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APPROBATION.

- 59 Heeles Street Dublin.' ;

It has afforded me great pleasure to learn that the -
-“Maglster Choralis,” or Manual of Plain-Chant of -
fRev. Francis Xavier Haberl has been translated from -
’German into English by the Rev. Nicholas Donnelly'
:1 Tecommend the use of this Manial most  warmly to the‘_"
Catholic Clergy, and to all whose duty it is to study -
‘the Gregorian Chant. The work is compiled from the
best sources, and has been approved of by the highest
“duthorities. It is calculated to introduce into our Churches
“the correct system of Ecclesiastical Chant which has
been solemnly sanctioned by His Holiness, and which is
.80 well adapted to promote feelings of plety, and to
-edify the falthful

T PAUL CARD CULLEN

ARCHBISHOP OF DUBLIN

Feb. 5th A1877- o




'T.RANSLATOR’S" PREFACE.

-

- THE recent publication of the Choral Books by the
Sacred Congregation of Rites, has inaugurated a new era
“ig the history of Gregorian Chant For the first tlme
since the Antiphonarium of St. Gregory was chained to

- St. Peter’s altar, we have -a genuine, complete, 1) official -
“edition of the Choral Books. This edition?) enjoys the
highest sanction, and is accompahied by a strong recom--
‘mendation from the Holy Father to all the Bishops of
the World, urgino’ its immediate adoption; ‘““ut exopiata
umformztas in S. thzwgza etiam z'n cantu obziz'ézere
valeat.” 3)

": The Bishops of Ireland assembled in Synod at May-
“nooth, 1875; considered this recommendation of the Holy -
“See, and passed the following enactment; (Cap. XIII.
-de Euc]mmstm art. 73) Libre vero ckomles et Zzturgzcz
nper Ratisbone a Pustet, szlzopola Catholico, editi, in--
“missis el vesperis camtandis tam in Seminariis quam Ec- x
~clesiis posthac quamprimum adhibeantwr. - Hi nempe
Ubri @ Smo. Dno. Pio IX. plurimum commendantur €0
- quod in eis ad normam veterum MANUSCrEptorum, Ecclesie
,Ro'mcmw verus et genumus ccmtus Gregomomus tmdatur

' l) Tho Gmduale oi Paul V. (of which the Ratlsbon Gradual 1s a
eprint) was of course official .as also the  “Directorium Chori”. of
Guidetti; but the Antiphonarium of Venice (Liechtenstein.edition) ithough
cﬁzepted as correct. and used. generally was_ never ofﬁmally recogmsed
i now ) - )

2 Y Ratlsbon, Fr Pustet 1871. . :
- 3) See article in “Irish Ecclesmsucal Reco1d - August 1875 “N otes
“on Plain- Ghant &c noov . :
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“Smaxime @ VOLS, ut cum in ceteris que ad sacrom

Y
.

“liturgiam pertinent, tum etigin in cantu, una cunctis in
“Jocis et didcesibus, eademque ratio servetur, qua Bomana
ytitur Eeclesia.” (Ep. Pii PP. IX. 30. Magi 1873.) ¥
- . A somewhat similar decree was formulated by the
:Synod of Westminster in the year 1873; and in a recent.
‘pastoral on Church Music, His Eminence, Card. Manning .
gives the result of a personal inquiry as to the.authen-
ticity and authority of the Ratisbon books.t)
. “But the new editions however splendidly brought.
out and Strongly recomiended;will—be—of tittle—use—i
‘veviving a taste for true Ecclesiastical Chant , unless
those appointed to sing it are properly instructed. For
this a competent master is at all times necessary, and .
a grammar or class-book. which may be in the hands of
“the. pupils, and from which they may more readily un-
“derstand the verbal instructions of the master. The Rev.
-Francis Xavier Haberl, Choir-Master in Ratisbon Cathé=
-dral, who had been charged by the Sacred Congregation
"with the revising and ecditing of 48 new books, com-
piled for this purpose a grammar or manual, and entitled
~it the “Magister Choralis.” The 4 edition appeared
_shortly after the new Choral Books had been published,
“and the exercises, examples, Chants &c. were all taken -
“from them. Now that these books have been adopted
in'England, Ireland, and in many Dioceses of the United -
* States of ‘America, it struck me that an ‘English version

% )¢ think also it may be satisfactory to you to know. that the - .
= “edition of the Graduale published at Ratisbon, and sanctioned by the
" “Holy See, is founded upon the edition. of Palestrina, and has been
- “glahofately revised by a Commission in Rome. It is therefore of ".
-“Roman origin, though printed elsewhere. This information I received
: from the late Secretary of the Col X )
,‘.‘and; from Mgr. Ricci, President of the Commission for the revision o
‘the Graduale and’ Vesperale Romanum.” <Cardinal Manning’s Pastoral -
;-on. Church Music. See “Tablet,” Jan, 27. 1877. ' o R

".»“»eo'_v}(el Magis,”v_utdddit idem ‘Pohtifeaﬁg “quod sétvnobis’ ‘

Congregation of Rites, Cardinal Ba’rtolini% :

f this most useful and most complete manual would
prove acceptable. With the author’s pérmission and under
‘his personal direction, —-during a brief stay in Ratishon -
in the summer of 1875, — I commenced the task., How .
1 have accomplished it, is for my readers to judge. .
1 have scrupulously adhered to the order observed .
in the Geerman original, with the slight exception of sub- -
dividing the chapter on the production of the voice, being
firmly persuaded that sufficient attention is not generally -
devoted to this point; but I.did not add anything with-
" out consulting the best local authorities I could command.
— The Introduction also_is more extended than in the
original, as I conceived a little more of the history of
music than what was contained in the concise chapter -~
of the author, might not be unwelcome; and I have .
-added a chapter for the consecration of the Holy Oils,
‘3 function special to Cathedral Churches. Occasionally -
through the work in some of the “Observations” and |
foot-notes, reférence is made to local uses or abuses, as
the case may be, with a view to calling attention to .
them that they may be corrected in accordance with the
. standard editions now procurable.

_ The music was revised note by note and compared

- with the new choral Books, by the Author himself, who
~also furnished me with any additions or improvements
which he thought well to introduce, and arranged that-
~ the 5t German edition. and this English version should .
~appear simultaneously; so that in reality .it may be
termed a translation of the 5t ‘and latest edition.
I feel I must apologize for the actual translation in-
- many portions of the work. The technical terms - and
- phrases, so concise and expressive in German, are ot
~so readily turned into equally terse and flowing English;
and the little time I could snatch from other and more
. pressing duties, left me unable to revise the work as -

-




close itself, for which the Translator, and not the Author
is solely responsible. I can safely say however, that if
“the translation is not always literal, it is never unfaith-
ful, aud the very limited proportions of original matter
‘here and there introduced, whilst ‘they may serve t0.
‘elucidate points and technicalities with which we have

“not been hitherto quite so familiar, leave untouched the

which derive their force and character of authenticity

'éar'efully as I could have -wished, so that a certain éti.ﬁ‘-v =
" fiess of style and questionable rhetoric will at times dis- -

: fgeneral principles and substantial teaching of the work,

L

L
¢ 1IL

. described his first edition of the Diréctorium Chort, but
_with much more truth: “Opus quidem nullius ingenit;
- multarum tamen vigiliarum.”

. & more intimate acquaintance with this interesting, but too
" often neglected department of the liturgy, and help to

fully attained the object intended Dby its publication.

 Nicholas Donnelly, C. C.
Cathedljal Dublin.

Feast of St. Agatha V. M.
- bth-February 1877.

from the learning and ability ot the original cumyiler:."v
As far as T am concerned, I may describe it, as Guidetti

. If however it can in any way contribute to establish

“ forward the growing. taste for a dignified and dex;otiona,l .
rendering of the genuine music of the Church,-it will have -
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'Qf Chureh Music, ‘we must always understand Gregorian. -

‘<o that in Gregorian the :Chromatic: or E

1. DEFINITION OF GREGORIAN CHANT. i

‘Gregorian,?) Roman,?) or Choral?) Chant,éf)."iﬁa.y; ».

be thus defined; a grave, diatonic,’) unison mel-
~,0dy,®) set to the rhythm of the words, without

1) Pope St. Gregory the Great (A. D. 590—604) collected, arranged,

" yeformed and increased the Chureh melodies existing at his-time, and

Jaboured to propagate this reform in Church Mausic throaghout, the

“Western Church hence it is called Gregorian.” . *

?) Rome first introduced it, and has ever since continued to use
it in her principal Churches. It is also called Roman Chant, to " distin-
guish: it from the Galliean, Ambrosian, &e. R

%) ' Choral , because usually sung in choir (Presbyterium), where
the clergy assembled to recite iheDivine Office and assist-at_the Holy
Saerifice. In Germany, this is the nsual term for-designating Gregorian:
Chant, so that wherever the word Choral occurs in a Gernan programme -

'3) The word chamt sufficiently indicates that Gregorian music.is

“purely vocal.-

~'5) Diatonici. e. by towes. The succession of sounds-in Gregorian
must’ be comprised within® a scale of five tones and two semitones;

that is‘to say, .a natural scale-made up of:two disjoined tetrachords; .
harmonic_Scales have no-

existence. oo ST o
i - 6) Melody . is @ sutcession of single notes or tones, rhythmically
arranged and producing an agreeable impression on the ear. Harmony,
is the simultaneous sounding of 'different,'buthonsonant tones or notes




mfc'tly' : ‘/

in her sacred functions. - e

o -Observation. Gregorian Chant is distingnished by
other appellations, especially since the discovery of Har- .
mony In the 11tk century. It is called cantus firmus (Italice
canto fermo) 1. e. firm or fixed chant, in contradistinction - -

to the accompanying counterpointed®) parts, which, after
the introduction of harmony, were constructed around the
Gregorian melody, usually given to the Tenor. Also, casitus

planus (Gallice et Anglice plain-chant), because the Gre- " -

“gorian melody in these many-voiced arrangements, was in-

~dicated by long sustained notes, (& or =, breves or semi- -

_breves) of undetermined duration; whereas the other parts

measured tlme, and used by the C\'hi'lrch"l‘)vj}?-

- were broken up into various note figures, and more com- .
- plicated in construction. This latter appellation was so usual

+1n the 15th century, that Joannes Tinctoris, a priest of
. Flanders, and a great musical writer of that period, gives
the following definition “Cantus planus simplex est, qui sim-

_ plicibus nolis incerti valoris simpliciter est constitutus, cujus- -

modi est Gregorianus.” - . .

') This is included in the definition, in order to determine the end
and ‘purpose of Gregorian Chant. . It is the proper music of the Church.

The dignity of ecclesiastical functions, and the sacredness of the words
that are to be clothed in musie, demand a peculiar and singular method - ;

-"of chant whicl- shall be exclusively the property of the Church, and

““run no risk. of being ever confounded with worldly or profane music.
~This-is one -of the reasons why the Church' at all periods has ever—*
- maintained the simplicity and dignity of Gregorian Song, and in her .

- Liturgical Books auihorises no other. o -

- #) Counterpoint literally signifies point against point —. punctum =
contra punctum. " In the infancy of harmony, musical notes .or signs,
were simple points -or-dots, and .in’' compositions ‘of two or more parts, -

these points were placed over or. against.each other: henee.counter-

point; — that is, the art of combining and arranging the consonant: v
térvals of the scale.  Harmony has a more extended signification; it

has for-its object the knowledge of concords and-discords, "and- théir
relation to the major and minor keys;. it also ‘implies-the study: of
the ‘transitions from one key to,«an'o_ther;by"appx'opljiate modulatlon:s..

I ITS ORIGIN, AND EARLY HISTORY,

.. The earliest indication of Christian song, is found, -
according to some authors, in the Gospel of St. Matthew:
Cap. xxvi. ver. 30. “And a hymn being said, they went -
out unto Mount Olivet.” Certain it is, that so far back .
as Apostolic times, the singing of Psalms and Canticles

as a Christian practice. “Speaking to yourselves in .
psalms, and hymns, and spiritual canticles, singing ond .
making melody in your hearts to the Lord.” (Ep. to the
Eptes—cap-v-ver—19:)—A—similar-ddvice: was given to
the Colossians. -The Pagan authors Lucianus and Pliny -
the younger, bear witness to the custom. The latter in .
a letter to Trajan A. D. 110, mentions the Christians
as meeting “on a certain day before daylight, and sing- -
ing by turns a hymn to Christ as to a God;” and a-
mongst early Christian writers we have St. Justin Mar-

- tyr, in his Apologia ad Antoninum Pium ; — St. Clement -

of Alexandria, in- Orat. ad Gentes, and Tertullian who \
in chap. 30t of his apology says: “Ads .by the open-~

-mess of their demeanour, so by the cheerfulness of voice,
testified in singing their prayers, they declared that they
~did not worship as men without hope, like the Gentiles de.”
St. Ignatius of Antioch, and later on St.Basil, are wit- -

nesses for the Eastern Church. But it will not require
any authors to prove that the music of the early Christ-

dan Church must have -been of the simplest. Previous to

the victory of Constantine over Maxentius, the Christians

‘had been subject 1o persecution, proscription and martyr- .
-dom, and were periodically condemned to silent prayer; so
that no regular system of Ecclesiastical Chant-could have :

been well established. But it may be reasonably inferred.
that -as the Psalms and Canticles” of the old Testament
were retained in Christian worship, the very melodies a

¢ . : : S '; ] ’.“»]:‘ AR

-




Dav1d and Solomon Were adopted and (,hrlstlamzed by use.

