introitum tuum, | et exi-
tum tuum: * ex hoc nunc, | et usque in seocu-
lum.

Requiem aeternam * dona cis, Domino.
Et lux perpêtua * luceat eis.

dit tc, etc., as above.

Ant. Si i-niquitates observaveris Domine: Domine, quissustin eb it? Ps. 129. De

pro-fundis | clamavi ad te, Domine: * Domine, | exâudivocemme-am.
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2. Fiant aurcs turn | intendentcs,  in voccm |*

deprecationis mere.
3. Si iniquitates | observaveris, Domine: *

Domino, | quis sustinêbit?
4. Quia apud to | propitiâtio cst:  ct propter*

legem tuam | sustimri to, Domino.
5. Sustinuit anima mea | in verbo ejus:  spe-*

râvit | anima mea in Domino.

6. A custodia matutma | usque ad noctcm: *
sperct | Israel’ in Domino.

7. Quia apud Doininum | misericordia:  et*
copiosa | apud cum redempt io.

8. Et ipse | redimet Israel,  ex omnibus [ in-*
iquitàtibus ejus.

Requiem re torn am * dona cis, Domine.
Et lux perpetua * luceat eis.

Ant. Si iniquitates, etc., as above.

Ant. Opc-ra mânuum tu-arum, Domine, no de-spi-ci-as. Ps. 137. Confi-têbor

tibi, Domine, | in toto corde mc-o: * quoniam audisti | verba o-risme-i.

2. In conspectu Angclorum | psallam tibi:’*
adorabo ad tern plum sanctum tuum, | ct confitê-
bor nomini tuo.

3. Super misericordia tua, | ct veritatc tua: *
quoniam magnificàsti super onrnc, | nomen san
ctum tuum.

7. Quoniam excelsus Dominus, | ct bumilia
rêspicit: * et alta | a longc cognoscit.

8. Si ambulavero in medio tribulationis, | vivi-
jficabis me : * ct super iram inimicorum mcorum
lextendisti manum tuam, | ct salvurn me fecit dêx-
tera tua.

4. In quacumque die invocavcro tc, | exaudi
me : * multiplicabis | in anima mea virtutem.

5. Confitcan tur tibi, Domine, | omnes reges
terrm: * quia audicrunt | omnia verba oris tui.

6. Et cantcnt | in viis Domini:  quoniam*
magna est gloria Domini.

9. Dominus rctribuct pro me: | Domine, mi
sericordia tua in sreculum : * opera niânuum tuâ-
rum | ne despicias.

Requiem mternam * dona cis, Domine.
Et lux perpetua * luceat eis.

Ant. Opera, etc., as above.

Chanters, . Audivi voccm de coclo | dicen-----tern mihi:
Choir. R. Beati mortui, | qui in Domino mo - ri-un-tur.

24 1 The last syllable of this word may ascend, and be sung to the note Mi of the conclusion.
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Ad Ma
gnificat.

Ant. 0 - nine quod dat mihi Pa-ter, ad me ve-ni-et: ct e-um, qui vcnit

ad me, non c -ji - ci-ain foras. Cant.1 Ma - gnifi-cat * a-nima mca Dominum.

The rest of the
Cant, as on p. 67.
(2d Cond.}’

The Antiphon, Omne quod dat mihi, etc., as above, being repeated,1 * 3 4 the following is sung : 

Pater noster. ft. Et ne nos inducas | in tentatio-ncm.
choir. R. Sed libera nos a ma ------ lo.

y. A porta in-------------------------- fori.
R. Erue, Domine, | animas co - - rum.

'fr. Rcquiescant in pa-cc. R. A-mcn.

ty. Domine, | exâudi orationem mc-ani.
R. Et clamor incus ad to vê - - - niat.

Dominus vobiscum. R. Et cum spiritu tuo.

OREMUS.
Fidêlium Deus omnium Conditor et Redêmptor, animâbus famulorum famularumquc tuarum

remissionem cunctorum tnbuc peccatorum: ut indulgêntiam quam semper optavêrunt, piis suppl i-
cationibus conscquantur. Qui vivis et regnas cum Deo Patre in unitâte Spiritus Sancti Deus. Per
omnia saecula smculorum. R. Amen.

1 The Canticle is sung slower than the Psalms. See p. 58, UH 1, 2, 3.
’Instead of Gloria Palri, etc., at the end, is sung Requiem aternam, etc.
’After the repetition, all kneel, except the Acolytes.
4 The Celebrant rises when about to sing this Versicle, and remains standing till the end of Vespers.



IB U RIAL AND OFFICE OF THE DEAD. 187

Celebrant, Requiem mternam | dona cis, Domino
Choir. R. Et lux perpetua | luceat c - is.

Chanters} ft. Requi-e-scant in pa-cc. Choir. R. A-men.

MATINS.

Itivit. Regem, cu-i 6mni-a vivunt,* Vcni-tc a - do-re-mus. Regem, etc. Ps. Venite,O 7 * • O 7 9

Chanterg. Choir. Chanter»

Choir. Chanters.

i
-------------------■---- D----■ a ■ ’ ■ 12—T3* h a_la <> s a s _n s— g * n-n - H —g g-» ■ ■ ■ ♦ ■ a*

i a "
I

exul-temus Domino, ju-bilemus Dc-o salu-ta-ri nostro: prmoccupe-mus faciern ejus

in confcssi-o-no, ct in psalm is jubi-lêmus c-i. Regem. Quò-niam Deus magnus Do-

minus, et Rex magnus super omnes Deos: qu6ni-am non repêllet Dominusplebemsuam,quia

n H n m H » a H__ JQ < fl__ H__ H__ B-
"fi*4 v Lj BJ tJ “ E3 KJ n—H-hJL A g 63 Hl

in manu c-jus sunt omnes fi-nes terra?, et al-ti-tu-di-nes monti-um ip-se conspicit.

_Lj_B n hi ta-g. ------Q—H—Bj--D-W----- E! BL-

i

< - - -1 ____ra la B<g_ _____ ;___—Y--------U--- E3.------1------------U_g--- H_J_____________ _

Vcni-tc. Quoniam i-psius est mare, et i-pse fecit il-lud, et â-ridam fundavêrunt ma-

Choir. Chanters.

H H H H " H H" H B ♦ Bn B_a a » w__■ ♦ ■ ____ ■—JQ ♦ m ■ ■ ■ ■ ■-g— —

1 Standing.
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13H — SZjE—13  _  —E—£?j

nuse-jus: veni-te a-do-re-mus, ct procidâmus ante Deuni: ploremus coram Domino, qui

fecit nos; qui-a i-pse est Dominus Deus noster: nos au-tem populus e-jus, ct o-ves pas-

fl——n—Q-» —

Choir. Chanters.

■ " p______ n
-t— a —w S----0 o—Bhm-----E?~xa------------- rJ

iz— Pl_______ ” Cl rn **

1
cure c-jus. Regem . II6di-e si vocem c-jus audi-e- ri-tis, noli -te obdura-rc corda vc-

stra, si-cut in e-xacerbati -6-ne secundum diem tenta-ti-onis in dcserto: u-bi tcntavc-

runt me patres vestri, probavê-runt, ct vide-runt 6-pcra moa. Vcni-tc. Quadraginta

Choir. Chanters.
P ■ -"LA.----B' m B ct W FX— I A Cl E*?3 _D

Lq
---------- K-3-"—
—o---------------------

—t p— _ _____ H-------------------------

P ran b  an H p

\ 1 1. , .---------
annis proximus fu-i gene-rati -6-ni huic, et di-xi: semper hi errant corde : i -psi ve

to non cognovêrunt vi-as meas, qui-bus jura-vi in i-ra mca, si in-tro-i-bunt in rê-

quiem ineam. Regcm. Requiem xternam dona c-is, Dornine, ct lux pcr-petu-a lu-ce-

Choir. Chanters.

' 'P' ' ~ ~ ' » -3——Q—B„B a ■ —n-Q----O-R,— 0■ E _^3 B_ — * 1L—Q-----------------------------------------------------

at e-is. Veni-te. Regem, cu-i 6inni-a vivunt, veni-te a-do-remus.

□J-.---- B-wS-

Choir. Chanters.

BT’■ B X---------wa—wfl—

Choir.

—■------ B>a---- ■-T-X-—-----T—=----- B ~^h~h— —■---- M—~y. J---- B- Eh a
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Ant. Di - ri-gc. Ps.1 Verba mea | auribus percipe, Domine, * intêllige | clamorcm mcum.

Intende voci | orationis mere, * Rex mens, | et
Deus incus.

Quoniam ad te orâbo: * Domine, | mane cx-
audies voccm meain.

Mane astabo tibi, | ct videbo; * quoniam non
Deus | volens iniquitatem tu cs.

Ncque habitabit | juxta te malignus: * ncque
pcrmanêbunt injüsti | ante oculos tuos.

Odisti omnes, | qui operantur iniquitatem: *
perdes omnes, | qui loquüntur mendacium.

Virurn sânguinum, ct dolòsum | abominâbitur
Dòminus: * ego autem | in multitudine miscri-
cordirn turn.

Introibo | in domum tuarn: * adorâbo ad tern-
plum sanctum tuum | in tirnore tuo.

Domine, dcduc me | in justitia tua: * propter in-
imicos meos, | dirige in conspêctu tuo viam mcam.

Quoniam non cst | in ore corum vêritas: *
cor corum vanum cst.

Sepülcrum patens cst guttur corum, | linguis
suis dolose agêbant: * judica illos, Deus.

Dêcidant a cogitatiònibus suis, | secundum mul-
titudinem impictâtum corum cxpèlle cos: * quo
niam | irritavcrunt te, Domine.

Et Imtentur omnes, | qui sperant in te: * in
aeternum exultâbunt, | ct habitâbis in cis.

Et gloriabuntur in te omnes, | qui diligunt No
men tuum : * quoniam | tu bcncdices justo.

Domine, | ut scuto bonao voluntatis turn * co-
ronâsti nos.

Requiem m tern am, etc.

Ant. Di - ri-gc, Do-mine De-us meus, in conspêctu tu-o vi-am mcam.

a—a—

ylnZ. Convertc-re, D6-minc. Ps. Domine, | no in furore tuo arguas me: * neque in ira

tu-a corri-pias me.

Miserere mei, Domine, | quoniam infirmus Et anima mea | turbâta cst valde: * sed tu,
sum: * sana inc, Domine, | quoniam conturbâta Domine, usquequo?
sunt ossa mea.

'We give tho Psalms with the ferial intonations. Should the Office be sung with the double rite, the solemn intona
tions must bo used. Seo p. 4G et seq.
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Convêrtcre, Domino, | ct eripc ânimam meain: *
Balvum mo fac | propter misericordiam tuani.