Some authors deem it equally probable, that’the music:
of the hymns, which were first received in the Church,
wherever Paganism had prevaﬂed resembled that thch
had been-many ages used in the temple-worship of the
Greeks and Romans. Of this, the versification of those
hymns would appear to aﬁ’ord an indisputable proof as’
it 'by no means resembles that of the Psalms, or of any
other Hebrew poetry. Probably the- opinion a,dopted by

Aug. Wilh. Ambros is the correct one. “From the Musica -

’ _Sacm of the Hebrews, the music of Christianity derived
s—sacredness;-from—the-musical—art—of-the—Greeks;—its

“form, shape and beauty.”?)’ “The foundation of Chant,”

- says 'the Prince Abbot Gerbert, ‘“was the ancient music,

~of the Greeks, and it was cons;cructed on the same

’ pr1nc1p1es S

' - Pope Damasus (A. D 367) is the first of the I’ontlﬁ's
who is recorded to have made special regulations for
the chanting .of the Psalms, ordering that they should
all terminate with the “Gloma Patri-€c.” But it was-

not until the 4t century of the Christian era had far::

“advanced, and definite hopes for the peace of the Church
- had begun to be formed, and ‘temples Duilt, and- Christ-
ianity plofessed openly, that a great and holy Bishop

" of the Western Chuich undertook to reduce the art of
_.Church song to some kind of order,. and fix it within

_certain rules.” In. the. latter part of this century St:
. Ambrose Blshop of Milan, suffering under the. persecu’mon‘
‘of the Arian Empress Justma appomted Psalms and -
Hymns to be - sung am,tzpkonalle , in-order to console his
ﬂock in' their afmctlons‘ And as he hlmself was well

» ). Ambros Geschwhte de'r Muszk Vol 1. pag. 1.96‘

) % Pundamentum cantus, erat antiquus cantus Grecor: um, at we

sisdem ‘insistebat principus.” (rerbert “De.cantu et -musica Sacra.” See

also Alfieri’s: “Saggio Stomco Teomco Pratwo del canto Gregomano o

Bomano ” Rome 1835."

»

e

mstructed in the art of Musm he mtroduced a system
of Church ‘melody, in which he chose out of the. fifteen
1odes, or systems of tetrachords used by the Greeks, Sfour
series, or successions of tones (notes), and called ‘them
s1mply, first, second, third and fourth. And from this
great Doctor of the Chu1 ch, we. have what is known in
history as the Ambrosian O’/umt ‘What the peculiar charm
‘of -this chant was, it is not easy at this distance of time
to detelmme for no trace remains of any system or
series’ of notes different from the Gregorian in any es-
sential feature, but that it had a charm, poss1b1y due °
10 __1its pyﬁ'pmp mmnhmfv and _metrical . procrressmn iS

evident from the Confessions of St. Augustine: “When'_
I remember the tears I shed at the Psalmody of ‘the .
Church, in the beginning of my recovered faith, and how. -4’
at this time I am moved not with the singing, but with
the things sung, when they are sung with a clear voice,
and suitable modulamon T acknowledge the great use of e
this institution.” (C’onfesszons Iib. x. 33.50.)
;. To St. Gregory the Great however (A.D. 590~ 604) .
it was reserved by Prov1dence to make -almost perfect .
the ‘work commenced by St. Ambrose. He collected the -

existing tunes or chants, improved them, added many .-
--new ones, and pubhshed an entire collectmn with -the -

method of singing them, as fixed precepts for all Christ--.
ian’ Churches. His Antlphonary, Antiphonarium’) Cen-
tonem ,%).was chained tothe altar of St. Peter’s, in order

’ that it might be referred to on all occasions} and be made -

the means of correctlng any changes which' mlght casually -
occur in- the course of succeedmg years. He estabhshed -

1) Antephonamum, — the book which contains the Antzphons or
authéms. In a more extended sense, the collection of all the musw _
used in .the Church’s ritual: : #

[ %) “Centonem -vocant carminis gemus ex diversis carmmum fmg--
mentis, hinc atque illine accersitis, conteawtum,, quasique consutum Vld
Ma,rtml ,“Storw della, Muszca” Vol 2. Pag. 168 Note 33.




as. new and -simplified characters for writing ‘music.

" méntioned of St. Ambrose, adding to them four others;

,fourth of the succession; these additional four scales
—HOFe—ancieRt—w hach—{eeewed——theﬁame—of—mkem

“the tetrachord system of the Greeks, and founding in its
" ture indicatesy and another improvement no less import-

.- the introduction of a most simple nomenclature of the

letters of the alphabet. His notation also, the “‘neumata”

- other,
: fallmg of the voice to the mind of" theé beholder
“was always more reasonable,” as Kiesewetter ertes

“mutilated ,
_semelography S Ll

a,'new system of scales fresh 1 names to the notes as well -
In his system of scales he retained the four already -

“which were produced by transposmg those of St. Ambrose -
“-a fourth lower; by this arrangement, the principal tone, or
{key note, as it mlght be -called, which formerly appeared
as the ﬁrst or fundamental note now, in the newly added
scales, appeared in the mlddle or more properly as the

- being called plagal, to dlstlnﬂulsh them from the four .
He made an important improvement by d1scard1ng &
“place the system of the octave, the only one which na-
ant; in connexion with.his system of the octave, was
‘'seven sounds of the scale, by means of the first seven

~or “nota Romana” -(points, curves or strokes), although -
~before the introduction of subsequently invented lines it -
- was very imperfect, and did not determine ‘with certamty S
the names of the notes.or their -distances from “each:
gave nevertheless an indication of the rising or.
“and

“than , those " multitudes of arbltrary signs which con-
“stltuted the 1690 straight, tumbling, oblique, mangled, -
d1st01ted signs- of the anc1ent Grrec1an'

;- For the prOpagatlon of his reforms he estabhshed‘f
and endowed two singing schools in. Rome in which he :
y 'mself taught; and from which teachers of the Roman _
turglcal Chant w*ere sent into France and England

,John the Deacon who wrote hls Jife says: “Though he «
#had upon his hands all the affairs of _the universal .
‘Church, and ‘was still more burthened with distempers,
“yet he tooh time to examine the tones, measures, moods
“‘and notes most suitable to the majestgf of the Church
tand most proper to inspire devotion, and he formed
uthat Ecclesiastical music so grave and edifying, which
~“at present is called Gregorian Music. His® bed . from -
“which, when sick, he strove to teach the singers, was.
“pr eserved with great veneration in the palace of St. John
_“Lateran, as also the whip, where with he threatened the
u maa..clelzksﬁ,and..smgm -boys, when. they made mis-
“takes or failed in their netes.”?)

Thanks especially to the energy of Charlemagne, the
chant of St. Gregory was propagated over the entire.
“Western Church. In the commencement of the 9th century
renowned schools flourished in various cloisters of France . -
and Germany; and by the time of St. Odo of Clugny
(879-942) the influence of his-reform was universal.?)

The system which St. Gregory left behind him was:.
capable of being cultivated to the highest possible degree;’
and under tolerably favourable circumstances, there mlfrht
have been derived from it a perfect music. But as time -
rolled on, St. Gregory’s good system began to fall into"
‘oblivion, ahd even his chants, handed down only tradi- -
tionally by ear and memory, were in danger of degen- .
erating and being lost.®) The greatest obstacle to the
preservation of singing, in the purity of its’ original
" precepts, was to be found in the wani of a clear and "’
defined notatlon. The neuwmata excluswel) introduced.

D) Malmbourg “ Histoire du Pontzﬂcat de St. Gr eq(me Ier?”
?) “Cujus praecepta” speaking of St. Gregory, “in omnibus stu—»‘ ‘
diosissime sancta observat Ecclesia.” (Ap. Gerl belt) :
3) Cantus per haec signa (neumata) nemo potest per se addiscere,” -
sed oportet ut aliunde audlatur et longo usu discatur, et propter hoc
hu,]us cantus nomen usus accepxt (Gerbert Scrip. t. IIL p. 202)




“into the books of the ritual, Were, previous to the intro-

:‘:;ductlon ‘of lines, most uncertam They were points, little
hooks, strokes, and flourishes, in different shapes and
‘—dlrectlons these represented to the singer- by their -
- position the. helght of tone, and by their shape the in-.

“flexion, i. e. the rising, or falhng of the voice. A spec-

~imen;, which I take from Padre Martini’s History of
VMuszc will best explam their difficulty.

-
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o Th1s kind of notation has one important defect, in-
“asmuch as it is scarcely possible for the writer to put
down a mark so correctly, that the reader (singer) may-
“not take the sound of one or more notes higher or lower -

"than the one intended. And John Cottonius a Monk of
Triers (A.D. 1047) frequently quoted by Gerbert, wittily -
','say ““that the same marks which Master Trudo sung as
“thirds, were sung as fourths by Master Albinus; and -
-.“Master Salomo in another place even asserts the ﬁfths
“to be the notes meant, so that at last there were as.
““many methods of singing as teachers of the art.”.
This was in some degree remedied during the ninth and ~
“tenth centuries; when a line 'was drawn para,llel with the
“words of ‘the text; — as in the speelmen ‘we have just.’
iven, which belongs to this- period; — above.and below "
Whlch the mewmoata or marks. were inscribed.  For th1s
“improvement, as probably for the use of second line, we.
-are indebted to Hucbald of St. :Amand, a Flemish monk
“(A. D. 930) who also gets. the. eredlt of the- first rude
attempt at counterpoint, called by him organum.

Sueh was the state of Church Music, when about a _:,

century after Huchald’s death (A D 1020 or somewhat

ater), we hear of Guido of Arezzo, a Benedictine
monk in the monastery at Pomposa, near Ravenna, “T'his -
venerable man saw more clearly than his predecessors -
hat Church singers were not to be formed after any.
peculative theory; but that it required for the pur- -
jose a most simple and elementary theory, and a rea-:
onably practical method. He was at ‘all’ events so fort-
inater as to invent such a method, and the reputation
f his performances reached the ears of Pope John the -
nineteenth,, who governed the Church from the year
024 to 1033. This Pontiff invited Guido to Rome, and
woneurable-proofs-of -his satisfaction, after S
,avmg In one-lesson, under his direction, advanced him-
elf so far as to understand and sing -a chant pre-
viously unknown to him, from the antiphonary brought by -
Guido, and after the manner of notation which he had
nvented. The singers of those days could scarcely have
iccomplished the same task in the course of a lifetime.
He is the reputed author of .the hexachord and solmi-
ation, having introduced the use of the syllables Ut. -
te. Mi. Fa. €c. But his greatest and most 1mp0rtant
rit consisted in the 1mprovement and appropriate ar-
angement of notation. “Some suppose him to have been..
e 'inventor of the notes in their present shape; but
is opinion is without foundation, as nothing beyond
he newmata  and the Gregorian letters are mentloned
his work. To the latter he was particularly partial, -
nd. he declared . them to be the best tone-characters:
evertheless he by 1o means repudiated the newmata, 1f
efully written and properly applied: to which end he
dded two other lines to the twp coloured key lines f01—’ '
erly invented, thus makmg a stave of four lines, .and *
n taught the use, not only of the lines themselves
ut of the spages. between them, so that each-nmeuma -
.or mark) received 1ts due place wh1ch could not. be




- bh&ﬁg‘éd or mistaken, and thus all Tambigﬂity was removed. |

" Most authors, those in particular who wrote in the seven- -

‘teenth century, and especially those of Italy, have re--

éculiar 'chants identical with the original strains’ of St:

regory , they never lost sight of the principle laid .
own by St. Gregory himself, that the foundation of all”

or any of their musical systems should be the “melody .-
of language.” This principle was still vigorous even after -
the 13t century, when partly owing to the inartistic

- garded Guido as the restorer of music, whilst many of -
- them look upon him as the inventor of it; and they are -
~-convinced that to him ‘alone we are indebted for all we

"know or can perform in reference to the art at the

present moment. Certain it is that in Gregorian Music,

he rendered easy what previous to his “time had been’

" most difficult, and, with the exception of the definite :
- shaping of the.notes, which occurred about a century "
ster;thepracticat-disuse—of-the—hexachord—and—retarn—

to the octave system, with a new syllable Si for the
~.seventh degree of the scale, no change has been made -

methods of execution, and partly to the mannerisms of-
the ‘singers loading the chant with all’ manner of ex-
traneous ornamentation, abbreviations began to be intro- -

duced, oftentimes more than was necessary or advisable.
Nevertheless these abbreviations went hand in hand with

he~alterations—in—the-Jriturgy-and-the circumstances of -

he . times. '
The Roman.Church in particular, ever 1"egarded:

he Gregorian, as her peculiar chant. She claimed. and =

in® it since his time; and as Guido left it, so it remains. -
gxercised the right to ‘extend the alterations made by

Previous to Guido’s time and ever since, Gregorian Chant

"has been the music of the Church, and for three cen-
turies after his time the only Music heard én the Church;*)
and even though Palestrina by his wonderful application

of the principles of counterpoint succeeded in obtaining
a “locus standi” in the Church for polyphonous or figured

b‘ " chant, yet the principle,that Gregorian is the proper li-

" turgical music of the Church has never been surrendered:
" Various versions of the liturgical Chants appepred from
time to time:in different countries and different Dioceses,
- but whilst the Teachers of ‘these oftentimes conflicting
“methods, strove with exemplary zeal to prove- their, own”.

o ') “Peoplée are suppdsed to have a predilection for ‘fmédia;éval?;, &
. music, as they might have for old china, or the paintings of the pre-
' Raffaclite masters; and while those whose tastes lie in an ‘opposite, . -

- direction shrug their shoulders with a good ‘humoured “De gustibus
&c.” the advocates of Plain-Song are too often content to rest théit,

“advocacy on 1o higher grounds... The adoption of the modern style -
‘in the service of the Church is not the development- of crude germs, -

"as the-man is the deyelopment of the infant, but the abandonment.oi
a matured and developed ,.and adoption of.a deliberately proscribed; -

system. It is not progress, but retrogression.” See Preface to:“The
“Plain-Song Reason Why,” by G. 'Walker. London. Novello. -~

s
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er authority in the Missal and. Breviary to Gregorian
ong, and never published the Liturgical Books without
t. Towards the end of the 16th century, and when-the

ouncil of Trent had become a thing of history, a newglf"

eal. developed itself in Rome for establishing uniformity -

in_Liturgy and Chant; and in furtherance of this good

urpose, there appeared in 1582 the Directorium Chori, :
ntus ecclesiasticus officic maj. hebd. 1587, Prefutiones -
n cantu firmo 1588 ; all by Guidetti under the auspices
f: Gregory XIIL and Sixtus V.; then the Graduale -
vomanum from the Medicaean printing offices in the-
ears 1614 and 1615, and the Rituale Romanum 1614
oth at the command of Paul V. The Hymns, which -

alestrina had published in the year 1589 were at the

equest of Urban VIIL. reprinted in 1644 with Gregorian -
Qtatiop, and everywhere there was diffused abroad an-.-
mulation in publishing in large or small editions the:
f the Liturgy, -

Tegorian Music for the several functions o
d facilitating its performance. = -~ *




*" During the present long and laborious ‘Pontificate:
" yarious efforts have been made . to bring out new and
guthentic editions of the Plain-Chant Books.  In 1848
the Abbe dé Voght and E. Duval, edited with Epis-

“copal sanction the Roman Gradual,, Vesperal and other

‘books; taking for the basis of the Gradual, the Med-

jcaean edition published under Paul V. 1615, yet not

giving an exact reprint, as’ in the  “Ordinarium-

" Misse” they followed the Antwerp editio Plantiniana

_ because better known in Belgium; and for the Vesperale

' the Venice edition -of 1580. Meanwhile a commission
“appointed by tie ATT ishops—of—Teims—and—Cambrail

" -were engaged on a similar work, following the Ms. of .
" Montpellier, — an Antiphonary of the 10th century, noted -
~in neumes or signs. The Gradual issued by this com- .
_mission appeared in 1851, and the Antiphonarium at

. a later date, printed by Jacques Lecofire & Co. Paris.

Pere Lambillote S. J. based his researches on the Ms. -
of St. Gall, an  Antiphonary in neumatic notation of much"
- earlier date, supposed to be a copy of St. Gregory’s.

, A;ntiphonarium Centonem that was kept chained to.
- §t. Peter’s altar. This edition appeared after the com-
“piler’s death in 1857. These various editions, though

highly commendable in a typographical sense , and
“evidencing a zeal in the cause. of teue -Church Music,

“for which their editors and publishers were eulogised.
~.in rspecial briefs by His Holiness, yet did not tend to?

“promote ‘that uniformity in the sacred .chant, which
the Holy See was anxious to bring about.. ‘Wherefore
our most Holy Father resolved to have the whole: sub-

“ject reconsidered, and ordered the Sacred Congregation:
of Rites to undertake the task. A commission of four
experts was established by the S. Congregation. /.The
Medicaean Edition of the Gradual A. D. 1615 was
adjudged to “be the one of all others containing ‘th

1

antuwm Gregorianum quem semper Bomana Eeclesia re-"
«t.” The Lichtenstein edition of the Antiphonarium .
Venice 1580) was selected for the authéntic Music of the -
ivine office; and Rev. Haberl, Domkapellmeister in Ratis-
b’oglj, Wl_lo revised every page as it was prepared, afranged :
ageording to Gregorian rules and tonality, the chant fOI,‘ '
e New Fedsts and Offices added since the 17th centu’ryv
he quli,cafpion of these works was entrusted to Hen:
Iff.ad(?rlck .P‘ustet of Ratishon, who. enjoys a thirty .jfeafsf" :
1:f,1v1le gium, ‘and has had commendatory Briefs and
he Cross of St. G‘r.regory from the Pope, in r’ecogrﬁtioﬁ' :
“the—truly—magnificent-style—in-which he has ‘brought
em out. Already he has published the Graduale
Romanum, in Folio and in 8%, the Vesperale in
7o, the Directorium Chori in 8%, the Ordo Exe-
uiarum in 8%, the Officium Nativitatis D.N.J.C. « -
87, the ‘Officium Hebdomada Sancte -in 8“"0'.
rocessionale Romanum, Benedictionale Roma—’ .
m, 311:}13,.16' Romanum &c. The Antiphonarium
:_tho 18 1n progress, and is almost the only work
W remaining. to complete the -series. L
“There can be little ‘doubt that from the authority-
lich it enjoys, edited by the S. Congregation, and re- :
,»_"mmepded for adoption by the Pope to all Bishops of -
he':_v universal Cliurch, wt exoptata umiformitas etiam in
antu obtineri valeat, as well as from its superiority in .
ery semse; melody, accent &c.; this edition of Ratis-

n 'will displace all.others and attain the end so much
esueq by the Holy See: N L : e
It is now the official authorised edition for the use of
; entire Church; and as such adopted in Rome, Germany, o
any parts. of France, the United States of A7merica b);
“Synod of Westminster 1873 for all England and’bj o

the Synod_qf Maynooth 1875 for :axll.Irelzmd."7 R
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<ness to her unity. The language to which it is wedded,

"+ ig. so sonorous and dignified; the pl'ace where it s hear_dv_‘“:v__.
" g0 holy: and the strain itself so simple, clear, and yet

“IL ' HOW WE SHOULD ESTEEM PLATN-CHANT.
" The best praise that can be bestowed op’Gregorlag :
" Chant, is, its history, which I have very cursor}ly sketghel
" “in the preceding paragraph. Bount?l up as it hai1 ee~r!1;.A_
with the ceremonial of the Cgthohc Qllurch; an pe_lt- v
“vading her whole liturgical existence, it becomes a Wit

"o sublime, i i “purpose, makes it &
--go sublime, all this determines its purpose, AT
‘--constituen{ part of- the Church’s ritual, and testifies to

the influence .of the Holy_Spirit, who is said to ‘?Ta;l(e
inspired its .originator, St. Gregory the Great. e

«(atholic knows its worth, when he goes to the most .
- «Qistant part of the globe, and finds there the serw}cie
" 4of the Church, even to the sn}allest 'de'tayll, Justg aLs‘We_j.

weft it at home.”™) But what is its intrinsic worth: e

“can scarce imagine,” writes Ambros in his History -of

Vusic . “a more expressive manner of singing, or onql_:
%ﬁzlf ’So. thoroughljfl?vsatisﬁes all the» .dem_?znd_s *of thl? v
“Liturgy.”?) The Protestant Herder says: ° Go ,thrqggj_d-_‘_r
uthe Ritual of the Roman and Greek Churches, you .n_l
“tyast edificesnay labyrinths of the musical and 1’9“"?1"?@ ¥

“spirit.” . L

. “The Choral (cantus “gregorianus);” writes Witt in

his Musica Sacra (1868 pag. 90), “is the most finished °

“and Tnost sublime production of that Art-epoch, When
“Melodies were found; without having to think of their

- e . - c e g m oo fe. e . ]_e
“accompaniment or harmonization: 1t 1s an 1mperlshab )

~yon A: 'W. Ambros.. . -

© %) Ambros. Vol. 204, pag. 7.

he same point. -

1) Culturhistorische Bilder, aus dem Misikleben der Gegenwart,

unattainable master-piece of natural musical decla- -
“mation.”. The Council of Trent in few but -decided
words, commanded the “teaching and cultivation of the -
“chant in Diocesan seminaries and similar institutes.” ) -
Thenceforward Rome and several national and provincial
Councils enacted similar decrees.?) Of Gregorian Chant
it may be safely ‘said what Goethe remarks: “Music in .
“its best sense stands little in need of novelty, as the
“older it is, and the more one is accustomed to it, the -
“more impressive it becomes.” No doubt Gregorian Chant
demands earnest and persevering study, but an appre- -
iation—of-it-will-net—fail-to-grow-up;,~for it rewards its
friends richly. “The Choral is mot the work of individ-
‘uals, of this or that composer, it is the music of the
‘Church. . .. The Priest who represents the heavenly
‘bridegroom, entones the wedding song: and the friends
‘of the bridegroom join in holy love and joy.”?) “The .
Gregorian is of quite a different artistic construction |
from modern music, it has melodies of a peculiar kind,
that require peculiar treatment.”4) The prejudices that

have arisen against.Gregorian Chant, originate either
through ignorance of its real nature and purpose, or

ecause of the way in which it 1s, alas! too frequently .
sfigured by a faulty rendering. Bad- execution of
regorian Chant has beyond all doubt brought it into
isrepute ; whereas a man has but to work with perseve-

nce' in learning its spirit and true form, to be forced -

‘&

’ )] Cone. Trid. Sess. XXIII, cap. 18 de R‘eforrimtione.
?). The Roman -Council - of 1725, — the provincial Council of Bal- )

__i(more..;183_7’,_ — the plenary Council of Baltimore 1 866, — the provin- -
ial Council of Cologne 1860, — the natjonal Synod of Thurles 1850, =

' the national ‘Synod .of Westminster 1873, and the national Synbci' o
Maynooth 1875, all have decrees or recommendations bearing on -
~*) Amberger, Pastoraltheologie. TI. vol. 298. B

4

) M. PAbbé Cloet, Recueil de melodies liturgiques: Tom. IT. p. 24."




“to acknowledge’its sublimity and grandeur. Luther ‘whilst

assailing most-of the discipline as well as doctrine of
the Church, saw its beauty, and in a preface to a
book of popular. devotions we read: — “Besides I have

- “taken the beautiful music or song which belengs to

- «Masses for the dead funerals;- &ec., and have printed

it in this book of music, and mean in time to take -

dyore. Of course 1 have put other words to if... The -

«song and the notes are very valuable; it were a shame
“that they should be lost.” : ‘ : s

* > Eyen the infamous Rousseau in his Lewicon Musicum,

articiePlain=Chant; —says—Jt-is—a-—name_1hs
“given in the Roman Church at this day to the eccle-
uglastical song. There remains to it enough of its former
«charms to be far preferable for the uSe to which ™
“uit is destined, to the effeminate and theatrical, frothy

.- ugnd " flat pieces of music which are “substituted for.

" 4it in. many churches, devoid of -all grawity , taste
wand propriety , without. a spark of respect for the
“place they dare thus to profane.” Again (Dict. de.
“Musique) he says, “So far from modifying the Plain-
“(Chant by our modern music, I-am persuaded that we
J4should gain by transporting the old Gregorian modes -
“#into our modern compositions.”") The London “Times” -
of February 24% 1865 describing the obsequies of Car- .
dinal Wiseman_ says “Unlike ordinary masses, it lacks :
uthe magnificent music of the Gloria and Credo;, mor:
“has - it even those . exquisitely touching lamentations
twith, which even very rigid Protestants are familiar as

Gregorian Chant, re
of the Roman Church, and ‘abounds

; : )‘f.Se'e»f.‘,i)’dbl_i_n Réq;i.ew”:..Ju.].‘y 1874. 'artficlé_l‘f.l_)-vlai‘flj‘lchftliﬁta'f" o

“in chants and hymns of such deep solemn p'd,tkos. "
“their music, of such a mournful melody of woe, as Wo. -
{ Y y y i 7 , y )
: description can convey.” Of the Dies Ire the writer
remarks ;. ° . L
“The magnificent chorale of this great song of fedr -

~“and entreaty, was given in such a way... that there

¢ 143 Y

‘wa’s a positive murmur among the congregation as its =
1_ lor'g, sad, wailing. chorus closed at last in intervals of- "

‘melancholy sounds.” Burney in Vol. II. of his great

history” of music, says of Gregorian Music;— ‘It has be-

‘come venerable from its antiquity, and the use to which
‘. . . . - ’ )
“it-is-seloly eppropriated;—and--its—simplicity, and total
difference from -secular music, precludes levity 'in the,

e o o .
“‘composition, and licentiousness in the performance.”
Mr._ Gautter in his Lectures on Ecclesiastical Music de-

livered at the Hanover Square Rooms London 1846
?

“declared Gregorian Song; to be “at once the simplest and

“sublimest strain; it totally differs from secular music: .
;.