Quoniam non est in morte, ] qui memor sit
tui: * in inferno autcin | quis confitêbitur tibi ?

Laborâvi in gêmitu moo, | lavâbo per singulas
noctes lectum meum: * lâcrymis meis | stratum
meum rigabo.

Turbâtus est a furore | oculus mens: * invete-
ravi | inter omnes inimicos meos.

Discedite a me omnes, [ qui operamini iniqui-
tatem: * quoniam exaudivit Dominus | voeem
fletus mei.

Exaudivit Dominus | deprecationcm meam: *
Dominus | orationcm meam suscepit.

Erubêscant, ct conturbêntur vehementer | om
nes ininnci mei: * convcrtantur, et erubescant |
valdc velociter.

Requiem mtêrnam, etc.

n FT* S 4>—n~ Q

Ant. Convêr-tere, D6mi-ne, et ê -ri-pc a-ni-mam meam : quoni-am non est in mor-

te, qui memor sit tu-i.

Ant. Ne quando. Ps. Domino, Deus mens, | in te spe-ravi: * salvum me fac | ex om

CEE93------------------------------- - " ——d—cr—■------m.tf* ——S3—EL t . . . .
---------—---------- ____________________________________ 1 ....

nibus persequentibus me, ct li-bcra me.

No quando râpiat, ut loo, | ânimam meam: *
dum non est qui rêdimat, | ncque qui salvum fa
cial.

Domine, Deus meus, | si feci istud, * si est in-
fquitas | in mânibus meis.

Si rêddidi | rctribuentibus mihi mala, * deci
dam mêrito | ab inimicis meis inânis.

Persequâtur inimicus animarn meam, | ct com-
prebêndat, et concülcet in terra vitam meam, * ct
gloriam meam | in pfilvercm deducat.

Exurge, Domine, | in ira tua: * et exaltarc in
finibus | inimicorum meorum.

Et exurge, Domine, Deus meus, | in prmcepto,

quod mandasti: * et synagoga populorum circum-
dabit te.

Et propter banc | in altum rcgrederc: * Do
minus | judicat populos.

Judica me, Domine, | secundum justitiam
meam: * et secundum innocentiam meam super
me.

Consumêtur nequitia pcccatorum, | et diriges
justum: * scrutans corda et rones, Deus.

Justum adjutorium meum | a Domino, * qui
salvos facit rectos corde.

Deus judex justus, | fortis, et pâtiens : * num
quid irâscitur | per singulos dies?
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Nisi convêrsi fuêritis, | gladium suum vibrâ-
bit: * arcum suum tctêndit, | et parâvit ilium.

Et in co paravit vasa mortis; * sagittas suas |
ardêntibus efiecit.

Eccc partüriit injustitiam: * concêpit dolorcm,)
ct pepcrit iniquitatcm.

Lacum aperuit, [ et cffodit cum: * ct incidit |
in fovcam, quam fecit.

Convcrtetur dolor ejus | in caput ejus, * ct in
verticem ipsius | iniquitas ejus dcscendet.

Confitebor Domino | secundum justitiam ejus; *
ct psallam | nomini Domini altissimi.

Requiem ceternam, etc.

Ant. Ne quando rapiat ut le-o a-ni-mammcam, dum non est qui re-dimat, neque

qui salvum fa-ciat.

A porta in-fc-ri. R. E-ru-e, Domine, a-nimas e-6-rum.

The Lessons arc sung as on p. 86; and the l?esjpo7isories and Verstclcs are generally recited on
the note on which the Lesson is ended.
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Kyz- ri-e, I e----------- --  - lê-i-son. Chri-ste,------c - - |-------- le - i-son.

______

MASS NO. 1. (DE

—a---- 1—!---- r—U—

ANGELIS.)

-o------------ 1----> n"—

Kyz - - ri-c, c - - | - - le-i-son.

Glo - ri-a in ex - cel-sis De-o. Et in ter-ra pax hoininibus bonas volun-

ta-tis. Lauda - mus te. Bencdi-cimus te. Ado-ra - mus te. Glori-fi-camus to. Grati-as

a-gimus ti-bi, propter magnam glori-am tuam. D6-mine De-us, Rex coelê-stis, De-us

1’nter | o - mni-potens. Domino Fi-li | u-ni-ge-ni-te, | Jc - su Cbristc. Demine De-us, A-

The first two Masses of this Appendix are re-printed from the Catholic Ptahniit.
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gnus De-i, Fi-li-us Pa - tris. Qui tol-lis peccâ-ta mundi, mise-rere no-bis. Qui tol-lis |

pcccata mundi, süs- ci-pe | dc-preca-ti-6-ncm | no - - strain. Qui sedes ad dexteram Patris,

Je-su Christe. Cum San-cto Spi-ri-tu, in g!6 - ri-a | Dc-i Pa-tris. A ---------men.

mise-rêre no-bis. Quoniam tu solus Sanctus, Tu solus Dominus, Tu so-lus Altis -simus,

Credo in unum Dcum, Patrem omnipotentem, Factorcm coeli ct terra?, vi-si-bi-li-

um 6 - mnium et invi-si - bi-lium. Et in unum Dòminum, Jcsum Christum fi-lium Dc-i

5h——-----—e— —a-----------r~------------------ “S----0--------- --------------------------- —---- ------------------------ r------------------®--------- 7-----R------ n —-------H---- —---------------------------------—Ed------------------------------ta——

u-ni-genitum, et ex Patre natum ante 6-mnia sa? - cula: Dcum de De-o, | lumen de lumi-

<t S 4> 1?l) ♦ ♦ 1 v-B— n -  A i __a a * n -A— . ■.... .. - n B n---- —tsr-J J-------------------- -----------Q---- $-----£------ 1

ne, | Dcum verum de Deo vero. Gênitum non factum, | consubstan-ti-alem Patri, per quern

omnia facta sunt; Qui propter nos homines, et propter nostram salutem dcscendit de
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ccelis; Et incarnâtus est de Spiri-tu Sancto ex Mari-a Vfrgine, Et Homo factus est;

♦ZEE--S-y»-°0-n----- - ---

Cruci-fi- xus e-tiam pro no-bis, |sub Pònti-o Pilâ-to, | passus et se - pultus est; Et re-

surrexit terti-a di-e | se-cundum scriptüras. Et a-scendit | in coe - - lum, sedet ad de-xtc-

ram Pa - tris: Et i-terum venturus est cum glori-a ju-dica-re vivos ct mortuos; | cujus

regui nou c-rit (mis: Et in Spiritum Sanctum Eominum | ct vi-vi-ficantem, | qui ex Patre

--------------------------- 3Z-------------------
□__

-------- 3---
n ♦

—♦—
--------------------B- O S H-------- M — • B-------- j
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----- M------------------------- —o-g—a—a P o---------
C------ __n_B--------------—lLd—:-------------------- B-

Fi-li-6que pro-cedit, Qui cum Patre ct Fi-li-o, | simul a-doratur | et conglori-fi-catur, [qui

Confi-teor unum Baptisma | in remissi-6nem pecca-torum: Et cxpccto resurrecti-6nem | mor-

locutus est per Prophetas: Et Unam, Sanctam, Cathòlicam, et Aposto-licam Ecclesiam.

tu-6rum: Et vi-tam | ventu-ri sa/cu-li. A---------------------- | - - men.
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San - - ctus, San------ ctus, San - ctus, Do - - minus | Deus Saba-oth:

Pleni sunt coc-li | ct ter-ra glori-a tu-a; Hosân - na | in ex-celsis.

Benedi - - - ctus qui vc-nit in nomi-nc | Do - - mini; Hosân - na | in

excel - sis.

Agnus De - i, qui tollis pcccata mun - di, mise-rere no-bis. Agnus Dc-

i, qui tollis pcccata mun-di, misc-rere no - bis. Agnus De - i, qui tollis pcc-ca-

ta mun-di, do - na | no-bis paccm.
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MASS NO. 2.

— le-i-son.

Glo-ri-a in ex-cel-sis De-o. Etin terra pax ho-minibus bonm volun-ta-tis.

Laudâmus to. Bencdi-ci-mus te. Ado-ramus te. Glori-fi-ca-mus te. Gra-ti-as a-gi-mus

ti-bi propter magnam glo-ri-ani tuam. Do-mi-ne Deus, Rex coe-les-tis, Deus Pa-ter o-mui-

potens. Do-minc Fi-li u-ni-geni-te, Je-su Cbris-te. D6-mine Deus, Agnus De-i, Fi-Ii-us

Pa-tris. Qui tollis pec-ca-ta mun-di, mi-sere-re nobis. Qui tollis pec-câ-ta mun-di, sus-ci-pe

de-preca-ti-6-nem nostram. Qui sc-des ad dexte-ram Pa-tris, mi-sere-re nobis. Quo-niam Tu



198 MASSES.

solusSanctus, Tu solus Dominus, Tu so-lus Altissimus, Jesu Christe, Cum Sancto Spi-ri-tu

in glori-a De-i Patris, A---------- -- - -men.

Cre-do in u-nuin Dcum, Patrem omnipotentcm, factorcm cocli ct terra?, vi-si-

—rl-_-----------rt t—i--------~r — ■ ■ , J-y-R-------------------- -------------
----------- H——q-O-B---- Q----------a

7- ♦ a 1 .o a » B 1
bi-lium omnium ct invi-si-bi-li-um

Ln_a_Da_d fl
: Et in unum Dominum, Jcsum Christum Fi-li-um De-i

u-nigenitum, Et ex Patre Datum an-te 6mni-a srncula. Dcum de Dc-o lumen de lümi-

ne, Deumvcrumde Deo vero. Gênitumnon factum, consubstanti-a-lcmPa-tri, per quern 6m-

ni-a facta sunt; Qui propter nos homines, et propter nostrum salüteni descêndit de coo - - lis;

Et incarnâtus cst de Spiritu Sancto, ex Mari-a Virginc Et Homo factuscst; Crucifixus e-

tiam pro nobis, sub Ponti-o Pi-la-to, passus et sepultuscst; Et resurrexit terti-a di-e se

cundum Scripturas. Et ascêndit in coelum, sedct ad dexter am Patris: Et i-terum venturus
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est cum gluri-a judi-care vivos et mortuos; cujus rcgni non o-rit finis: Et in Spiritum

Sanctum Dominum ct vivi-fi-cantem, qui ex Patre Fili-oque procedit. Qui cum Patre et Fi

li-o, si-mul a-doratur ctconglori-fi-catur, qui locutus cst per Prophetas: Et Unam, Sanctam,

K H b a i __■ — 1
■j f_____E3 _ UH - - . i "r □ —a - ** tfl m M ga ® B 'S «, " 1 J0 ■ I R ■ ■Ö | w I___ ■

Catholicam, ct Apostò-licam Ecclêsiam. Confi-te-or unum Baptisma in remissionem pccca-

toruin : Et expecto rcsurrccti-6ncm mortuorum : Et vitam venturi smeuli. A---------- men.