Tl : - ; 3 i
Vuand it excludes difficulty and intricacy of composition
-““and carelessness in the performance. It is the best means7

“for bringing into action the power of the voice, that -

‘noblest organ of the human frame. The Plain-Chant .-

‘has ‘been justly called “the voice of the Church’; —
it is the wery pernfection of speech.” , . ~

- But how did great Musicians. value it? I need not
.quote Palestrina, the Prince of Music. ‘One need only look

‘through any of his numerous compositions.to see, how f

he always selected the melodies of the Chant as subjects

4‘1:'0‘1~ contrépupt_a] effects, and 5o rendered his works im-
mortal. Let us take Sebastian Bach, who is deservedly |
revered as the Parent and Founder of all that is good 3

@nd'g‘reat in modern music.” Just glance at some of his .
best ghgr»ales, and yow will see the very number of the |
Gregorian) mode quoted, on which he constructed most |
ela}borate and beautifnl harmonies. Mozart said:— “hev.“

-
L




ould glve all hxs glory as a composer in such an- age

for that of having been the writer of a single Preface.”

- Méhul in his Opera. of “Joseph ” Meyerbeer in the -

- “‘Huegenots,”, and Gounod, in at least one of his Operas;

have all mtroduced Gregorlan Chant unisons with won-
~ derful effect. Mendelssohn was very fond of incorporating -
it -in his C’/aomZeS, notably in the strophe “Docti sacris -
“de:” of his Lauda Siok, which is taken. note for ote |
from the Gregorian Sequence It is to be regretted that’
,Rossm1 did not do likewise when he sat down to write -
‘his “Stabat Materﬁ’ and he might have produced some- -

_thing g_more_appropriate than a triumphal military march

to.the affecting words, Cujus animam gementem; or than -
a dance tune to the Somcta mater istud agas. One of .
- the greatest musical composers of the present day 1s

aoknowledged to be Richard Wagner. No one that is
‘even remotely acquainted with any one of his works, will

-accuse him of any very decided antipathy to instrumental
‘Yét when he eomes to speak of Gregorian, here-
is what he says: “The human voice which is the proper -

effects.

“‘renderer of the sacred text, and_ not instrumental or-

“‘ngmentation, or I should ‘say, that-trivial ﬁcldlmg which
“emfef's o - most of our - present Church pwsic, should-
"‘take the lead in the Church; and if ecclesiastical musw‘--;‘
“is ever to be restored to its omgmwl purity, vocal music -
““must’ oust the instrumental, and occupy the place this .
After so many testimonies both from -
friends and foes, I will concludé this paragraph’ with just -
one more, that of. the Cistercian writer Mauritius Vogt.?) -
“These ﬁxed ‘measured, emphatic, sublime, true, chaste,
“free—breathmg, beautlful and- truly holy melodles have"*‘f’
This song eschews the -
“court of the Prince, and,neve.r, enters the Concert Hall -

“has usuiped.”

“heen composed by holy men:

i

9 In “Tractatus Musicus” of P. M einrad Spiess. cap. XV. p. 70

“or Musxc Saloon it Ventures Wlthm the Holy of Hohes ,

“and abides there No one has ever sought to drive it-

‘“from out of the Church of God, unless he did not be-
#long to the Church of God. Th1s kind of Music has ever

‘““commanded honour and esteem, because like a Queen,

“'she sets up- her throne in the Temples. of the Most
‘High, and with clear voice makes herself heard, when

the preacher is silent in the Chancel. But if her 51ster

“figured music, has anything to say, let her value the

“axiom : Jl[uswa debet esse homesta;') music must be
‘‘appropriate, and must not disfigure the plain-chant;

very first of its Statutes.

S NON Gebet deformare  cantum planum

It is undoubtedly a healthy sign to see the Oianﬁ
strides which the young society of  St. Cecilia (Clicilien-"

has made in Germany and
I its efforts to reform

Verein, founded in 1868),
the Umted States of Amemca
Church music,
study of Whloh is compulsory on its members, and the -

enthusmsm and that the truly splendid .authorised edi-
ions of the Sacred Congregation of Rites printed by Herr

Pustet of Ratisbon, have been so readily and so generally -
adopted; thus conducmg ‘to uniformity “etiam in cantu,” -

<

and revive a taste for Plain-Chant; the -

nd removing from us the reproach formerly addressed by‘.. '

St. Paul to. the Corinthians; ‘““How is™ it ‘then brethren?
‘When you come together, every one of you hath a psalm,

‘hath a doctrine, hath a revelation, hath a tongue, hath .

‘an mterpretatmn ” (1. Cor. xiv. ». 26 ) And now that the
hurch of Ireland, in the National Synod of Maynooth,

nmtatmg the actlon taken by the great Archbishop of

Armagh St Malaohy, as’ we read in his Ilife by St

~.’) Extravag de vita et hon. Clericorum. Cap Docta.
ST 9%

» It is also a healthy sign that .
the efforts of the Holy See in the same direction have
. been ably seconded by private enterprise, and by public -




rnard, has identified her-Chaﬁt, as well as her L'iturgy.;

h that of Rome, it only remains for us to adopt the.

advice of the Apostle, given in the concluding words of
- the verse above quoted; ““let all things be done to edifi--
~cation.” Let the Clergy, the Laity, Seminarists, Organists,
~Choir Masters, and all concerned, unite to study, cultivate

Liturgy; — the Chant of St. Gregery.

~and popularize, that integral portion of the Church’s

V. DIVISION OF THE BOOK.

In -order to facilitate the study of the Pm'nciple‘s.

and’ Practice of Plain;Chant, the matter may be classi- .

fied under the following heads:

PART L ELEMENTARY PRINCIPLES.

;I‘hough this little book is mot intended to be an

_ Instruction Book on the Art of Singing, yet as in many

- points the same principles are applicablgto“Pla,in—,,Song.,j K
which are used in teaching singing; in Part' I we .
~will give explanations of Spunds, Intervals, Notes; Lines,
Clefs, Rhythm, Voice, Pronunciation &c., in a word, every- .

thing’ that is necessary for acquiring a knowledge of the-
elements of ‘Plain-Song. - TR o

[

~ . PART IL SCIENCE OF PLAIN-CHANT.
- This ’hea}ding will be ‘sub-divided into two parts.
a) 'Jl‘heo}r‘etlcal_‘,‘ — teaching the nature and characteris-
tics O_f the ancient Tones ‘or Modes; b) Practical;
19‘Aw}7§f‘hlch we will explain the Ecclesiastical Calendar, the

; : rgical Books,
‘and the “whole department of Gregorian Music. In
past times, Choral-Song was divided into Concentus and
Accentus. o T el

Observation. Under the name Accentus, were classed -
‘those portions of the Ritual Song chanted or intoned by
‘the officiating Priest, the Deacon, Sub-Deacon or other
Sacred Ministers at the Altar; in contradistinction to
“Concentus , which referred to all that should be sung
by the Assistants or by a special trained Choir. To the. -
* decentus belong, the Intonations of the Gloria and Credo, -

he Preface, Pater%noster, Gospel, Epistle, Collects and.-

Prayers-theRassion—Prophecies-and -Martyrology. To the - .
Concentus the Introit, Kyrie, Gloria and Credo (minus
the intonation), Gradual and Tract, Sequence, Offertory, -
Sanctus, Agnus Dei, Communion, Antiphons, Responsories,
Hymns &c. . s

- To follow the order indicated by the Sacred Liturgy, -
and the arrangement of the Music in connection there-
with, the Chant incidental to the Holy Sacrifice of the ™
Mass will be first treated of; then that of the Canonical .
Hours; and lastly, extraordinary Functions. '

An Appendix to this part of the Book will treat
of the Organ, and contain special directions for accom-
panying. Gregorian Chant..

Observation. The examples given in the body of -
the work, .will be taken, both for the Accentus, and
Concentus from the Official Editions published by Herr
Pustet of Ratisbon. * ' . Lo e

PART IIl. PRACTICE OF PLAIN-CHANT.

. If Gregorian Chant is ever to. revive and flourish, -
constant, earnest, and attentive Practice of it must be
insisted on.. A mere theoretical or scientific acquaintance .
with it is not enough. ' : o




Consequently, ﬂllS sectlon of the ‘Book Wﬂl contam ”
, -general " instructions on the. manner of rendermg .
Plam—Chant the spirit of ‘Plain-Chant, and its intimate -

-connection w1th the Liturgy; 2»d partlcular directions
for the rendermg of a) recztatwe Chant, such as we

have in the Psalms; &) modulated Ghant as in the'j;“
Hymns, Sequences &c., and ¢) newmatized chant as in -

_'the Introits, Graduals Antiphons and Responsones

| PART I L
"BLEMENTARY PRINCIPLES OF PLAIN-CHANT, -

N e N R S VA SV N,

CHAPTER 1st.
NAMES OF THE NOTES — CONSTHUCTION OF THE SCALE.

- L Musml) is thé‘ art of producmg sounds in a cer-
‘tain order and connexion agreeable to the ear. Tt may be

either vocal or instrumental, according as the sounds .
are produced by the human voice, or by an instrument.?) - -

Plain-Chant is essentially vocal music, a free

recitation or recitative, ‘modified by certain mus1ca1 n-
flections or accents. .

All sounds make on the ear the 1mpressmn of Zzzgiz

or low,®) long or short, loud or soft... =~
To represent or indicate the dlﬂerent musical

_;sounds according to thelr. acuteness or- gf_cwzty, a cor-

‘) Muswa est scientia- recte modulandl 'sone ‘cantuque congrua
urelianus Reom. (9t century) in Gerbert. tom. I. 30. - -

. %) Music-is also divided into Theoretical and Practical. As
theory, it investigates the natiire, properties, relations and effects

f sonnds; and prescribes the prmmples for regulating and determining .
heir dlﬁerent combinations. As an Art or Practice, it-applies those
principles in musical ‘composition, -and directs its performance In .
.reference to its specific purpose, it is styled, — Church-Music,

hamb er-Music, Concert Dramatlc or M111tarv Musie.

%) By a high sound is. meant not a laud but-an acute sound ; andﬁ.-

¥ a low,-not a weak or whzspe') mg, but ‘a gmve deep, sound

‘.




-egponding’ order of names, or signs, —
~— ‘becomes mecessary. - ’

.

“‘Alphabet; ) but it is well ascertained, that, at a very

" early period, the first seven capital letters, and the

~ seven-corresponding small letters, A BCDEFGab
¢ defg were used to designate, the different musical
sounds, and the compass, within which all Plain-Chant

- melodies were comprised. This compass in modern nota-

to

0
N

called notes,

It is not quite certain whether St. Gregory was the "
first to indicate musical sounds by the Letters of the -

tion_would be_indicated thus &z

.-L_.a.__@_e_. ¥
: o/

St. Gregory took the entire Grecian scale, a com= -

" pass of fifteen different sounds, as the basis of his system.-
*_But. reflecting that the sounds after the 7tk of the system,
~ were but a repetition of those before it, in a higher
_pitch, and that every septemary In progression was
-precisely the same, he adopted the first seven letters of
the Alphabet as names for the sounds, using Capitals -
" for the first septenary, and small letters for the second.

L ') The Greeks, the only people vamongs't ‘the Ancients that seem. .

to have cultivated the science of Music, had a very elaborate and
complex system of notation. The number, of characters required in the. .

0ld Greek semeiography may well excite our wonder; the reason is, -
as Forkel very justly observes, “that they overlooked all similitude in . -

“those things which were to be marked, and gave separate signs to -
“each of them, as if they were in-themselves distinctly different.” -
The number of tone characters with which musicians were compelled
to burden their memory was no_ less than 1620. . Boetius, (2 Roman. -

Consul, author of “Latin Commentaries-on the ancient Grecign Musical

Theorists” and ‘beheaded in 524 at Rome) instead of the incredibly
= difficult nomenclature of the ancient Greek scales- or notes; — such as .~
Proslambanomenos, —. Paranete synemmenon, — Hyperboleon. diatonis,
" c. dc. — employed seventeen or eighteen letters; some say fifteen .
from 4 to P; not with the intention. of introducing a new nomen-.
“clature, but that he might abbreviate his work, and spare the patience
of his readers. This, perhaps, may have given St. Gregory the idea of *
" psing alphabetical letters” =~ .-t T T et o

L

-know that' 4 is the first space in the bass, a

Ce

This is called the system of the octavq, the octave or
gth sound being a repetition of the first. '
- To this scale of St. Gregory was subsequently added
a lowermost note designated by the Greek letter I°
(Gamma). Many writers place the introduction of this
note, and the extension of the scale upwards, almost a
century before the appearance of Guido d’Arezzo (born.
1002).Y). , o
" Observation: This venerable man, a native of Arezzg
in’ Tuscany, to whom the Science of Music owes so much, -
was a Benedictine monk in the monastery of Pomposa near -
Ravenpa. His _name is known wherever civilization has
extended, and it has ‘enjoyed uninterrupted celebrity to
this day. All writers of Histories of Music, such as Padre
Martini, Dr. Burney, Sir John Hawkins, the Abbot Gerbert
and others, bear ample testimony to the services rendered
by this good religious not only to Plain-Chant, but to
Mausic in general. ' _ -
 Besides the addition of the Gamma, Guido extended .
the scale upwards, from g¢,?) where St. Gregory’s scale:
‘ended, to dd, and his immediate pupils added another
note, ee, so that Guido’s scale or musical system reckons.
21 sounds, thus: : ’

_TABC DEFG abtcd e fgaa bb bec dd ‘and ee

graves.  finales.  acutae superacutae. excellentes. superadded.

') Guido himself says I" a modernis adjunctum. Vide Micrologus.

See also Angeloni, Kiesewetter, Ambros de. ,
2) The first great octave of the scale (in German Grosse Bassoct.):
is written with capital letters, as in St. Gregory’s scale; the second, -
‘(Kleine Bassoct.) with small letters as a; the third with .small letters:
doubled as aa or ¢: In Germany they express the latter ‘octave‘bya'
a small letter.with a single line or stroke above or below,'thus & or
@, and hence called the single-lined octave, — einmalgestrichene; and:
‘a fourth octave, as we have in modern music, is expressed in_ small
letters ‘with two lineg or strokes above of below, thus a or @, and
called the double-lined octave, — zweimalgestrichene. This system 1S~
particularly convenient,.since without ma,kin%1 use of .the stave we.
ss, o the fifth line in the bass; :

a the second space in the treble, and @ or 2 the sixth line in th

‘treble, or first ledger line above. : e




-

“rotundwm); hence the 21" sounds.

- “The graves, (grave or deep), are so called-from:';

““their low deep sound; the Jinales, (final), because every

“melody, (as we shall see further on when we come to

™

"“‘a.cut'e ; and the excellentes, (ewcelling), because of the
ghpitch-and fineness—of-their~tone: 2~ These-sounds

h@d no fixed pitch, as in modern music; 7 for example
~might be sounded as our z, provided only the half tone.
. which occurs between BgC, E=F, a-b, bl-c, e-f, aa-bb, - °

~bbi-cc be retained in its. proper place.

o Guidp himself, or Guido’s school has also the credit
‘of adopting the syllables used ever since in solmisation

or sogfm'ng: They were the initial syllables of the words |
~contained in the first verse of the hymn sung on the

, written by Paul the Deacon

~ They are Ut. Re. Mi. Fa. Sol. La; and the verse is:

Ut queant lazis Famuli tuorum
Resonare fibris, Solve polluti
Mira gestorum . Labdii reatum, -

Sancte Joannes.

. The music to which this hymrn was written was so -
onstructed, that each of the first six lines of the verse -
egan with a different note in regular order, "dscénd’ing‘--”
rom ¢ 10 ‘@, thus CD-E F G a, as may be seen in the -

"Yespemle “Romanum,” page 380. [Ratisbon 1875.]

oo o0e ) CO y, and b in: the "
third, (not the first B) may represent’ 7QHI' by natural -~
(&, durum or - guadratum), or b i. e. b flat (b molle or -

‘cs_pegk of the Modes) terminates in one or other of
‘v‘them; the acute, (acute or sharp), from their high acute
sound; the superacute, because still higher than the

N In this succession of six Tones, called thenceforward
a Hewachord, the half tone lies between the 3% and 4th'-

degree of the first septenary, E-F; the same occurs in -

the second septenary from ¢ to aa.

Observation. There is some reason to suppose that -

Guido taught with successful results, before he stumbled -
upon -the much-prized Ut Re. Mi. Fa. Sol. La. a short men-

tion of which he makes in a single passage in one of his
later treatises, but without any further explanation, and

which he used rather as a means of help: for pupils of

..slow comprehension, and as a kind of example, than for

anything else, just as if other syllables might not have
answered as _well. Sir John Hawkins in his History of

. Music. Vol. TII. gives the following ingenious explanation
“of the discovery of the hexachord. “The scale as it stood -
““4p Guido’s time, was not adapted for the reception of 6
- “gyllables, and therefore the application which he made of
“them does necessarily imply some. previous improvement
- “of the scale, either actually made by him, or which he
“had that time under consideration. It.is pretty certain ..
© “that this improvement could be no other than the con-
_ “vyerting the ancient tetrachords into hexachords, which to
_“begin with the tetrachord Hypaton, he effected in this
~“manner. That tetrachord was terminated in the grave or

“deep sound, by Hypate Hypaton or b ; for though the
“Proslambanomenos A, carried the system a tone lower, it

“was always considered, as its name imports, acquisitus,

‘supernumerary or redundant, the addition therefore of a
“tone below A, immediately converted the Tetrachord
“Hypaton into a Hexachord, and drove the semitone into

i

‘g, position which divided the Hexachord into two equal |
‘parts. This additional Tone he called 7, gamma” And.

as it corresponded with the first syllable Uz, the scale con-: {

structed thereon was called Gamma Ut or Gamut a name

which it retains to-this day.

This position of the half-tone between the 34 and 4%

degree is also verified in the scale or hexachord from-

I to E, Gto e, g to ee, F to d, and f to dd, excepf
hat in these two latter hexachords, the “5” and S

) “Die Choralkompositionslehre vom 10.— 13. Jahrhundert.” ¢+
,fa%ﬁge&Utt_‘o Kornmiiller in “Monatshefte Tir ,Mus";kge,scl];i:]:lllte(.e’l"t"lwg'-".




iust be’ understood to be “b ﬂa,t » and not “b natural n

in order to avoid the Tritonus. or augmented fourth.
~ As all these hexachords are alike, differing only in

pltch the use of the six syllables was not confined as 3
at Present to the.scale commencing with ¢, but was =~
extended to all the others, the’ semitone occurmm be-.

tween the third and fourth syllable, always being found

“in any of the hexachords between the third and fourth - -

degrees. The syllables had therefore to be shifted at

- each variation of the melodic modulation, and this was .-
.called mutation.”) A Table of the hexachords with the -

0 ons.m_s]z@fmgs#wa,&mlade—@ut—by-{}a@hﬁum
“we here subjoin

la

superacutee

>
J
|
|

e
d
c
b
a
g
f
e
d
¢
b;
a
G
F
E
D
C
B
A

~

%) The solmxzatlon of Plain-Chant is. the same as that employed_ )

“in modern music, and popularised by the Tonic Soi-Fa system. - This -

I4tter - system may Be used with advantage in the study of the inter-

vals, a8 Guldos system of ‘mutations is practlcally the same. as the’

]l[z"—Fa meant everywhere the posifion of the half-
note, ‘or more properly the subsemitonium modi, "Which
recewed at every such place the syllables M@—Fa.

The three Hexachords beginning with I, G, g, are’

“called Hezachorda dura, (hard), on account Of the g, that

is b durwm occurring in it; the two beginning with C =
and ¢ are called Hezachorda natumlm, (natural), because.
‘neither a h or j occurs in them; and the two begmnmg :
~with F and f.are called Hexaclzorda mollia, because of -
the presence in both of the b molle or rotzmdum From
-thesé tables also were derived special names, for the

For in- -

‘stance, if you vnshed to designate F in the first sep-

tenzuy, by reading across the page you would call it
F fa ut; if you meant d, you would call it d la sol re,
or ¢, ¢ sol fa ut . Aga,m G has the syllable sol in =
the natural hexachord, re in the soft or molle hexachord,
and ut in the hexa,chord duwrum : b natural can be only\
called mi, and b flat fa. These three hexachords. may
be-dove-tailed into one another in the following manner..

ut, re, mi, fa, sol, la.
I, A, L, G, D, E.
- ut, re, mi, fa, sol, la.
C, D, E, F, G, a
ut, re, mi, fa sol la.

F, G, a, b, c, d etc
If the compass of any Hexachord were exceeded,

“and another commenced, ‘the tones belonging to the new
- Hexachord must be so designated that the syllables mi fa
may ‘coincide with the position of the semitone, thus: -

v.fg"\bcdef,‘ga,bﬁcdef#g
ut re mi fa (sol) ut re mz [fa (sol)
ut re mi fa, ut re mz fa

Tonic Sol-Fa modulato r. See “The Standm‘a’, C’ourse of Lessons on. -
the Tomc Sol- Fa method” by John C’m'wen.




" In this system of Mutation consisted the peculiar .

-use- of the so-called Guidonian hond.

 Guido is* supposed to have taught his pupils to find
.and name the tones upon the bones of the hand, and
‘it was regarded at the time as a wonderful discovery,
that the Creator should have given to man exactly the.
‘same number of members in the hand as there were

- tones in the scale, according to the system of the great '

- master viz. wineteen. The twentieth tone 7 was only
" added at a later period by Guido’s pupils, in order to
_complete a seventh hexachord, and not being able to

~find a place for it on the hand, they fixed it over the top

";_:'_ofl the second finger whose highest member is called d.

. Observation. This perhaps may be the proper place

to remark on the origin of our sign % or natural. In a
~note found in the Appendix to Kiesewetter’s work “Die
Geschichte der Musik,” we find the following information
~“on the origin of the German H, as name for the second
“note ‘of the alphabetical series.” (It must be remembered
.that in Germany & when natural is always indicated by
the letter £ pronounced %ak.) “The B has also with the Ger-
~“mans as many significations and employments as with the

: “English, with the exception only-that we never. under- -
tand it to be H (English B natural or French .8i). It ...

‘appears that we were In some perplexity with regard to
“the appellation of the seventh note of the scale, and that
‘the difference of the already existing signs ? and 4 oc-
‘casioned the introduction of the H, because the sign 4 in
““itself could be taken for H by drawing the stroke down-
‘wards from the right side, in the same way that ‘out of ,

. we procure an h by the prolongation of the stroke to

: ;the right. It may be sufficient in this place, simply to

remark that the name of the second note of the scale

“was twofold: one with a ¥ called B rotundum, round and

“one with a b or b called B quadratum, squared which - -
“last_agrees with the # of the Germans, the B natural

B . B

“of the English and the i of the French.”

\

. For a long time this- difficult and complicated Gui-
donian Solmisation or Solfisation, {according to Tinctoris)
continued in use, until with the extension of the Tone-
system below Gamma, and above ee,’) and. the discov-

_ery of harmony), a new syllable Si was added?) to de-
-signate the seventh Tone of the succession. This syllable |-

when it expressed B natural was written 8¢, when .
B flat, Sa or Za; and so the octave system of St. -

_Gregory was re-established, and “Mutations abandoned. *

Later still the Ttalians substituted Do for Ut for euphony

‘sake; but either syllable may be used. In Germany the i

L —is—retained— — :
- ILL ALl p'ossible musical sounds thei*efore, may be re-

“duced to, and classed under, seven principal or foundation .

ounds.  These seven sounds may be repeated ascending -

‘or descending in regular alphabetical order, thus:

(ABCDEFG abecdef g a etc. -
Wa si Do re mi fa sol la si Do re mi fa sol la etc.

L IL HLIV.V.VLVIL L ILIILIV. V.VLVIL I etc.
each octave forming what is called a scale, (from scala,
a ladder). Of these seven sounds, five are whole tones,
and two are semi-fomes; and every scale proceeding in -
this regular -manner is. called diatonic,®) that is “by-
tones.” - - '

- From B to C, (Si-Do), and from E to F (mi-fa) the
distance or span is not sq great, as from C to D, (Do-Re).

") This addition' was made by Guillaume Du Fay, a singer. in the !
Papal Chapel in 1380. He died -in 1432, and because of this extension- !
of the scale and his masterly compositions, was reputed one of the
rs$t- of musicians of his time. ‘ o s
%) Some attribute the adoption of this syllable to Le Maire in -
620, Janssen refers it to Henry Van de Putte (Erycius Puteanus) in- -
the 17¢h"¢entury. : ‘ . . R

- 3) rovog (from zeiverw, to span). Every scale was’ called diarovog
y. the Greeks, which from its commencing note to the octave counted .

ve whole tones, and two_half-tones.




Méﬁ_ﬁa therefore and Si-Do are -'calledb'natural .'(als"o
inajor) half-tones or semitones. Do-Re, Re-Mi,
Fa-Sol; Sol~La, La-Si are five whole tones. |

Observation. These five whole tones may,"as in

modern music, be divided into semitones by means of the.
so called musical accidents; — the diésis or sharp

represented thus 4; and the flat thus P. The diésis or .
sharp raises the note to which it is prefixed, a (minor)
half-tone, and the note is then called ¢ skarp, The P, bimol -
or'flat lowers the note a (minor) half-tone, and it is then

~called » flat, supposing /) to be the note affected. These

. subdivisions of the scale are called chromatic, they are

12 in number, and a_scale proceéding through all of them
1is called a chromatic scale. o -
Again, every whole tone is divisible into a major an

* minor semitone. The semitone was called by Plato Limm4,")

- because imperfect, and not dividing the tone into two equal

" parts; one part. being greater than the other and called.