San--ctvs, San - --- ctus, San-----ctus, Dornin us Deus Sâbaoth; Pleni sunt

cccli et terra gldri-a tu-a:. Hosanna in excêlsis.

Benedictus qui venit in nomine Domini; Hosanna in cxcelsis.

A-gnds De-i, qui tollis pcc-ca-tamundi, miserere nobis. A-gnus De-i. qui tollis

pcccata mundi, miserere nobis A-gnus De-i, qui tollis peccata mundi dona nobis pacem.
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MASS NO. 3.’ (For the Dead.)

Introitus. Requiem as - ter - nam do - na e - - - - is, Do - - iui-nc: ct lux pcr-

i -n—h—  n—h—s-
' I ~ I —

- - is. Ps.Tc de-cct liymnus, Deus, in Si-on, ct ti-

s-|——rBI—J
~i------E---- U-----

pe-tu-a lu - ce-at

bi reddetur votnm in Jcru-salem: exau-di o-ra-ti-6nem mcam, ad to omnis ca-ro veni-

et.

Ky - -ri-e e-le - - i-son.tn’. Chri - stc e-le - - i-son. Hi. Ky - -ri-e

• b _ mM a m "ÖThL, H a
mb--------7.-

fl
-L

eu -□ 5 1 4 J

e-le --i- son. ii. Kyrie |e-----le- i-son.

Sequcntia. Dies i-rro, di-es il-la, solvct saeclum in favil-la, Teste David cum Sibilla.

Quantus tremor est fu-turus, Quando Ju-dcx cstvcntu-rus: Cun-eta strictc discus-su-rus?

Tuba mirum spargens sonum, Per sepulchra rcgi-6num, Coget om - ncs ante thronum. Mors

1 Reprinted from the esteemed Venetian edition of the Qradualc Komanum, 1758.
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stupe-bit, et natu-i a. Cum rcsurgct ere - a-tu-ra, Judi-can-ti responsura.1 La-cry-mo-

sa di-cs il-la, Qua re-surget ex fa-villa, Judicandus ho - mo re-us. Huie ergo

par - co Deus: Pic Jesu Do-mine, Dona c-is re - qui-em. A - men.

gio - - ri-ae, 11 - be-ra a - nimas om-ni-Offerlor. Do-mine Je-su Chri - ste, Rex

uin fi-dc - - li-urn de - fun-cto-rum de poo-nis in - fêr - - ni, ct do profundo la-cu:

li-bcra e-as de. o - - - - re 1c - 6----- nis, no absor-bcat c-as tar - - tarus, ne ca-

dant in ob-scu - - rum: sod si - gnifer san-ctus Mi - chael reprmsentet e - - - - as

in lu - com san-ctam. Quam o - lim A - braliie promi-si - sti, ct se-mi-ni e-jus.

Sanctus, Sanctus, Sanctus Dòminus Deus Sa-baoth. Pleni sunt coeli ct terra gl6-

1 This Sequence fills four pages (folio) of tho Graduate, and is hero reprinted in part only, in order to save space.

26
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ri-a tu-a, Hosanna in cx-cêl-sis. Bcne-di -ctus qui venit in no-mino Domini, Hosan

na in excel-sis.

Agnus De-i, qui tollis pecca-ta mundi, dona e-is requi-em. Bis, Agnus Do -i, 

qui tollis peccâta mundi, do-na e -is requiem scmpi-ternam.

E <Ea n | n° * D B B a»»a < □ j D H n n ? ■ ° n .*s | n n

pi-us cs. Rêqui-em mtêrnam dona c-is Domine: Et lux perpe-tu-a lu-ceat e-is. Cum

Communio. Lux m - ter-na lu-cc-at e-is Do - mine: Cum Sanctis tuis in a> ter-num, quia

Sanctis tuis in m-ter-num, quia pi-us es.
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COMPLIN.

Lector.

JubeDomne benedi-ce-re.

Noctem quietam, | ct finem pcrfectum | concêdat nobis Dòminus omnipo-tens. Amen.

Ilcbdomadary. Choir.
.... .. — Ma

Lector. .
gflE3~~ -- • ■ • - ■ -------- ■ ■ ------

Fratres, | sobrii estote, et vigilâte: | quia adversârius vester diâbolus | tanquam lco rügiens

circuit, | qurorens quem devoret: | cui resistite fortes in fi-de. Tu autem, Domine, mise-re-re

* * -n-H

nobis. R.Deo grati-as.

"fr. Adjutorium nostrum | in nömine Domini.
R. Qui fecit ccelum, et tor-ram.

203
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The Confiteor, Mzsereatur, and Indulgentiam are recited, not sung.

Hebdomadary. Choir. Hebdomadary.

5 «SSH Ef-Q B Q B --------- saa-----------------------------------Hj-B- --------- a-s—

ft. Convêrte nos, Deus sa-luta-ris noster. R. Et avêrte irain tuain a nobis, ft. Deus,

Choir.

in adju-tori-um meum intênde. R. Doinine, etc., asonp. 70.

Mise-rêre.

Ant.

Al-le-lu-ia.

In Paschal Time.

Cum invocarem, | exaudivit me Deus justltim more: in tribulatione | di-la-ta-sti mihi.

To the above (the eighth) tone are sung all the Psalms at Complin.

Misc-rere mi-hi, Doinine, ct ex-au-di o-ra-ti-6-nemmcam.

Antiphon.1

Al-le-lu-ia. Al-le-lu - ia. Al-le-lu-ia.

In Paschal Time.

Te lucis an-tc têrminum, Rerum Creator, poscimus, Ut pro tu-a dementi-a, Sis

HYMN.

n hi m ■P P _ " ■ m 00 D 0 M ___ 0  n ■■ Sr 0 a s ____ □___n—£---- ra _______________ Q u—n

prrnsu), et custodi-a.

1 The Antiphons Miscrèrc, Alleluia, and Salva nos, of which only the first few notes are given in the Dircctorium
Chori, are here given in full, from a little Manual of Roman Chant, published in London, 1845.
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The Little Chapter is sung as at Vespers, (Seep. 70.)

RESPONSES.

R. In manus tu-as, Domine, * Commêndo spiri-tum meum. . Rede-misti nos Do

mine, Deus veri-tâ-tis. J^. Glo-ri-a Patri, et Fi-li-o, et Spiri-tu-i Sancto.

J^. Custodi nos, Domine, | ut pupillam 6-cu-li. i

R. Sub umbra alarum tuarum | protege nos. o - - - s.

In Paschal Time.

q—h-s—n-n

R. In manus tuas, Domine, Commêndo spiri-tum mourn, * Al-le-lu-ia, Al-le-lu-ia.

b_b^—q-s s-s—a—a—h-b—a - B-

jif. Redcmistinos, Domine, Deus vc-ri-tatis. ?^.G16ri-a Patri, et Fi-li-o, et Spiri-tu-i Sancto.

Custodi nos, Domine, ut pupillam oculL ] Al-le-lu-ia. a . . . . R. Sub umbra alarum

tuarum protege nos, | Al-le-lu-ia.
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Ant. Canticle. Sd Tone.
NUNC DIMITTIS.

Salva nos. Nunc dimittis servum tuum, Domine, secundum verbum tuum in pa-cc.

Antiphon.

Salva nos, Pomine, vi-gilantes, custodi nos dormiêntes; ut vi-gi-lemus cum Christo, et re

quiescâ - mus in pace.

y. Benedi-ca-musP6-mino.

BENEDICAMUS.

R. De-o gra-ti-as.

Bcnedicat, etc., is sung on one note. For the Four Anthems of the B. V. Mary, sec p. 80,
et seq.—Bivinum auxflium, etc., is sung on one note.



CHANTS FOR PONTIFICAL FUNCTIONS

FROM THE ROMAN PONTIFICAL.

AT CONFIRMATIONS, ETC.
ANTIPHON.

Conf Irma hoc De-us, quod o-perâtus es in no-bis, a templo sanctotu-o,

quodestin Jerusalem. G16ri-a Patri, et Fi-li-o, et Spirf-tu-i Sancto. R. Sicut c-rat in

5-----h—pi—a-d-------------------n—n-H—b— -a—a-a-.-n—q—q— ....... ■ aa—qir*  q—a——b i—ET»_J 11 1 --- ; ~ "i *______ J— ----- ira ■ ■ ■

princi-pi-o, et nunc, et semper, et in smcu-la smculorum. zkmcn. Conf Irma hoc, de.

ORDINATION OF PRIESTS.
HYMN, VEST CREATOR.

* ---------pB,———B— —a---------------——s —— =1
a---- ö— Kg. Ei _

—-------------------------- 0=Z°___________
Ve - ni,

TU
Cre -a - tor Spi - ri - tus, Men -tes tu - 6 - rum vi - si - ta,

Qui di - ce - ris Pa - râ - cli - tus, Al - tis - si - mi do - num De - i,
Tu sc - pti - for - mis mu - ne - re, Dfgi -tus pa - ter - nm de - xte - rm,
Ac - cên - de lu - men sen - si - bus, In - fun - de a-n\6 - rem cor - di - bus,
Ho-stem re - pel - las Ion - gi - us, Pa - cêm -que do - nes pro - ti - nus,
Per to sci - â - mus da Pa-trem, No - sea -mus at - quo Fi - li - tun,
De - o Pa - tri sit gio - ri - a, Et Fi - li - o qui a m6r - tu - is

207
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1K n ' -I'" Pi___ i A a S_ ra n 0_____ELZ

Im - pie su - per
Fons vi - vus, i •
Tu ri - te pro
In - fir - ma no
Du - cto - re sic
Te - que u -tri - us
Sur-re - xit, ac

- na grâ - ti - a,
• gnis, châ - ri - tas,
- mis - sum Pa - tris,
- stri cor - po - ris

te prm-vi - o
- quo Spi - ri - turn

Pa - râ - cli - to,

Qum tu ere - â - sti, pê - cto - ra.
Et spi - ri - tâ - lis un - eti - o.
Ser - mo - ne di - tans gut - tu - ra.
Vir - tu - te fir-mans per - pe - ti.
Vi - tê - mus o - nine no - xi - uni.
Crc - da - mus o - mni tern - po - re.
In S33 - cu - 16 - rum see - cu - la.