~apotome or major semitone, the remaining part diésis
“or minor semitone. The whole tone is made up of 9
commas, of which 5 are found in apotome and 4 in
¢ ~diésis. Thus from C to D we have c-¢ sharp, — diésis
- or minor semitone, and ¢ skarp — D, — apotome or
- major semitone. From & to ¥ descending we have 6-6
flat, minor semitone, G flat — F apotome, or major

semitone. This mathematically exact progression consti--
tutes the enharmonic-scale;. bit. practically in modern. .
music it exists only in name; as all -semitones ‘whether

ffected by flats, sharps or naturals are, considered equai
intervals. This. practice may perhaps be traced to the re-

cently extended use of keyed ipstruments, organ, piano-
forte -or harmonium; in which,”in order to facilitite mo-:
dulation, a system of tuning is adopted, whereby the odd
commas of the enharmonic progression, are distributed’

equally over the entire>scale; and hence it is called the

1) “Semitonium a Platone Limma vocatum eo quod non sit plenus-.
q p

tonus sed imperfectus, neque dimidium toni, non enim in duas aequas

partes dividi potest, sed inaequales tantum, quarum alter semitonium:

majus seu apotome, alter semitonium minus seu diésis, quae :
apotome superatur commate.” ~Cottonius.apud Gerbert, TI. 238,

“equal lemperament system. Stringed instruments however, -
“such as the violin, are tuned with mathematical precision,
-and for this reason the violin is preferred for teaching
singing. - : e
» Plain-Chant admits the diatonic or natural semitone,
(mi-fa, 'si-do), and the Lmma or chromatic semitone in the
~single case of the interval from La to Sa.or Za; but al-
together excludes the diésis, and knows nothing of the -
“enharmonic scale. The sign >< (St. Andrew’s cross) raises "~
the note two minor semitones ®/s, so that > F and g make: -
.almost the same impression on the ear; in like manner

(double . flat) lowers the note */s of a whole tone, e. g.
b E=D. The sign 4 (B quadratum) or natural removes -

the—effect-of-the-single-§-or-7-and--restores the note to its -'

natural condition.

CHAPTER 2xp, .
*PBOGRESSION OF THE SOUNDS OF THE SCALE. — INTERVALS.

~ “The sounds of the scale are connected in six dif-

“ferent ways, viz: by a tone, a semitone, a major

“third, a minor third, a fourth and a fifth.”?)
Junguntur ad se tnvicem sex modis, tono, semitonio,

- ditono, semiditono, diatessaron, diapente. Non aliter quam

his sex modis voces juncte concordant vel moventur. So
that to learn Gregorian Chant the student need only devote
his attention to these six simple progressions. “To these
“consonances ‘two other species of progression are super-
“added by some singers, viz, the diapente with a semi-
“tone, as from E to ¢ (a minor sixth), and diapente
““with a tone, as from C to a (& major sizth). But as
"‘these_and the octave are rarely met with, I have not.

“Yreckoned them.”?)

) Tta. Guido. Hucbald. Odo. Cottonius. See Article of Fv. Utto
Kornmialler “ Die Compositionslehre vom 10. bis 13. Jahrhundert” in
- “Monatshefte fiir Musikgeschichte” 4th year 1872. — 2) Ibid.




- An Interval is the dlstance in acuteness or gravity, -

between one sound and another o
A single sound. is’not an interval, it is unison; ’)

an interval can only ex1st When two d@ﬁ”erent sounds are;' :

-produced.

The intervals are named from the number of letters -
which they include. Thus from A to B (including two
~ letters) is called a second; from A to C (inclnding three
letters A B C) a third; from A to D a fourth and so
‘on, and the intervals may be counted ascending gr de--
-scendmg The intervals used in Gregorlan Chant are -

- as follows.

18t A Second. The distance from any. given sound:

. to the next adjoining, above or below, is called the in-

- terval of a second; as from 4 ¢ B;— B to C or -

descending; 4 to G;— G to F. There ‘are two kinds

" of second ;— the major second, comprising a full tone,
as from CtoD— (Do-Re) ; and the minor second
where the natural diatonic semitone occurs as from E :
to. F'— (Mi-Fa) or BY to O — (Si- Do), or 4 to:

'_’ B ﬁat — (La-Za.) -

~Observation. The word Tone in Church musm, haS"_
'_many significations. "In the original Greek (zewerv) the
© word denotes tension, stretching, spanning or bracing, and -
- in this sense it is often used by physicians, as descriptive
- . of medicinal .effects. But as a string when stretched is -
- easily' made to sound, and the more it is stretched the -

: h]gher the sound it glves so the word tone, zovog, was

_naturally taken to signify sound. In this sense we have
:‘been using it up to the present, when speaking of - the_‘-'
"tones or-sounds-of the scale.’ But it has another mean-.
. ing, and ‘expresses not only soun ds “but the d1stance or<

‘) Unisonus quasi unus SOIlllS'. ..o est, modus neque cantus,» :
“-quia cantus est mﬂexm vocxs ie. omms cantus 1nﬂect1t vocem variat
.sonum. Ib1d - .

nterval between sounds. In thls Jatter sense we use it
n the present chapter; so that Tones and Semitones, i
when spoken of as Intervals, are not sounds, but the, ;
distance between sounds; just as a mile, is not 4 place;
but the distance between two places. “Tonus fortem
onum veddit respectu semitonii; el est spatii legitima mag- =
nitudo @ sono in sonum ratione 8:9 i.e. epogdous.” Jerome, :
of Moravia. see Coussemaker. vol. 1. pag. 27. -
224 A Third. The distance from any sound to. the :
as: .

. G-E : F-D.-

here are wn_lnnds_.ofwthn«ds major--and-minor.-

. major third includes two whole tones as: .
-E (Do-mi) ; F-a.(Fa-La); or descending B—G (S2-Sol)x .
A minor third includes one tone and a semitone, as:
G-b flat (Sol-Za); A-C(La-Do) D-F (Re-Fa) B-D (Si-Re).
Anciently this twofold interval was called respectively -

Ditonus and Semiditonus.’) Too much nnportance_
cannot be attached to the necessity of learning this-in- -
‘terval correctly, as it occurs most frequently, and once

‘2 fac1hty is acquired in striking with accuracy major and
minor - thirds, the reading of Gregorian music presents

- A Fourth. The interval which includes two
tones and a semitone is called a fourth; thus Do- Fa,
(C-F) 1. e. ftone, tone, and. semitone; or La, Re, (A- D)' :
1. €. tome, semilone, tone or Si-Mi (B4-E) i.e. semi-
tone , tone, tome. Tts ancient Grecian name was Dia-
tessaron. The interval knewn in modern music as the
augmented fourth, including three full tones as from. ..
Fa toSi (Ftob natuml) and called the Tmtone is. not -

D] “thonus duos tonos tn se comtinet. Semzdztonus vocatur, =
J

quod non sit plenus ditonus; hujus sunt species due; una tono et semi- . -

oma, altera semitonio et tono comstans, vel in metrica similitudine semi- -
onUs iambicus (<~ —) et trochaicus ( —)” Engelbert 'Lpud Gerbert. -
. *. :

.




allowed n Gregorlan ‘and it is to obvmte thls that the

b flat is introduced; — the only accidental admitted in

' Plain-Chant. . “Tmtonus, constans tribus continuis tomis,
- diatessaron non reputatur.” Guido.

4t The Fifth, (ancient name Diapente) includes

. three full tones and a semitone; as: D-a (Re-La) i.e.

tone, semitone, tone, towe; or E-by (Mi-Si) semitone,

~tone, tone, t(me or F-¢ (Fa Do) tone, tome, tone, semi- .
_tone; or G d (Sol—Re) tone, tone, semitone, tone. This

mterval is "called the perfect fifth; to distinguish it

from what is known in modern music as the diminished ..

- or false fifth; consisting of two tones and two semi- .
- Jfones, e.g. bl-f (Si-Fa). This is but the inversion of .
‘the objectionable tritone, and consequently the b must’

be lowered a semitone and SO made to constitute a per-
fect fifth.?) -

: ‘5t The Octave (Diapason) includes five whole
tones and two semitones; which may be distributed in"
" seven different ways aceordm to the letter with which
.1t 1s commenced. , This will be seen more clearly, when_
We ‘come to speak of the modes. .

Observatlon The octave, like the Major and Mmor
Slxth is seldom if ever encountered in Plain-Chant.  “Hic

canendi modus,” writes the Cistercian Engelbert in the 13th
‘century, “rarissime in cantu usitatus reperitur.” - Hucbald

tells us that the octave received the name diapason, “de’
“omuibus,” “through all,” because anCIently the grea.test num- -

Vber of strmgs on the lyre was elght

) “B F bq f, que’ etsi 5 voces mcludunt ab ommbus tamen

.’,dmpente speczebus sechiduntur ; ista anomala species. (mznus diapente
duobus tonis, -totrdemgue semitoniis completur, que 2 semitonia jurcta

“(minota) nown faciunt integrum tonum, sicque -ad, completionem diaperte
comma cum semitonio’ deerit.” Gllld(). Engelbert Hucbald ete. Apud’

Gerbe1 t.

| CHAPTER 3».
NOTATION. — CLEFS,

- 1. Notes are signs which by their shape mdlcate?
the duration of a sound, and by their position the
names of the sounds and thelr respecmve grav1ty, or
acuteness .
1st, Shape. Three Shapes of notes are employed_u-

in Gregorlan music; a) P iy longa mota (long note);
b) u Zwems (short note) Its time value is estimated by -
yitableover—which it —is~placed;-"and " approaches’
sometimes the longa, sometimes the semzbmms c) The

semibrevis ¢, about half the duration of the drevis.’)
~In Gregorlan however there is no such thing as strict
time. The music is entirely subordinated to the words.

- 9nd Position. If we consider for a moment the
difficulty of fixing on paper the height or depth of a
sound, the invention of means by which this could be
effected and properly represented withaut fear of- mistake,
may be Well regarded as a most ingenious contrivance.

. ‘) In the Graduale Romanum, — (Medicean edition) the brevis is
placed over short syllables whenever they should be sung to one note;
e g —H_H-.—g‘- instead —¢— .l—_.t:ﬂ .. p— The semi-

—— " : —.
o-ra-ti- 6-nem 0-ra- t1 6-nem. ,
brems 1s used as an’ embelhshment or passmg note, in groups of

notes or’ neumas descendmg, e g -Iﬁ ’—‘1“5&1 - EL: Jaeovacm 3
' ' De - - um -

n. Il Polestring, No. 8. anno 2dc says “Le note di passagio furono
usate nei buoni Corali soltanto - discendents, € senza tornare indietro;
discendenti , perche accelerando il canto, la voce si abbandona e ab-
ba,ndona,ndom, le riesce pin facile il discendere che il salire; senza

ornare indietro, perche appunto sono note di passagio, e chi- passa:

grocede da un punto all altro direttamente, e chi torna’ mdletro, prlma,
‘arrivare ad un punto determinato, non passa.”- ;




* - position of mm% note of the Scale.

?.mﬁosm 8 Qﬁmo ) SSo the 2333& or 2&& mwggg&.

‘were mE%Q written over. @a ‘text, no lines or spaces
“were in . usé, and it was left to. the judgment or taste
~of each ﬁom%ow to interpretithem in his own fashion.
_See- Introduction., Shortly. before- Guido two lines were
introduced, one coloured yellow to denote ¢, the other
~coloured’ §& to denote F.. Guido added two more lines,
‘and ‘so established the four line . mu\mﬂmB which ?,mﬁim
in Gregorian to the present -day. ‘He 'placed the notes on-
‘the lines, and between the spaces, and over and under
~ the four, lines, and in this way he fixed the name and.
If in the ?:355@

slaves”

acted upon, to convert the Gregorian into modern so,..

tation, and so facilitate its being taught to the Imasses ;

put it should be remembered that. the = = and . &
- modern notation, are tied .down to a fixed measured time,
-which is contrary to the very essence of Gregorian, mol

pr&:m as it does free JAEEG& declamation, and where
as Witt says: “the Text is the master, 2& notes the
;%) and- again it has been E.oém by experience
that singers when exercised on four line music, acquire

‘more mwmm&q a correct wuoimmm», of the Eﬁmiﬁm than .

when using five; and lastly in groupings of several notes.
mm%z&um or mmmogmam, the united mBooﬂr rendering

example we call the first note ¢, the names of the other’

notes placed in regular ‘succession on the lines E&
mwsoom can be given without difficulty.

: c d e f g a bi c
A

- Hllltllll.l jo— I.l..lll.
L ut re mi fa sol la si  ut . o

<+~ In case the melody should extend higher or lower
.- than what may be contained within -the four lines and
Spaces, then recourse is had to sgﬁ are om:mm ledger

_wrzom thus 5

. : .\ 4 . . ; .Ib -mn - .

- The lines are counted Eu.spam:,mwawﬁmm_ the *spaces.
. ‘The traditional character of the old notation is so
_,,s.oig of respect, and-its employment in the Titurgical

books has been so steadfastly maintained for centuries,
: .that to change it into modern notation - seems uo;w@n

necessary, useful, nor advisable. Four lines and three spe- -

cies of notes are ME%Q sufficient. Frequently it has been
proposed and in some Epomm ) the E.o?mm_ me wmmu

S “Recueil de Messes et d'autres pitees de Chant, uoE&:u m&aon
3 rédigée et mise en notation ch_o&m par l'abbé Q,E:ma .owozmﬁm mm

oUmm:mSo: > mgsa a number of notes be clo--

sely bound together and attached to the same syllable, thus,
s =, they are then called notae ligatae (bound notes)

and are to be sung quickly but smoothly. We also meet

~ with notes of.this shape =g lemH. They are called notae -
obliquae (oblique notes), also plica Qnmuméamw notes). They

are an abbreviated form of writing Zwo motes, one being .
on the line or space where the oblique note commences
and the other where it terminates: thus, in the example.:.

given the oblique notes are instead of Hmﬂmwmf\:m. The

Folio Medicean edition of the Gradual 1614, employs the.”

> plica ‘only descending, and' never for a S,mmﬁs. 533&
“than a third. The first note of the :mﬁ&d is accented.