CONSECRATION OF BISHOPS.

HYMN, VENI CREATOR. (Sec p. 207.)

Unguen-tumin ca-pi-te, quod descen - dit in bar-bam, bar - bam A - a-ron, quod

ANTIPHON, FTC.

de-scen-dit in oram vesti-menti c - - jus: mandavit Do-minus bencdicti-6-ncm in

sae - cu-lum. Ps. Ecco quam bonum, ] ct quam ju - cundurn : * habitarc | fra-tres in unum.

Sicut unguêntum in câpite: * quod descêndit in barbam, | barbam Aaron.
Quod descendit in oram | vestimênti ejus: * sicut ros Hermon, | qui dcscendit in montem Sion.
Quoniam illic mandavit Dominus | bcnedictionem: * et vitam [ usque in smculum.
Gloria Patri, etc.
Sicut erat, etc. t

The Antiphon Unguentuni, etc., is then repeated.

Firme-tur inanus tu - a, et ex-al-te-tur de-xtera tu - - - a: justi-ti-a

ANTIPHON.
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et ju-df - ci-um prmpara - ti-o sc - dis tu-a). G16ri-a Pa-tri, ct Fili-o, ct Spi-

ri-tu-i sancto: Si-cut e - rat in princi-pi-o, ct nunc, ct semper, et in sm-cu-

la smculo-ruin. A-men. RepeatFirmetur, etc.

BLESSING OF A BELL.

Vox Do-mi-ni super aquas mul-tas, De-ug maje-sta-tis in-to - nuit: Do-minus

ANTIPHON, ETC.

super a-quas multas. Ps. Af-ferte Domino, | filiiDei: afterte Domino | fi-li-os a-ri-etum.

2. Afierte, etc., as below.

2. Afierte Dòmino gloriam, ct honorcm, |
afierte Domino gloriam nomini ejus: * adorâte
Dominum | in atrio sancto ejus.

3. Vox Domini super aquas, | Deus majestatis
intonuit: * Dominus | super aquas multas.

4. Vox Domini | in virtüte:  vox Domini |*
in magnificentia.

5. Vox Domini | confringêntis cedros:  et*
confringet Dominus | cedros Libani.

6. Et commmuet cas | tanquam vitulum
Libani: * et dilectus | quemadmodum f ilius
unicorn ium.

27 The Antiphon, Vox Di

7. Vox Domini | intercidentis flammam
ignis: * vox Domini concutiêntis desertuin: [ et
commovebit Dominus desèrtum Cades.

8. Vox Domini preeparantis cervos, [ et reve-
lâbit condênsa: * et in tcmplo ejus | omnes dicent
gloriam.

9. Dominus | diluvium inhabitâre facit:  ct*
sedêbit Dominus | Rex in mtêrnum.

10. Dominus | virtutem populo suo dabit: *
Dominus bcnedicct ] populo suo in pace.

Gloria j Patri, etc.
Sicut crat, etc.

mini. etc., is repeated.
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Deus in san-cto vi - a tu-a: quisDeus ma-gnus, si-cut De-us noster? Ps9 Vidê-

runt te aqua} Deus, | vidêrunt to aqua): et timuerunt, [ et turbatae sunt abyssi.

2. Multitude | sonitus aquarum:  voeem |*
dederunt nubes.

3. Etenim | sagitta) turn trânseunt:  vox*
tonitrui tui in rota.

4. Hluxêrunt coruscationes turn | orbi terra):
* commota est, | et contremuit terra.

5. In mari via tua, | et Semites tua) in aquis
multis: * et vestigia tua | non cognoscentur.

G. Deduxisti sicut oves | populum tuum: * in
manu | Moysi et Aaron.

Gloria Patri, etc.
Sicut erat, etc.

CONSECRATION OF THE HOLY OILS

ON MAUNDY THURSDAY.

0-leum in-fir mo ruin. O-leuin ad sanctum •Chrisma. 0-lcum Catechumcnormn.

Two Chanters. Choir.

0 REDEMPTOR.

0 Redemptor, su-mo carmen tc-met con - - cinenti-um. 0 Redemptor, de. repeat.

Two Chanters.

Audi judex mortu-6 -rum, una spes mortâ-li-um, audi vo-ces profe-rêntum do-num pa-

cis praevi-um. 0 Redemptor, etc. Arbor foe-ta al-malu-cc hoc sacrandum pr6tu-lit: fert hoc

Choir. Two Chanters.



CHANTS FOR PONTIFICAL FUNCTIONS. 211

pro -na praesens turba Sal-va-t6 - - ri saecu-li. 0 Redemptor. Stans ad a - ram immo sup-

Choir. Two Chanters.

Choir.

pl ex infu-lâtus Ponti-fcx, debi-tum persolvit om-ne, consc-cra - - to Chrismatc. 0 Redem-

ptor. Conse-crarc tu di-gnare, Rcxpcrennis pa-tri-ac, hoc o - li - vum, signum vi-vum, ju-

Two Chanters.

ra con - tra daemonum. 0 Redemptor.

Choir.

A-vc sanctum Chrisma.

Three times, each time higher.

-B—■—a

A-vc sanctum O-le-um.

Ut novê-tur sexus om-nis uncti-o-ne Chnsmatis, ut sa-ne - tur sauci-a - ta di-

Two Chanters.

gnitâ - - tis glori-a. 0 Redemptor, de. Lota rnentc sacro fon-tc aufugantur cri-mina,

Choir. Two Chanters.

uncta fron-te sa-crosancta in-flu-unt cbaris-mata. 0 Redemptor. Cordc na-tus ex pa-

Choir. Two Chanters.
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$ a ° j E s q • E^ÜÜi
rentis alvum implens Virginis, prmsta lu - cem, claude mortem Clirismatis consòrti-bus.

0 Redêmptor. Sit hrec di - cs fe-sta no-bis, seeculo-rum sm-cu-lls: sit sa-cra-ta di-gna lau-

Choir. Two Chanters.

de, nec se-nes - cat tempore. 0 Redemptor.

Choir.
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TE DEUM LAUDAMUS.

Celebrant. Choir.

Te Deuni lau-da-mus: te Döiuinum con-fi-têmur. Te icternum Pa-trcm, omnis terra

(AS SUNG IN THE CHURCHES IN ROME.I)

ve-ne-ratur. Tibi omnes Angc-li, tibi cocli | ct u-mversae potestates. Tibi Chêrubim et

Se-raphim inccssabili vo-ce proclamant: San - ctus, San - ctus, Sanctus Dominus De-

■ m“W-rtfAl r-. ~ 4'1_ “1— " EES _ ------------ ---------• ---- . ® — —H----- ; M— H

Aposto-16-rum chorus, Te Propheta-rum laudâbi-lis numerus, Te Mârtyrum candida-

us Sa-baoth. Plcui sunt cocli ct tcr-ra majestâtis glori-m tu-ao. Te glori-6 - sus

- Eg- C ET~g-figg □__ ■ ____________ —______
■ 'q * x - ™1

Q Ò “ Fi

tus laudat exêrcitus. To per orbcm terra-rum sancta confi-te-tur Ecclesi-a. Pa —trem

1 We copy this chant from the Catholic Poaltnibt. For the Grcgqrian Te Dcuin, as contained in the Antiphonari'.jn1
ace Appendix I, p. 127. All stand during the singing of this Hymn, except at the verse Tc ergo quasumim, etc.
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immênsm ma-jc-stâtis. Vcncrândum tuum vo - rum ct u-nicum Fi-lium. San - quoquo

Paraclitum Spiritum. Tu Rex glori-m, Christe. Tu Pa-tris sempitdrnus cs Ff-li-

us. Tu ad liberândum ] suscepturus liomincm, non horruisti Virgi-nis u-tcrum. Tu devicto

—1___________ - a g B $ __ ran __ J KES3 —----------

mortis a-cu-le-o, aperuisti crcdentibus rc-gna coclorum. Tu ad dexter am Dei se - des,
J3

*n glori-a Patris. Ju - - dex crederis cs -sc ventürus. ’Te ergo queosumus | tuis famulis

subve-ni, quos pretioso sanguine | re - demi-sti. JEterna fac cum Sanctis tu - is in gloria

nu-me-rari. Salvum fac populum tuum, Domino, et bêncdic | höeredi-tâ - ti tu-ao. Et rege

c - os, ct extolle illos | usque in m -têrnum. Per singulos di - es bencdi-ci-mus te.

Et laudamus nomen tuum in sx'culura, ct in sm'cu-lum so/cu-li. Dignârc, Dornine, j di-e

---------------------------------------------------------- 1iKJ”**________________ ;__ 5La__«__ 4 p — — ♦ Au uau-------------------------re „
1_____________________________ - n_____i B . B a______ 4______ ".è-E ----------------------------------"a—*

i - sto sine pcccato | nos cu-sto-di-re. Mi-sere-re nostri, Domino, mi-se-re-re nostri.

1 AU kneel at this verse, which is sung more slowly than the rest.
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Fiat misericordia tua, | Domine, su-pcr nos, quemadmodum | spcra-vimus in te. In te,

Domine, sperâ-vi: non confundar in m-ternum.

On occasions of Thanksgiving, the following’ Versicles, Responses, and Prayers, are added
The Vehicles are sung by the celebrant, the Responses by the choir.

2 Ore mils.

infinitus est thesaurus: piissimae

y. Dominus vobiscum.
R. Et cum spiritu tuo.

X7". Benedictus es, Domine, [ Deus patrum no —
R. Et laudâbilis, | et gloriosus in
X7". Benedicâmus Patrem et Filium, | cum Sancto
R. Laudêmus et supercxaltemus cum | in
X7". Benedictus es, Domine, | in firmamento
R. Et laudabilis, et gloriosus, | et supcrexaltatus
ji/*.  Benedic, anima mea
R. Et noli oblivisci | omnes retributiones
X7". Domine, exaudi orationem
R. Et clamor meus ad te

- - stro-rum.
sm'-cula.
Spi - ritu.
see' - cula
coo - li.

in saZ-cula.
Do-mino.
e - -jus.
me - am.
vê -niat.

Deus, cujus miscricordim non est nümerus, et bonitâtis
Majestâti turn pro collatis donis grâtias âgimus, tuam semper clementiam exorantes; ut qui
pctêntibus postulâta concêdis, eosdem non dêserens, ad prae'mia futüra disponas.

Deus, qui corda fidelium Sancti Spiritus illustratiòne docuisti: da nobis in eodem Spiritu
recta sâpere, et de ejus semper consolatione gaudêre.

1 They are omitted (the Prayer, Deus cujus inircricordicc, excepted,) when Tc Dcum is sang in presence of the Blessed
Sacrament, solemnly exposed.

8 Theee Prayers are chanted on one ncte throughout. The syllable preceding Per Christum, etc., and that preceding
Zmcn may end like a Fcrsiofe. During tho singing of these Prayers all kneel, the celebrant excepted.
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Deus, qui ncmincm in te sperantcm nimium affligi pcrmittis, seel pium precibus pnestas
audituni: pro postulationibus nostris, votisque suscêptis gratins Agimus, to piissime dcprccântcs, ut a
ennetis semper munidmur advêrsis. Per Christum Dominum nostrum. R. Amen.

LITANY OF THE B. V. MARY.—No. I.1

Sub tu-um prmsi - dium confu- gimus, sancta Dc-i Ge -nitrix, nostras depre-

ca-ti-6-ncs no de-spi - ci-as in necessi-ta - ti-bus; sed a pc-ri-culis cunctis lf-bc-ranos

semper, Virgo glori-6 - sa, et benedi - - eta.

Kyri-e c-le-i-son. Christo c-lê-i-son. Christê audi nos. Christo exaudi nos.

Choir.

Pater de coclis De-us, Mi-sere-re no-bis. Fili Rcdemptor mundi De-us, Miscre-re

Chanters. Choir.

no-bis. Spin-tus Sancto De-us, Mi-serere no-bis. Sancta Trinitas, unus De-us,

.Chanters.

Miser 6re no- bis.

Choir.

1 This Litany, with the exception of the Antiphon Sub tuum presidium, which is from the Pontifical, is not given as
Roman, being taken from a little work published some few years ago by Burns and Lambert, London. It has somewhat of
a rhythmical character, for which reason wo have introduced the double-breve, which is to be held about as long as the time ut’
two breves. The simple melody of this Litany admits of a great variety of harmonisation by a judicious organist.
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Chanters. Choir always answers thus.

Sancta Man-a, Sancta Dc-i Gênitrix, Sancta Virgo Virgiuum, 0 - ra pro no-bu

——
----------------------------------------------------------------------------_

- - KSM S--- X------------------ea------ — 1621 ES • pva----- — ED------ ■ ~ 1 EzlB
Ma - - ter Chri -sti, Mater di -vina? grati-a?, Ma- - - ter pu - ris-si-ma, Ora.
Ma - - ter ca - stisfci-ma, Mater invio - la - - ta, Mater interne-rà - -ta, Ora.
Ma - - ter a - - mabi-lis, Mater admi - rabi -lis, Mater Crea - - to - -ris, Ora.
Mater Salva - - to - -ris, Virgo pruden-tissi - ma, Virgo vcnc- -ran -da, Ora.
Virgo pra?di - can -da, Vir - - - -go po - - tens, Vir - - go cle -mens, Ora.
Vir- - go fi - - de - -lis, Specu - - lum ju-stiti -a?, Sedes sapi - -en-ti-a?, Ora.

Can-sa nostra? la? - - fi-ti-a?, Vas spiritu-a - - - le,
Vas in-signe devoti - 6 - - nis, Ro - sa mysti - ca,

Vas ho-no--ra-bi-le, Ora.
Tur - ris Da - vi-di-ca, Ora.

Tur- - - ris c-burnca, Do - - - - - mus aurc - a, Fa?/ - - - deris ar - ca, Ora.
Ja - - — nua coc - li, Stella matu - ti-----na, Salus in - fir - mo-rum, Ora.
Refugiumpcc-ca-to - rum, Consolatrix affli - - cto - - rum, Auxflium Christia-n6- rum, Ora.
Regina An-ge-16 -rum, Regina Patriar-cha--rum, Regina Pro-phc-ta- rum, Ora.
Regina A-po - sto-lo - rum, Regi----- - na Marty-rum, Regina Con-fes- so- rum, Ora.

Rcgi-na Virgiuum, Regina San-ctorura 6-mnium, Regina sine labe origi-na-li conce-pta, Ora.

A-gnus De-i, A-gnus Dc-i,
A-gnus De-i, A-gnus De-i,
A-gnus De-i, A-gnus De-i,

Choir.

-Essa —1^-OEk

qui tollis pec-cata mundi,
qui tollis pec-cata mundi,
qui tollis pec-câta mundi,

Faroe no-bis, Domine.
E-xau-di nos, Domine.
Mi-se-re-re no - bis

28 Chri-ste, audi nos. Chri-ste, e-xâudi nos.
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The Litany ended, the following Verside and Response, and the Prayer, according to the
season, arc chanted:

Celebrant and assistants,..^. Ora pro nobis, | Sancta Dei Ge-ni-trix.
ChOir R. Ut digni cfficiamur | promissionibus Cbri - - sti.

From Advent to Christmas.
Or emus.

Deus, qui de beats) Maria) Virginis utcro Verbum tuum, Angelo nuntiante, carnem suscipere
voluisti; pra)sta supplicibus tuis, ut qui verc earn Genitrieem Dei credimus, cjus apud te intercessi-
onibus adjuvemur. Per eundem Christum Dominum nostrum. R. Amen.

From Christmas to the Purification.
Or emus.

Deus, qui salütis netêrna), beata) Marine virginitate foccunda, human o gencri prnemia pnesti-
tisti; tribue, qunesumus, ut ipsam pro nobis intercedcre sentiamus, per quam meruimus auctorem
vita) suscipere Dominum nostrum Jesum Christum Filium tuum. R. Amen.

From the Purification to Advent.
Or emus.

Concede nos fâmulos tuos, quaesumus, Domino Deus, perpetua mentis et corporis sanitate
gaudêre; et gloriosa beata) Marias semper Virginis intercessionc, a prncsenti liberari tristitia, et
astêrna pêrfrui Imtitia. Per Christum Dominum nostrum. R. Amen.

LITANY OF THE B. V. MARY.-No. 2.1

Ky-ri-e e-lei-son. Ky'ri-o e-lei-son.

Chanters. Choir.

Chri-ste e-lei-son. Chri-ste e-lei-son.

1 This Litany is not given as Roman. We copy it from the Enchiridion Chorale, by J. G. Mcltcnleitcr, Ratisbonnc,
1853. The italicised syllables are to be sung to the note to which the syllable ri is adapted, in the invocation Sancta

Maria, on next page.
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Kyzri-e e-lêi-son. Ky'ri-e e-lêi-son.

Chanters. Choir.

Chri-stc, audi nos. Chri-stc, audi nos.

Christo, exaudi nos. Christo, exaudi nos.

Chanterg.

---- h----------------------------------------------------- ’ “Fl-
Pater do ca?lis De-us,
Fili, Rcdemptor niundi Dc-us,
Spiritus sancte, Dc-us,
Sancta Trinitas, unus Dc-us,

Choir.

Mi-se-rd-re nö-bis.
Mi-sc-re-re no-bis.
Mi -sc- re-re no-bis.
Mi-se-re-rc no-bis.

Choir, after each Invocation.

0 - ra proSancta Ma - - n no-bis.

Chanters.

Sancta Dei 6re-nitrix,
Sancta Virgo 17r-ginum,
Mater Chri-sti,
Mater divina? eyra-tico,
Mater pu-m-sima,
Mater ca-sZfs-sima,
Mater invio-Za-ta,
Mater inteme-ra-ta,
Mater a-?na-bilis,
Mater admi-ra-bilis,
Mater Crca-Zo-ris,
Mater Salva-fo-ris,
Virgo pruden-Zis-sima,
Virgo vene-ran-da,
Virgo pra>di-ca?i-da,

Virgo 790-tcns,
Virgo cZe-mens,
Virgo h-tZe-lis,
Speculum ju-3/I-tim,
Scdcs sapi-en-ticc,
Causa nostra? Im-Zz-tia?,
Vas spiritu-a-le,
Vas hono-ra-bile,
Vas insigne devoti-o-nis,
Rosa wiyz-stica,
Turris Da-r«-dica,
Turris c-òwr-nca,
Donius atz-rca,
Foe'dcris ar-ca,
Janua ccc'-li,

Stella matu-Zi-na,
Salus infir-mo-rum,
Refugium pecca-Zo-rum,
Consolâtrix affli-eZo-rum.
Aux ilium Christia-7to-rum,
Regina Ange-Z6-rum,
Regina Patriar-cÀâ-ruin,
Regina Prophe-Za-rum,
Regina Aposto-Z6-rum,
Regina J/ar-tyrum,
Regina Confes-so-rum,
Regina Ter-ginum,
Regina Sanctorum o-mniun\
Regina sine labe original:

* con-ce-pta.
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Choir.Chanters.

Agnus Dc-i,
Agnus De-i,
Agnus Dc-i,

qui tollis peccata mundi,
qui tollis pcccata mundi,
qui tollis peccata mundi,

Par-ce no-bis Dominc.
Exdu - di nos Domino.
Mi -sc-re-re no - bis.

Chri-stc, audi nos. Chri-ste, audi nos.

Chanters. Choir.

—fr ET~n

Chri-stc c-lei-son. Chri-stc e-lei-son.

Christo, exaudi nos. Christo, exaudi nos.

Kyzri-e e-lci-son. Ky'ri-c c-lêi-son.

b—I--------------------r- ____ r_- - 1 ■____ i j
S__ a-—» a B.gr°L.L B g ja_ s_ □_

----------------------- C—*1 ---------------------------------------- ®— ra—a—E—---------------------------- 1----------------- B -H —1---------------- a- EJ-X—---------B—H—S------- ------------------ n- - B------Ant. .qs—E3—Bg-a—n- -------------q-^-a ---------------------- [—ma----------—b—j

Sub tu-um prae-si - dium confugimus sancta Dc-i Genitrix: no-stras deprcca-

ti-6-ncs ne dcspi - ci-as in ncccssi-tatibus nostris; sod a pc-ri-cu-lis cunctis li-be-

B hs
_______ ri B <» ~ aH® - ■ _ a . ■- M a ■ i 4 B. B a— 1 -■ a H a a B

ra nos semper, Virgo glori-6-sa et be-nc-dicta.

The Vcrsicle and Response, and the Prayer, as on p. 218. i

i This Antyhon is token from tlio Dircctoriwn Chori, Rome, 1737.
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LITANY OF THE SAINTS.'

Ky-ri-e c-le-i-son. Christo e-le-i-son. Ky'ri-c c-le-i-son. Chri-stc, audi nos.

’Sung twice. Sung twice. Sung twice. Sung twice.

Chanters. ChoirSung twice.

Christo, c -xau-di nos.

Choir.

Pater de ccclis De-us, R. Mi-se - re-re no-bis.
Fili Bedemptor inundi Dc-us, R. Mi-sc-re-re no-bis.
Spiritus Sancte Dc-us, R. Mi-se-re-re no-bis.
Sancta Trinitas 1 unus De-us, R. Mi-sc-re-re no-bis.