The new. official Ratisbon o&aou oBEowm it in Ememm_w

‘the same way.

mem:mﬁou B."The Zm=88 ‘have wmmc Emcagmm

as the notation in use previous to the invention and adop- -

tion of the note system just explained. Any dissertation.
on the Neuma writing would he more- of historical than
Euoso& §_=@

la oﬁraaw&mmﬁszmg H:émmm ?s.. les soins de M. le OEEEEW wozom?

Annécy 1851. ) .
S J M_Hmmmumr Blitter. October 1875.-

mum m:,o:m@ao gy has ret a B,mi deal
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: to do, before it can throw every necessary hght on thls
‘antiquated and obscure note system. The Newme or Neu-
mata consisted of points, little hooks, strokes and flourishes,
in different shapes and directions ; these represented to the.
singer by their position .the helght of the tone, and by
their shape the inflexion. See example given in Introduc-
tion, page 8. The ambiguity of them as note signs cannot
be questloned for a moment. However the binding or
grouping of notes in the newma system, was established

" according to certain fupdamental forms, which have sur- -

vived the use of the little hooks and ﬂourlshes themselves
and are still employed. When a syllable is noted with A
virga, it receives an Accent (té), and is sustamed longer
than a syllable noted with the s punctum (in): ™ m is called

- clivis, the first note accented (pater). Climacus is a name
- given. to note groupings such as the followmg =g, (D6mintis)
or 1. : H‘I is called scandicus, and W jorculus. Several
other signs were in use for artlstlcally trained singers;
such as may be heard at present in the Papal Chapel
when the Solo voices adopt certain embellishments and
mannerisms, intoning' the Introit or the Antiphons. These

note-ﬂrouplngs are as it were the elements of (xregorlan _

song, as words are the elements of speech, and on their
equitable distribution depends the beauty of the melody,
~ as the charm of speech depends upon the- prudent use of
" long and short words.

 The word meuma has yet another Sngﬁca,tlon from 1ts
-greek root mvevue a breath or breathing , and indicates a
grouping of several notes, as many as can be sung together-
‘1n one breath, and therefore set to one syllable or -one-
- vowel; or as Joannes Tinctoris remarks “Neuma is a song ‘-
. or cha,nt which hangs on, to the end-of a word, without a.~
- word.” Such Neumas are constantly met in the Graduals.
_ with their Alleluios, the neuma been sung to the final vowel -
a of the Alleluia, as it were in token of highest ]ubllee
approaching to a shout, and hence they are also called
Jubilationes.") The N eum® were very lengthened in some
of the old Choral books A Councﬂ held at Reims m 1064

-

. Y“Jubilus sonus quldem est s1gmﬁcans cor parturlre quod d1cere
non potest.” (St. Augustine in Psal. xxxii.)

.

r

,forbade the undue lengthenmg of the neume and in'the
-Mediczan edition (reprinted in Ratisbon) they were much
abbreviated. Strange, that the Reims and Cambrai Gradual,
-published by Lecoffre of Paris, should be the only one to

-reestablish- them in all their pristine prolixity. S

~ IL Clefs. The lines of themselves do not fix 1m-\
‘movably the positions of the several notes of the scale,
-nor does the stave of four (or even five) lines, comprlse
,the whole compass of the human voice. Wherefore some’”
conventlonal sign becomes necessary to determine in each‘
melody the position of the semitones of the diatonic
scale for these being once determined, it is easy to find

fie rest. 1hnis conventional Sign is” called g°Clef, (from-
‘the Latin word clavis or French word clef, a key,) be-
cause fixing the position of the semitones in a plece 1t
d1scloses and expounds the whole. piece.

Previous to Guido, as has been already stated, there
‘were in use two lines, on, between, under, and over which. *.
the several potes. of the scale were placed One was
coloured red, and denoted F, for the grave hexachord,
‘that is to say all Neume ertten on that line were to.
be considered F or fa; the other yellow, or sometimes -
“green, denoting ¢, for. the acute hexachord. These two. -
lines served all the purpose of clefs, for every one could
understand that in the interstice between them, were to.
“be found the notes g, a, b; although these three notes in
‘relation to one another’ had no fixed position, but had.
to be guessed from the " peculiar formation of the cor-:
respondmg newiia., Later on they placed the letters F-
~and C at the beginning of these lines and so rendered’
‘the different colouring unnecessary. When Guido how
ever added two more lines he placed the newme both:
“on the lines and in the spaces, retaining the use of the
alphabetlcal letters F and C on the two original lmes
1n order to fix the posmon of the sem1tones




Subsequently When the square black notes, dlsplaced‘

- the points or dots hitherto in use, the clef letters F and
| €. assumed a conformation or shape somewhat- analogous
“ to the notes’ employed and F was represented ‘by the .
js1gn y; and C by the sign X. However as the system
_of Mutations still prevailed, and the introduction of the
b molle constantly changed the names of the notes (See
_'Chap lst) so to the figure ' denoting F, they added:
- the C sign Y, and thus obtained the compound sign 8,

which continued to denote F or F JSa ut, in the nomen- -

: clature of the Mutation system. The C sign remained
unaltered (in fact it is only a_squared formation of the .

letter C). 5o that we have in Gregorian or Plam Chant
‘two clefs, and only two: ,

the C or Do clef = %

the ' or Fa clef = .

The Do Clef may be placed on any line; the Fa Clef

~is usually. on the 274, 34 or 4th Jine,
C or Do clef For Fa clef.

Ees S == -FlE_

All notes placed on the line where. the Do clef is

""found are v_c,alled“Do ; and Where th_e,Fa clef, Fa e. g. .

e h-a d ¢ f a e g

-

H?H—

R ———

e —

!n—'_lL:.H__
FGathDC AFEDCab

These Clefs being movable-: from line to line, do
not indicate the pitch, but only the position of the semz_.: o

: tones. Even in the course of a melody they often change.

position and one is substituted ‘for the other as in the" .

:_Gmd Rom. ‘pag. 21*.

SSE==s

-ﬂ—!——at SN or pag. 172

mi-se-re-Te 10-bis. Qul tol - lis ete.

o "
S

mi-hi ~ Si quis ‘ete
‘This shifting and changing of the Clefs, is practlsed
in order to keep the melody within the compass of the
four line stave, and obviate the necessity of employing

Tledger lines, Wh1ch are rarely met with in Gregorian.

In these sudden changes of Clef it will be enough fo
remember that Fa and Do both indicate the position of
eir Tespective meighbouringsemitones M7 and Si, and

“poth are the uppermost note of exactly similar tetmchords,-‘ ‘

Fa, Mi, Re; Do, when sung being in every respect simi-
lar to Do, Sz—La, Sol. The little signlike a note 3 (also

written —— '“'---) found at the end of lines, and before -
a ohange “of clef, if sych occur in the middle of a lme

is used to 1nd1cate the succeeding note; and is therefore "

called a custos, watchman, guide or clwect :
To sum up the substance of these two chapters, the h

. primary elements of Plain-Chant and its system of no-

tation may be thus briefly enumerated: :
a) A Diatonic octave Scale, comprlsmg five tones’

and two semitones. ,
b) Notes indicating the sounds of the scale sha,ped

-in three (hﬁ“erent ways R longa; ® brevis; e sermbrews

to express duration; and placed one above the other on
a stave of four lines (both on lines and in the spaces)}-

‘to determine their. exact acutemess or grawity.

. ¢) Two-clefs Fa and Do to fix the pos1t1on of thev.

semitones of the scale; and
d) a Guide employed at-the end of a hne or be-.

. fore a ckcmge of C’Zef to indicate the next succeedmg note o
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, - ering of Plain-Chant that so often offends our ears, and.

T ’ "gives ground for the charge so often made against it,

' ~ that it is devoid of Melody, a barbarism adapted for '
ruder ages but intolerable in the present advanced state
of musical science. : - -

The rhythm of poetry is susceptible of the same .
exact divisions of time, as the rhythm of dancing and:
music; but rhetorical rhythm is satisfied with a pleas--

_ing cadence of syllables — an approximation to-the rhythm

- of verse, particularly at the beginning and the end of -
periods. Whether it be poetry or prose that we are"

' CHAPTER 4m,
'RHYTHM. — ACCENT. — PAUSES.

. L Rhythm; in general (ovduoc from gew to Sow)
~means a smooth flowing progression, varied and main- -
;;.t_a_lr_led“ according to certain determined divisions of Time.
lt 1S measure; even-measure as well as (mathemat-
zgally)_ equal-measure. Rhythm can be imagined with- -
out words, and may be indicated by notes or tones one
-sustained longer than the other, or sounded With'Vazzying
force and emphasis; and this is musical‘rhyth'm. The

“natural iondness for rhythm, in the human mind, must
be referred to its natural love of “order, ha,rmongr and
. Symmetry. We trace it in the regular pulsations o,f the
‘nerves,’) as well as in the ever varying, but regular
waves of emotion that disclose the ceaseless activity of
the soul. Even in children, the sense of rhythm is de-
'ygloped earlier than that of -melody, and both Poetrjr
__\and.Pro.se are indebted to it for a large share of their
: fascmatmg power. In Music, Rhythm is a ’necessz’ty. o

- How strange it is, that in the face of this-law of ‘.

nature all idea of rhythmical movement -in Gregorian

chant ._s‘hould be so generally lost sight of, Of all forms - -
_.f)f .Mu.slic, mo one so entirely depends upon rhythm for
its legitimate effect as Gregorian. And yet in most of the -

Grammars and Manuals of Plain-Cliant ‘in use amongst’

us,” whilst*we have chapters explanator “the R
d Trtervale am : natory of thé Notes

nd JIntervals and Clefs and Tones &e., scarcely-a o\
15 t0 be found on rhythm.. This deficiency may perhaps
tQ___,, j_§0m§ extent account for the bad and ineffective rend- -

V ut n a: 3 " . I' y t >

ulsus. At qui in Musica -consideratur, a- duobus; visu nimirum et au- . .. .

1t;u” Aristides Quintilianus -Iib. X. de Musica, apud Martini, -

‘called upon to sing in the notes of St. Gregory, we shall”
find the rhythm or swing of the melody, closely bound.
up with the- euphony of the language to which it is .
wedded ; the musical melodies are as it were constructed
on the melody "of the language itself,, — the language *°
being simply clothed in musical sounds; so that the fun-
damental rule for understanding Gregorian melody and
singing it effectively is: “Sing the words with
notes, as you would speak them without notes.”
““Good singing s good accentuation” wrote Adam of Fulda, -
as we read in Gerbert, “De cantu et Musica sacra.”

One of the first requisites therefore for good sing- -

ing of Gregorian Chant, is a knowledge of the Latin .

tongue, of its peculiarities, its prosody, its scansion;?) -
in-a word Gregorian Chant demands “faultless, clear,
scientific pronunciation.” For we again assert that
the Ritual Song is not a monotonous composition, con-
sisting of slow notes of equal length, to be drawled out
in a hard unappreciative manner, tiresome to the voice.

") A fixed measure and determined number of alternating lon and’
short syllables’is called Metre. The science which teaches the reltiive
length of syllables, and correct accentuation is Prosody. The enumera-

tion of the metrical syllables, their abbreviation (cesura), punctuation .

ete. is Scanston.
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of the singer, and 'farv more tiresome to the ear of the -

listener. It abounds®with melodies’ mﬁnltely varied in

- their rhythm, and. peculiarly adapted to give increased
force and emphasis to the words and sentiments of the ~
- Liturgy. The length.and emphasis proper for each note
_therefore, whether it be the nota longa or brevis, can .
—only be determlned by a consideration of the meamng o
~of the words, and the character of the musical phrase’

* of which it forms a part.  So that the nota longa only -
“expresses longer duration than the brevis, because coup-

-led with - a syllable demanding empha51s and being

—at the Same time a leading note of the melody, or

“of the scale on which the melody is based. This co-

incidence of the. verbal accent with the musical ictus, .

‘and a distribution of notes so that they run easily
with the words, constitutes good rhythmical progression.
“Therefore, when 2 syllable is thus rerdered prominent

by an 1ntens1ﬁed and emphatic effort of the voice it is.
said to be accented. This accent has a great duty

to perform in Gregorian. Through the proper use of it,

‘the main features of the melody are distingnished from '
* the less important, and words or syllables of consequence’

'are conspicuously brought, to the. front.

. Here it must be borne in mind that ‘it is not the '
number of. notes placed over a syllable, that makes the -

"syllable long or short or accented, but rather. their

stronger: or Weaker intonation. Hence we often find in

uch’ words as Dominus, quite a group of notes over
the short syllable ms, and but one or two perhaps over

‘the accented syllable Do In this and similar instances
the group of notes over the short syllable, should be
sung qulckly but smoothly and Wlth a ﬂzeszs Y or depres—~ .