Sancta Ma-n-a, R.O-ra pro no-bis.
R. Orate pro no-bis.

Chanters.

n ____ n n -□ a n___ E c

Sancta Dei (7e-nitrix, R. Ora.
Sancta Virgo Hr-ginum, R. Ora.
San etc J/i-chacl, R. Ora.
Sancto 6?a-briel, R. Ora.
Sancte Pa-phacl, R. Ora.
Omnes sancti Angcli | et Arch-an-geli,

R. Orate.
Omnes sancti bcatorum Spirituum br-dines,

R. Orate.
Sancte Joannes Ba-2>^-sta, R. Ora.
Sancte Jo-seph, R. Ora.
Omnes sancti Patriarchs? | et Pro-^Zze-tm,

R. Orate.
Sancte Pc-tre, R. Ora.
Sancte PavAe, R. Ora.

Sancte An-c?rb-a, R. Ora.
* Sancte Ja-cb-be, R. Ora.

Sancte Jo-an-ncs, R. Ora.
* Sancte T/zb-ma, R. Ora.
* Sancte Ja-cb-be, R. Ora.
* Sancte Phi-Zzp-pc, R. Ora.
* Sancte Bartbolo-nicc'-e, R. Ora.
* Sancte Mat-tfiaZ-c, R. Ora.
* Sancte £7-mon, R. Ora.
* Sancte Thad-da-'-c, R. Ora.
*Sancte Mat-fZzi-a, R. Ora.
* Sancte Par-naba, R. Ora.
* Sancte Zw-ca, R. Ora.
* Sancte jl/tir-ce, R. Ora.

1 Thia edition of tho Litany of the Saints is from the Dircctorium Chori, Rome, 15S9. It differs from that given on p.
ICG et seq. of this work, from the Dircctorium Chori, 1737, principally in not having the flat on S», except at the ninth
note from the end. See Note 1, p. ICG.

2 First by two chanters, and repeated by the choir. The same applies to other passages marked in the same manner.
3 To this note are sung the italicised syllables which follow.
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Choir.

q---□—
Chanters.

Omnes sancti Apostoli | ct Evangc - - fö-stre, R. Ora-te pro no-bis.
R. 0 - ra pro no-bis.

Omnes sancti Discipuli Do-mini, R. Oràte.
* Omnes sancti Inno-cenAes, R. Orate.

Sancte Sc-plianc, R. Ora.
Sancte Lau-ren-ti, R. Ora.
Sancte Vin-cen-ti, R. Ora.

* Sancti Fabianc et Scbasii-a-nc, R. Orâte.
* Sancti Joannes et Datz-lc, R. Oràte.
* Sancti Cosma et Dami-à-ne, R. Orâtc.
* Sancti Gervâsi et Pro-fà-si, R. Oràte.

Omnes sancti Mar-tyres, R. OrAte.
Sancte Sil-ve-ster, R. Ora.
Sancte Grc-^6-ri, R. Ora.

* Sancte Am-kro-si, R. Ora.
Sancte Augu-sfz-ne, R. Ora.

* Sancte Hic-ro-nyme, R. Ora.
* Sancte Mar-fz-ne, R. Ora.
* Sancte Nico-Za-e, R. Ora.

Omnes sancti Pontifices | et Confes-so-rcs,
R. Orate.

Omnes sancti Do-cfo-res, R. Orate.

Sancte An-fo-ni, R. Ora.
Sancte Benc-rfz-cte, R. Ora.

* Sancte Ber-fiàr-de, R. Ora.
Sancte Do-nw-nice, R. Ora.
Sancte Fran-cz-sce, R. Ora.
Omnes sancti Saccrdotes | et Le-i'z-ta?, R.

Orate.
Omnes sancti Monachi | et Ere-me-toc, R.

Orate.
Sancta Maria Magda-7e-na, R. Ora.

2 Sancta A-gatha, R. Ora.
* Sancta Du-cia, R. Ora.

Sancta A-gnes, R. Ora.
2Sancta Cm-cz-lia, R. Ora.

* Sancta Catha-rz-na, R. Ora.
Sancta Ana-sfâ-sia, R. Ora.
Omnes sancta? Virgines | ct Fz-dua?, R.

Orate.
Omnes Sancti | ct Sancta? De-i, R. Intcr-

cedite pro nobis.

Pro-pi-ti-us e-sto. R. Par-cc no-bis Do-nii-ne.
Pro-pi-ti-us e-sto. R. Exau - di nos Do-mi-nc.

Chanters. Choir.

Ab o-mni ma-lo, R. Li-bc-ra nos Do-mi-ne.
Ab o-mni pec-cà-to, R. Li-bc-ra nos D6-mi-ne.
Ab i-ra tu-a, R. Li-bc-ra nos Do-mi-ne.

Chanters. 3 Choir.

1 See Note 3, on the preceding page. a See Note 1, p. 1GC.
3 To thia note are sung the italicised syllables which follow. ’ Care should be taken to avoid accenting or prolonging

(as is often done) a short or unaccented syllabic occurring immediately before such italicised syllable. The slight accent, or
pause to be made, should be thrown back on the nearest syllable which will bear it. Thus, for instance, in the word iwpro
viso, the syllable tm will bear being prolonged rather than the syllable pro; in the word itindiis, the syllable el rather than
di; in the word mala, ma, rather than la; in the word/onricoHonie, the firsts rather than the second syllable; and so on of
other words.
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*A subitànea | ct impro - vi- sa mor-te, R. Li-bc-ra nos D6-mi-nc.

Chanters. 1 Choir.

E ■— ______ a__ a_. B “ u ♦ „ - "1r---------- --------- S H ■ -

* Ab insidi-t's di-â-boli, R. Libera.
* Ab ira, et odio, | et omni mala w-lun-ta-tc,

R. Libera.
* A spiritu forni-ca-ti-6-nis, R. Libera.
* A fulgure | et te/n-pe-sta-te, R. Libera.
* A flagêllo ter-rm-mo-tus, R. Libera.
* A pesto, | fa.-77i€ ct bel-lo, R. Libera.

A mor-te pcr-pê-tua, R. Libera.
Per mysterium | sanctse Incarnati-6-nis tu-m,

R. Libera.
Per Ad-ven-tum tu-um, R. Libera.
Per Nativi-ta-tcm tu-am, R. Libera.

Per Baptismum | et sanctum Jeju-ra-um
tu-um, R. Libera.

Per Crucem | ct Passi-6-nem tu-am, R.
Libera.

Per Mortem | et Scpul-fu-ram tu-am, R.
Libera.

Per sanctam | Resurrccti-6-nem tu-am, R.
Libera.

Per admirabilem | Asccnsi-6-nem tu-am,
R. Libera.

Per advêntum | Spiritus San-dt Pa-ra-cliti,
R. Libera.

In di-e ju-di-cii, R. Libera.

2Pec-ca - to-res, R. Te ro-ga-mus au-di nos.

Chanters. Choir.

K__ _______H °C n S E E—« - g B

1 _______________________ “__J3_______“____________________ L

Utno - -- -- -- -- -- -- -- — — bis par-cas, R. Te ro-gamus au-di nos.
* Ut nobis in - dül-geas, R. Te ro-gâmus au-di nos.
* Ut ad veram poenitentiam | nos pcrdücere di-gnê-ris, R. Te ro-gâmus au-di nos.

Chanters. 3 Choir.
c-------- --------------------- —------------------------------------------------------------------------ n------m
J—E33J—------------------------------- ---------------------------------------------B------ - “ n ■ n e ■ ‘H

Ut Ecclesiam tuam sanctam regere, | et
conscrvare di-gne-ris, R. Te rogâmus.

Ut Domnum Apostolicum, | et omnes ccclc-
siasticos ordines, | in sancta rcligione
conscrvare di-gnê-ris, R. Te rogâmus.

Ut inimicos sanctm Ecclesire | humiliare di-
gne-ris, R. Te rogâmus.

Ut rêgibus et principibus Cbristianis | pacem
et veram concordiam donare di-gne-ris,
R. Te rogâmus.

* Ut cuncto pòpulo Christiano | pacem et
unitatem largiri dt-gne-ris, R. Te
rogamus.

1 See Note 3, on the preceding page.
2 On Holy Saturday, this, and the Invocations following it, should be sung very slowly, so as to end about the time

the celebrant is ready to commence Mass.
3 To this note are sung the italicised syllables which follow. A strong accent should be thrown on the first acccr^ai

(never on a final) syllable preceding each of them.
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Chanters. 1 Choir.

- ... • f
Ut nosmetipsos | in tuo sancto servitio confortare | ct conservâre cZi-gnê-ris, R. Tc rogamus audi nos.

* Ut mentes nostras | ad coelestia desideri-a
ê-rigas, R. Te rogamus.

Ut omnibus bcncfactoribus nostris | sempi-
têrna bona re-tri-buas, R. Te rogamus.

* Ut animas nostras, | fratrum, propinquorum,
et bencfactorum nostrorum, | ab mterna
damnatior.c c-ri-pias, R. Tc rogamus.

Ut fructus terra? dare | et conservâre cZt-gue-
ris, R. Tc rogamus.

Ut omnibus fidelibus dcfunctis | requiem
actêrnam donarc cZZ-gne-ris, R. Te
rogamus.

Ut nos exaudire di-gnê-ris. R. Te rogamus.
* Fi-Zt Dc-i, R. Tc rogamus.

Choir.Chanters.

2 Agnus Dc-i, qui
Agnus Dc-i, qui
Agnus De-i, qui

tollis pec-ca-ta mundi, R.
tollis pcc-ca -ta mundi, R.
tollis pec-ca-ta mundi, R.

Par-ce no-bis D6-mi-ne.
E -xâu- di nos, Do-mi-ne.
Mi- sc - re - re no - - bis

Chri-ste, au-di nos. Christe c-xau-di nos. Kyz-ri-e c-lê-i-son. Cbristc c-le-i-son.

3 Sung twice. Sung twice. Sung twice. Sung twice.

E_ B^Eaüag_H~H:

Kyzri-e e - - le -

Pater nosier, the Psalm, Vcrsicles and Responses, Prayers, etc., as on page 171.

1 See Note 3, on the preceding page.
2 The notes, at this part of the Litany, are not sung on the pitch indicated — they arc transposed a fourth bcloic. In

other words, after the Response Tc rogamus, etc., which ends on Do, the chanters intone Agnus Dei, etc., commencing (not
on lie, but) on La, and singing La, La, La, Si, Si, etc., while the choir answers on La, Si, Do, La, Si La. At Christe
audi nos, however, transposition no longer exists; i. e., after the Response Misertrc nobis, ending on La, the chanters
intone Christe, audi nos, commencing on Do, and continuing as it is written.

3 First by the chanters, and repeated by the choir.
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MISERERE.

PSALM 50.’

—-------ii------------------------------------------------------i
Mi-sc-rc-rc | mc-i, Dc-us: * secundum magnam | miscri-cordiam tu-am.

2. Et secundum multitudincm ( miserati-6-num fu-d-rum : * dele | iniqui-ta-tem nic-ain.

123 4 5 0 7 8

3. Amplius lava me | ab iniqui-ta-tc me-a:  et a pcccato mc-o munda me.*

1234 5678

4. Quoniam iniquitatem mcam | e-go co-gno-sco:  et pcccatum meum | contra me est sein-per.*

1 2 3 4

5. Tibi soli peccavi, | et malum coram to fc-ci:  ut justificêris in sermonibus tuis, | et vincas cum*

5 6 7 8

ju-di-ca-ris.
12 34 5678

G. Ecco enim | in iniqui-ta-h‘6us con-ccptus sum: * et in peccâtis | concepit me ma-tcr mc-a.

1234 5678

7. Ecce enim | veritatem di-le-xi-sti:  incêrta et occulta sapientiro turn | manife-sta-sti mi-hi.*

1234 5678

8. Asperges me byssopo, | et mun-da-bor:  lavabis me, | ct super nivcm dc-al-ba-bor.*

1234 5678

9. Auditui mco | dabis gâudium ct kc-tfü’-am:  et exultabunt | ossa bu-mi-li-a-ta.*

123 4 5678

10. Avertc faciem tuam | a pcc-ca-tis mc-is:  et omnes ] iniquitâtes mc-as-de-le.*

1 This Psalm may be sung to any of the Eight Tones, and in alternate verses by one or two chanters and the choir.
We give it here with the 1st Tone, 5fà Conclusion. It is hardly necessary to explain, that the figures over words or syllables
indicate to what notes, or groups of notes, they are to be sung. Some groups of two and three syllables are printed in
italics, to show that they are sung to one and the same note.
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11. Cor mundum | crca in me, De-us: * ct spiritum rectum innova | in vi-sce-n6us mc-is.

1234 .5078

1234 5 C 7 8

12. Ne projicias me | a fa-cfe tu-a:  et spiritum sanctum tuurn | nc au-/eras a me.*

1234 5078

13. Redde mihi laetitiam | salu-ta-ris tu-i:  ct spiritu | principâ-li con-firma me.*

1234 5078

14. Docêbo iniquos | vi-as tu-as:  et impii | ad to con-ver-ten-tur.*

.1 2 3 4 5 6

15. Libera me de sanguinibus Deus, | Deus sa-lu-tis me-m :  et exultabit lingua mea | ju-sti-ham*

7 8

tu-am.

1234 5078

16. Domino, | labia rue-a a-peri-es:  ct os mourn | annuntiabit lau-dcm tu-am.*

1234 5678

17. Quoniam si voluisses sacrificium, | de-dis-sem «ti-que:  holocaustis | non dc-le-cfa6e-ris.*

1 2 3 4 5 6

18. Sacrificium Deo | spiritus con-tri-bu-la-tus:  cor contritum ct liumiliatnm, | Deus, non de-*

7 8

spici-es.

1234 5678

19. Benigne fac, Domine, | in bona voluntâte tu-a Si-on:  ut mdificentur | mu-ri Jc-rusa-lem.*

12 3 4

20. Tunc acceptâbis sacrificium justitias, | oblationes et ho-lo-cau-sta:  tunc imponcnt | super*

5 0 7 8
altdre tu-um v&u-los.

12 34 5078

Gloria | Pa-fn, et Ftli-o: * et Spi-ri-tizi San-cto.

1 2 3 4 6 6 7 8
Sicut erat in principio, | et nunc, ct scm-pcr: * et in soecula | saccu-lo-rum. .A-men.
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ST AB AT MATER,

AS SUNG- IN THE CHURCHES AT ROME.1

Sta-bat Ma-ter do - lo - ro - sa, J u-xta cru-ccm la-cry-m6-sa, Dum pcn-de-bat Fi - li - us.

2. Cuius an imam gcmentem,
Contrisratam, ct dolêntem,

Pcrtransivit gladius.

3. 0 quam tristis ct afbicta
Fuit ilia ben edicta

Mater Unigeniti.

4. Qua? nicer ebat, ct dolebat,
Pia Mater, dum vidêbat

Nati peen as inclyti.

5. Quis cst homo qui non floret,
Matrcm Christi si videret

In tauto supplicio ?

6. Quis non posset contristâri,
Christi Matrcm contemplari

Dolentem cum Filio ?

7. Pro peccatis sum gentis
Vidit Jcsum in tormentis,

Et flagelbs subdituin.

9. Eja Mater, fons amoris,
Me sentirc vim doloris

Fac, ut tecum lugeam.

10. Fac ut ardcat cor meum
In amando Christum Dcum,

Ut sibi complaceam.

11. Sancta Mater, istud agas,
Crucifixi fige plagas

Cor di mco vâlidc.

12. Tui Nati vulncrati,
Tam dignati pro me pati,

Pccnas mecum divide.

13. Fac inc tecum pic Acre,
Crucifixo condolêre,

Donee ego vixero.

14. Juxta Cruccm tecum stare,
Et me tibi sociarc

In planctu desidero.

15. Virgo virginum prmclara,
Mihi jam non sis amâra;

Fac me tecum plangcre.

1G. Fac ut port cm Christi mor-
Passionis fac cons6rtcm,[tcm,

Et plagas recolere.

17. Fac me plagis vulnerâri,
Fac me Cruec inebriari,

Et cruore Filii.

18. Flammis ne urar succensus,
Per te, Virgo, sim deiensus

In die judicii.

19. Christe, cum sithinc cxirc,
Da per Matrcm me venire

Ad palmam victoria).

20. Quando corpus moriêtur,
Fac ut animae donêtur

Paradisi gloria.

8. Vidit suum dulccm Natum
Moriêndo dcsolatum,

Dum cmisit spiritum.
Chanters.

Choir.
Ora pro nobis, | Virgo dolorosissima.

R. Ut digni cfficiamur | promissionibus Christi.

OREMUS.

Intcrveniat pro nobis, qumsumus, Domine Jesu Christe, nunc et in hora mortis nostrae, apud
tuam clementiam, beata Virgo Maria, Mater tua, cujus sacratissimam animarn in hora turn Passionis
doloris gladius pcrtransivit. Per to, Jesu Christe, Salvator mundi, qui cum Patre et Spiritu
Sancto vivis ct regnas, Deus, in saecula smculorum. R. Amen.

1 From the Catholic Pealmist,
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0 sa-crum cou-vi - vi-um, in quo Chri-stus su - - mitur, rc-co - - li-tur me

0 SACRUM CONVIVIUM.1

mens im - pie - tur grâpas-si-6 - nis o - jus,mo -----ri-a

fu-tu-ra) gio - ri-m no-bis pi - - gnus da - tur. Al-le----- | c----------

_____ 1 - b-P$---------is -)
__ n____

............."

lu - ia.

1 From the Istitv.zioni di Canto Fcrmo,
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GENERAL INDEX

Absolution and Blessing, at Matins

85.
Accidentals, 17.

« Exercises on, 33.
Adaptation of the Psalms to the

Eight Tones, 51.
Ad Dominum, Ps. 119, 2d Tone, 184.
Adoma thalamum, Antiphon, 176.
Ad regias Agni, Hymn, 121.
Advertisement, 7.
2Eolian, or ancient 9th Tone, 38, 39,

11G.
Afferte Domino, Ps. 23, Sth Tone,

209.
Alleluia, how snng when added to

Versicles and Responses, on Dou
bles, 73.

Alleluia of Holy Saturday, 161.
Alma Rcdcmptoris, 80.
Amon, at the end of Prayers, how

sung, 75.
Antiphons, how sung, 49.

“ of the B. V. Mary, 80.
Asperrgcs me, 88.
Audi, benigne, Hymn, 121.
Ave maris stella, Hymn, 119.
21 re Regina, 81.
Ave Sanctum Chrisma, etc., 211.

Bars, or pauses, 11.
Benodicamus Domino, at Complin,

206.
Bencdicamus Domino, at Vespers and

Lauds, 37.
Bencdicamus Domino, on Sundays in

Advent and Lent, 95.
Benediction, before Lessons, 85.
Benediction of the Most Holy Sacra

ment, 131.
Benediction. Pontifical, 79.

Bcncdictus, (Canticle,) 1st Tone,
146;—2d Tone, 182.

Blessing of a Bell, Chants for, 209.
Burial and Office of the Dead, 179.

Canticles, Intonations of, and man
ner of singing, 58.

Change of Clefs, 13.
Chant, Roman or Gregorian, what

it is, 9.
Chanters, their duties, 117.
Chapter, (Little) how sung, 70.
Characters of the different Tones of

Gregorian Chant, 42.
Characters used in Roman Chant,

10.
Choir, arrangement of, 117.
Christus foetus cst, Antiphon, 147.
Clefs, 12.

“ transposition and change of,
13.

Ccclcstis Urbs, Hymn, 126.
Commemoration, at Vespers, how

sung, 76.
Commixed Tones, 37.
Compass of Gregorian melodics, 10.
Complin, Office of, 203.
Confirma hoc, Antiphon, 207.
Confitebor, Ps. 137, 2d Tone, 185.
Con fit cor, 94.
Consecration of Bishops, Chants for,

208.
Consecration of the Holy Oils,

Chants for, 210.
Converterc, Dombie, Antiphon, 189.
Creator alme, Hymn, 120.
Credo, 92.
Crudelis Ilcrodcs, Hymn, 120.
Cum Angelis, Antiphon, 135.
Custodcs hominum, Hymn 124.

Decora lux, Hymn, 126.
Degrees of the Scale, 11.
De prof undis, Ps. 129, 7th Tone, 184.
Deus in adjutorium, 69.
Deus in sancto, Antiphon, 210.
Deus tuorum militum, Hymn, 123.

(twice.)
Diapason, or Octave, 29.
Dilexi, quoniam, Ps 114, 2d Tone,

183.
Director, or leader, necessary in a

choir, 99; his duties, 117.
Dircctorium Chori, notice of, 5, Note.
Dirigc Dominc, Antiphon, 189.
Divinum auxilium, 79.
Dominant of a tone, what it is, 34.
Dominants of the Eight Tones, 42.
Dominc, Deus mens, Ps. 7, 8th Tone,

190.
Dominc, labia men, 84.
Dominc, ne in furore, Ps. 6, 8th Tone,

189.
Dominus custodit tc, Antiphon, 184.
Dominus det nobis, etc., 79.
Dominus vobiscum, how always sung,

except at the Preface of the Mass,
and Prayers like it, 75.

Dorian, or 1st Tone, 35, 108.

Eccc lignum, Antiphon, 155.
Ecce quam bonum, Ps. 132, 2d Tone,

208.
Ecclesiastics, not excusable for entire

ly neglecting the study of Chant,
97, Note 2.

Ego sum resurrectio, Antiphon, 182.
Egrcgie Doctor, Hymn, 126.
Epistle, how sung, 90.
Et cum spiritu tuo, how sung, 75.
Execution of Chant, 97.
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Exercises on Intervals, 30.
Exultct orbis, Hymn, 123.
Exwrge, Domino, 176.

Ferial Intonations of the Psalms, 49.
Fcria quinta in Cana Domini, (floly

Thursday,) Office of, 141.
Fcria sexta in Parasccve, (Good Fri

day,) Matins of, 149; Morning

Office of, 154.
Festival Intonations of the Psalms,

40.
Fiddium anima, 78.
Fifth, 26.
Fifths, exercises on, 32.
Final of a Tone, 15, 34.
Finals of the Eight Tones, 42.
Firmctur mamis tua, Antiphon, 208.
First Tone, Roman practice with re

gard to, 50.
Flat, 17.
Flcctamus genua, 154.
Forlorn virili, Hymn, 123.
Forty Hours’ Exposition of the Most

Holy Sacrament, 165.
Fourth, 25.
Fourths, Exercises on, 31
Fourth Tone, Roman practice with

regard to, 50.

Gamut, or Scale, 14.
Gloria in cxcclsis, 90.
Gloria, laus, etc., Hymn, 136.
Gloria Patri at the Introit, the Eight

Tones for, 44.
Gloria Patri, after the Psalms of the

Office, how sung, 50.
Good Friday, Matins of, 149; Morn

ing Office of, 154.
Gospel, how sung, 91.
Guide, 11.

Hccc dies, Antiphon, 121.
Harmonics used in accompanying

Roman Chant, 106.
Harmonies of cadences of the Phry

gian Tones, 110, Note.
Hei mihi, Antiphon, 184.
Holy Saturday, Matins of, 156; Morn

ing Office of, 161; Vespers of, ibid.

Holy Thursday, Matins of, 141; at
the Procession, 148.

Holy Week, Chants for, 133.
Hosanna Filio David, Antiphon, 133.
Humiliate capita vestra, 94.
Hymn at Vespers, how sung, 71.
Hymns at Vespers, Tones of, 119.
Hypo-JEolian, or ancient 10th Tone,

38, 39.
Hypo-Dorian, or 2d Tone, 35, 109.
Hypo-Ionian, or ancient 12th Tone,

39.
Hypo-Lydian, or 6th Tone, 36, 113.
Hypo-Mixolydian, or 8tb Tone, 37,

115.
Hypo-Phrygian, or 4th Tone, 36,

111.

In cxitu, Ps. 113, Tone of, 48.
Ingrediente Domino, Responsory, 137.
In monte Oliveti, 133.
In Paradisum, Antiphon, 181.
Intervals, 21.

“ Exercises on, 30.
Intonations of the Psalms, 43.

11 u Canticles, 58.
Ionian, or ancient 11th Tone, 38,

39.
Istc Confessor, Hymn, 124.
Ito Missa est, 95.

Jam sol recedit, Hymn, 122.
Jesu corona virginum, Hymn, 123.
Jesu fluids memoria, Hymn, 120.
Jesu Redemptor, Hymn, 120.
Jube Domnc benediccre, 85.

Lamentations of Jcremias, for Good-
Friday, 156; for Holy-Thursday,
149; for Wednesday in Holy
Week, 141.

Laudato Dominum, Ps. 116, 6th Tone,
162.

Laus tibi Christo, how sung. 92.
Laus tibi Domino, Rex, etc., 69.
Levavi oculos, Ps. 120, 2d Tone, 184.
Lesson, manner of singing, 86.
Libera me, Responsory, 180.
Litany of the B. V. M., No. 1, 216;

No. 2, 218.

Litany of the Saints, 166, 221.
Little Chapter, 70.
Lucis Creator, Hymn, 119.
Lumen adrevclationcm, Antiphon, 175.
Lumen Christi, 161.
Lydian, or 5th Tone, 36, 112.

Magnificat, how sung, and Intona
tions of, 58.

Mar Unco eelebri, Hymn, 124.
Martyr Dei Venantius, Hymn, 121.
Mass, Intonations of, 88.
Mass, manner of playing the organ

at, 103.
Mass No. 1, 193; No. 2, 197; No. 3,

{Requiem,} 200.
Matins, Chants at, 84.
Matins of the Dead. 187.
Matins, manner of playing the organ

at, 102.
Miris modis, Hymn. 127.
Miscellaneous Chants, 213.
Miserere, Ps. 50, 1st Tone, 225.
Mixolydian, or 7th Tone, 36, 114.
Mixture of Clefs, 13.

a tl Tones, 37.
Mode, or Tone, see Tone.
Monosyllables, how sung in certain

of the Psalm-tones, 52; how in
Lessons and Prophecies, 86; how
in the Little Chapter, 71.

Natural, its use, 17; its positions,
20.

No quando rapiat, Antiphon, 191.
Nos qui vivimus, Antiphon, 39.
Notes, 10.
Nunc dimittis, Canticle, Sth Tone,

175.

Oltulerunt pro eo, Antiphon, 177.
Occurrunt turbec, Antiphon, 135.
Octave, or Diapason, 29.
Office, Divine, of the, 69.
Office of the Dead, 183.
Oleum infirmorum, etc., 210.
Omne quod dat mihi, Antiphon, 1S6.
O quot undis, Hymn, 125.
O Redemptor, 210.
Oremus dilectissimi, Prayers, 154.
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Organ, when it nfust be played, 100;

bow it must be played, 104.
Organist, hints to, concerning his

qualifications, duties, etc., 100.
Organ-playing, remarks concerning

the style of, 104.
O sacrum convivium, Antiphon, 228.
O salutaris Hostia, 131.

Palm-Sunday, Chants for, 133.
Pange lingua, Hymn, 125, 148.
Passion of our Lord, how sung, 137.
Pater nosier, before Lessons, 85.

u 11 (at J/ass,) Responses be
fore and after, 93.

Pauses, or Bars, 11.
Pauses, to be observed in singing, 93.
Pax Domini, 93.
Phrygian, or 3d Tone, 36, 110.
Pitch, in singing, dependent on cir

cumstances, 107, 117.
Pitch, in singing the Psalms, 51, 116.
Placare, Christs, Hymn, 120.
Placebo Domino, Antiphon, 183.
Pontifical Benediction, 79.

u Functions, Chants for, 207.
Prayer, festival intonation of, 74; fe

rial intonation of, 75.
Preface of the Mass, Solemn Vcrsicles

and Responses at, 92; Vcrsicles
and Responses in Masses of the
Dead, etc., 93.

Procedamus inpacet 135.
Procession of the Blessed Sacrament,

165.
Procession on rhe Feast of the Purifi

cation, 175.
Procession on Palm-Sunday, 135.
Prophecy, how sung, 87.
Psalms at the Introit, intonations of,.

43.
Psalms, manner of singing, 49.

u of the Office, festival intona
tions of, 46; ferial intonations, 49.

Pucri Uebrccorum, Antiphon, 134.

Quicumquc Christum, Hymn, 122.
Quodcumque in orbe, Hymn, 127.

Reduction of Tones, 41.
Legem cui omnia, Invitatory, 187.
Regina cadi, 82.
Requiem Mass, 200.
Requiescant in pace, at Mass and Ves

pers of the Dead, 96.
Respiration, in singing, 98.
Responses at Preface, Pater nostcr,

etc., 92.
Rex gloriose Marlyrum, Hymn, 123.

Sabbato Sancto, (Holy Saturday,)
Matins of, 156 ; Morning Office of,
161; Vespers of, ibid.

Salutis humanec sator, Hymn, 122.
Salve Regina, 83.
Sanctorum mcritis, ITymn, 124.
Sanctus, at Blessing of Palms, 134.
Scale, or Gamut, of the, 14.
Scales of the Right Tones, 35.
Second, 22.
Seconds, Exercises on, 30.
Semitone, or Minor Second, 22.
Seventh, 28.
Sharp, 17, 19.
Si iniquitates, Antiphon, 184.
Singers, remarks concerning, 97.
Sixth, 27.
Sixths, Exercises on, 32.
Species of Tones, Intervals, etc., 23.
Stabal Mater, as sung in Rome, 227.
Staff, 11.
Subvenile Sancli Dei, 179.
Sub tuum presidium, 216, 220.
Syllable, final, of Hebrew and in

declinable words, sung, under cer
tain circumstances, like monosyl
lables. See Monosyllable.

Syllables, Do, Re, Mi, Fa, etc., 10.

Tant urn crijo, 132.
Tc Deum, Ambrosian, 127; os sung

in Rome, 213; when sung at
Benediction, 132, Note.

Tc Joseph cclcbrent, Hymn, 124.
Third, 23.
Thirds, Exercises on, 37.
Time, or movement of the various

chants, 98.
Tone, or Major Second, 23.
Tone, or Mode, 34.
Tones, Authentic and Plagal, 34, 35 ;

commixed and mixed, 37 ; imperfect
and perfect, ibid; regular and ir

regular, 38.
Tones, the Eight, character of, 42.

u 11 for the Psalms, 46.
11 Reduction of, 41; transposi
tion of, 40.

Tristes er ant Aposloli, Hymn,’ 123.
Tritonc, 25.
Turba multa, Antiphon, 135.

Ungucntum in capitc, Antiphon, 208.
Unison, 21.
Ut queant laxis, Hymn, 124.

Vcni Creator, Hymn, 122, 207.

Vcnitc exullcmus, Ps. 94, 187.
Verba mca, Ps. 5, 7th Tone, 189.
Vcrsicles, how sung, 72; how in

Moly Week, etc., 84.
Vespers autem, Antiphon, 162.
Vespers, of the Dead, 183; of Holy

Saturday, 161.
Vespers, Order of, 69; manner of

playing the organ at, 102.
Vcxilla Regis, Hymn, 121, (twice,)

122, 155.
Vidcrunt tc agues, Ps. 76, 8th Tone,

210.
Vidi aquam, 89.
Vox Domini, Antiphon, 209.