*

S Y Arsis a,nd Thesis. Latme ele'vatw and: depressw an elevatlon ori -
depressmn of the voice in marking the accented and unaccented syl- -

lab]es Also the rise and fall of the melodxc movement

sion of -the voice; while tlle Slngle note (if there be but
one) over the syllable Do should be delivered with em- -

- phasis and power. Accent therefore is not the relative

duration of a note, “it is not even the strength of it,”
says Dr. Witt,®) “but it is a spiritualizing of the voice, -

* a veritable surrendering of the whole power of the soul -

to a sound which from the soul must receive-its pecu- ™
liar character and vitality.” In consequence of this free- .
dom of rhythm in Gregorian Chant, the dispositions of
thé singer are at once made manifest, his' devotion or,
istraction, - his earnestness or indifference. Hence it hasg
peen sal TWith trath. T To - giig Gregorian one must
have a musical ear, a technical knowledge of it, and fair

““appreciation of it; to sing it well he must understand

the Liturgy and the Latin language; to sing it per-

. fectly, he must be holy.” (Flieg. Blitter Sept. 1875.) |,
~The rules which the author of < Chordal und Liturgie”
“Jays down appear so important that a few of them may
“be briefly enumerated here.. 18t “In Gregorian‘ Chant
‘there are no long and short syllables in the semse of
Prosody, but only accented and unaccented.” —_
~9ud, “The notes have no determined Time-value, and

“never serve to indicate the duration of the sound, but
-ouly to guide the modulation of the voice.” From -

these two rules we may gather how faulty is that method
of singing which measures out to each note and syllable

‘equal value (Isofony). The ear is offended with the speaker
‘who would recite the syllables and words of his speec-lx
“with equal speed or sluggishness, .and experience proves

that nothing is so tlresome to listen to as monotonous '
isotonous chant. .
Observation. 1st. A few examples-of the Acce‘ntr”

‘in Plain-Chant may serve to illustrate the preceeding par-

2) “Fliegende Blatter.” Oct. 1875.
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S o g e find the Hymn | Observation. 204, Hitherto we have spoken of rhythm
: grg}?eh Hléllys O(lﬁfogg lﬁﬁ’&ie"df ggfizzipger:sl ‘f";ﬁlogvs : y o ‘as ever measure, but it may also be considered as mathe-
i ‘ l 4 . A . :

A _ T maltically equal measure. A certain note of fixed (sime)
i T L e —y—w —— :
Z ——-.”_'—_.i:-—-” — ¥ ﬂ—

value is taken as a standard of unity, which may be di

— : vided and subdivided; and in all those divisions and sub-.

Ve-ni cre- 4-tor spf - ri-tus. ' - : divisions the value of this unitdmustdb% full]_;y expressed.
1 is wi correct version of the - ‘These time-sections are now indicated by short perpen- -

L« et uS; Oggﬁ;”th;{satzlbtgz t?6?75 Page 212, and the dicular lines drawn across the stave called Bars. ThIi)s I8,

- "Vesperale ',-01 accent -indicated by .the mark a correctly- the system of Time in modern music. The Harmonists of

i ﬁt:(fegr 1usica ‘ o . ‘ he middle ages used no bars (i.e. perpendicular lines) but =

A

————

' left the duration of the notes to be determined by the.
E;EEZI_.__ _i__.l.!___";_—_’__—"zﬂE ' united effect of the voices and free rhythm of the text.

: i-tus. - o When measured music’) came into use, it at once appeared =
Ve-ni cre -4 - tor spi- ri-tus. . 1 Lo o O AL G R ) -
v - how-unreasonable—an nt ] 0
. Again in the edition of the Officium et Missa é)_efw(zl-. the free rhﬁ?]?n of %ﬁgf_ %ia&?%nlttlmoufggtgﬁs t.oft lgm(,ii%g;
~ctorum generally used throughout Ireland Dublémtzhezc;z;e; measured Time Bars. So ,tha}t in Gregorian we have no
" Coyne MDCCCXLI* we find the first verse o SRR measured time and no Bars, in the modern sense.
JIrae thus

- II. Rhythmical progression- essentially requires Pau--
ses, and both the physical and mental powers of the singer
demand time to gather fresh strength, (to take breath),

_ e oy s vt e e . In even measured Rhythm such as we have in

S;E_——_J__—_“El'._—j:_;—:nﬂzgjt'né:"":g ."" = . Plain-Chant, the Pauses are partly left to the feeling
fa-villa Tes-te Da-vid cum Sy-b;- Z fition. and or jus_g difscretion, of fﬂ]loe siglhg)er% t(nte];rer to 9apri¢;e ]gr

~ " In the Ratisbon “Graduale” Page 48* 8vo. edition, an necessity, irom want of breath); but the meaning of the

."“in the “Ezequiale Romanum® of the,‘,same pl,_lbhshers_& WQ phrase should never be altered by the Pauses, nor the

" find the accents placed thus N é o word so broken up that it becomes difficult to the hearer

Lo A A A A_# - 2 . . - _

e N ey - .- to join together its constituent syllables. Generally speak-

5_-n‘f-!:?.1}—|§ I.— vr—.! _S_l__? :é:d-:m_;lfa-vil—-gi} ‘ Ing the Pauses or places for taking breath are marked

% Di-es i-rae Di-es il-la S e s . L n -the ritual-Books,?) as follows: 1) == is either 4.

F—w—a—w— 3 : reathing mark, useful especially in large choirs where

S, TR 'd‘ cam Sy bi-1a - ' - there are many singers, in order that all may begin and -
: es-te- Da-vi - bil - la. : , ; T . i ) LS ,
x "I‘n- the 1st we have unmistakeable traces of Gallican " nd  the 'WO.I'dS together; OT 1t gerves go divide the .
. “origin from the accent being placed on the.final syllables, N : "
1 as the French do to the present day; Whlle‘ in the (la,méfaef | ") Cantus mensurabilis. Franco of Cologne, Co
t the requirements and nature of the language are respected., %) The Folio edition- of the Grad. Rom. has only the perpendicular -

"+ Thi ill be better and more fully illustrated when ines- (No. 2) as breathing marks, but it is understood that at every
gvglsco?;lagitgg glel:lltbof the Practice of Plain-Chant.. o unctnation mark in the Text breath shounld.be taken. - -

A

L

"Di-es i-rae Di-es il-la  sol-vet sae-clum 1
] . A

S EcEommECcEC e e

— B




5

shrase into members and sections.?) 2) This last object; ‘

“is more generally attained by the simple perpendicular

.Tline drawn right across the stave, thus =E; which also

inarks off the melodic and rhythmical members of a mu-

sical phrase. This mark is never to be confounded with:

the bar in modern music, there being no measured

time in Gregorian and consequently no time bars.”)

This, the double bar, is the sign used to de-
, ose or termination of the entire phrase or
section. )

In old Choral Books, especially in Manuscripts, after
~each word there is found the gc_’: semisuspirium, to the
‘ end that a singer unacquainted with the Latin tongue
.might not in singing run the words into one another.
It is however superfluous, even in such a supposition to
be always pausing. Nevertheless, though this sign is no
longer used, the words, even monosyllables, should be
audibly sounded distinet from each other. Let the follow-
. ing rule for the Pauses be observed: “According to the
importance of the word, or the sentiment, or the solem-

“nity of the occasion, Or the dignity of the persons present,
‘or the place wheére Gregorian is to be sung, the Pauses
" may be of varied duration; they must always be natural,
_ and should never be mathematically timed.” Pauses

are in- singing, what the comma, semi-colon, colon and

Full-stop are in reading. When a comma occurs in the
‘mediation or ending, it may be disregarded; while on
‘the other hand, when a great many syllables have to

‘be.supg to one reciting note, and there is no comma, .-

') In the Octavo edition of the Grad. Rom. these pauses are more. -

- than sufficiently indicated. - : o
%) In Introits, and- antiphons this sign marks off the portion to

be intoned (the first word or two). It is only to be treated as'a. :

" preathing mark when the Antiphon is repeated.

«

o pause will sometimes have to be "made in order to
take breath. _ Ce . o

Attention to this point, the management of the
breath, cannot be too much insisted on, because if we =
do not draw breath where we ought, we shall be obliged - '
to do so where we ought not, and thus produce ludi-
crous effects. '

CHAPTER 5m

.

THE VOICE ¥
'I. The theoretical knowledge absolutely requisite for |
a singer of Plain-Chant is neither very extensive nor .
burthensome, . as the preceding chapters testify.
~ But the art of singing, or the art of playing
upon the most exquisite musical instrument that can be
conceived, the human voice, is not so generally un-
derstood, or so” easily acquired. For it should be known
“that with the organ of the voice,  we may not only -
produce a pleasing tone and melody to charm the ear, -
but more than that, we can coin the musical sounds into
articulate speech, that may be appreciated by the under-
standing ; and still more than this, we can throw into.
our performance feeling, that will reach the heart, and
make’ others feel as we feel.”?) :
To fully acquire the art of singing, and the correct
management of the voice, a competent master is nec- -
essary, and constant practice of solfeggios &c. However
a few theoretical rules may be here given, which if -
carefully applied will render material service. .

'y Parish Choir, Vol. IT. Page 43. Article *Village Lectures on

salmody.”
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. Observation. The human voice may- be said to
belong to that class of musical instruments called reeds,
in which a current of air is employed to throw a tongue,
or -the edges of 4 membrane into vibration. Take for
“example a trumpet.’) The reed, or vibrating portion of

" the trumpet, is formed by the lips of the player, which |

are tightly pressed against the mouth-piece of the instru-

".Lment,‘ and formed into a narrow slit; through which slit-

the .air is-blown from the mouth, setting its edges in vi-
bration in its course. The tube of the trumpet only serves
to .modify and give character to the sounds generated by

 the lips; — and the sound which they produce is raised -

. in pitch by narrowing and shortening the aperture between

“them, or by’ increasingg the tension of the edges of thesiit-
" Now just such an instrument is the human voice. It con-
sists of four parts, which we will arrange in the order in.
" which they exist, placed one over another; — thus:
B : Mouth =~ . =~ :
~(a cavity to modify and vary the character of the sounds

: as the tube in the trumpet), : '

Reed
(whose vibration produces sound),

o~
o+
o
o
o]
=
<
[e>)

<
&
)
o
=}

‘(pead oy 0} 18 JO
odrdpurp -

L4 ]

L Bellows or wind chest -
" (to hold air, and force it through the windpipe).
‘To commence with the lowermost part. In the wind-

“chest, — commonly called the lungs, we have a provis-

ien fqr three things, — viz: first, for holding a good supply

.

~ 1) Though we select a trumpet as an example of a reed, we aré’

afwarg. that.it is not classed amongst reed instruments; but the manner
of ‘blowing it is. quite similar to the manner in which a reed is set in -

ibration,
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of air, i. e. breath; secondly, for sending it upwards with

- proper force; and thirdly for the chest itself to act as a.

sounding-board to the voice, and make it reverberate
more loudly. The next part of the apparatus-is the wind--
pipe, or air-tube, a thing of beautiful mechanism, elastic,

' so that it can be made longer or shorter, and furnishéd - .
" moreover with a contrivance for increasing or decreasing -

its diameter. Immediately above the windpipe we meet
the reed, called by anatomists the larynx, or organ of
the voice. Its framework is composed of five principal
cartilages, which are capable of being moved on gach other
in various directions by muscles, so as to’ act upon two -
elastic cords, or little strings of highly elastic tissue, one .

—oneither side, passing fromthe frontto the back of the
‘tube, and enveloped by the membrane which lines it.

They are called the vocal ligaments, or vocal
cords and it is only this portion of the lerynz, which
forms the reed, generating the voice. The aperture be-

* tween these little strings, allowing the air to pass from

the lungs, is called the glottis. It opens into a small
cavity which serves all the purpose of the mouth piece of
a trumpet, giving the little strings room to vibrate freely;
and this cavity is terminated above by another pair of
cords or strings, not quite so elastic, and more apart from
each other than the inferior pair. They are called by -
anatomists the false vocal cords, but have no share
whatever in the production of the voice. = . o

Now when we are merely breathing quietly, these )

true vocal cords lie back, and do .not interrupt the .

current of air that is always passing upwards and down--

‘wards between them; but when we begin to speak, and

still more when we begin to sing, these vocal cords are

brought near together, so as to narrow the air passage or.
‘glottis into a slit; they are tightened by the action of the

surrounding muscles; and the air breathed npwards from
the lungs, being obstructed by this narrow slit, throws the :
edges of it into vibration, and this vibration we recog-
nise as the human voice. : g

" The other portions of the throat and mouth, the nvula, -
the palate, the walls of the mouth, the tongue, the teeth

and the lips do good service in modifying and improving -




_the quality of the tone, and_dre essential for articulation;

““but the voice itself is produced by the simple but beautiful

"l‘j_,:_mechanism which we have just attempted to describe. The
- (siprengtll or power of a voice depends not only on the
- dimensions or muscular activity of the larynz but much

more on the easy working -of the lungs and breathing

.-organs; whilst the cavities of the mouth and nose also
-contribute to its resonance. The acuteness or gravity
~of a voice is regulated by the size of the larynz, which is
“larger and wider in deep voices. The good quality of
- the voice,, depends on the symmetrical, well-arched con-
~struction of the organs that serve to produce it; and its
_flexibility on the general healthiness of the larynz and

~ elasticity of its muscles. .

1) To .sing with power we must have a copious
supply of air — breath — always ready at hand. The
"~ chest and the muscleés below it should be kept perma-
nently expanded, and guarded against all weakening in-

" fluences. The drawing in 'of the breath should be quick, "

- the breathing it forth slow and without violence. The
~throat should not be tightely muffiled, the head erect
: '_pot_ th?own back nor yet bent forward. Constant singiné
- in a sitting position injures the voice. .
2) A full, clear metallic tone, depends princi-

._A‘pa]ly‘ on.good physical organization, nevertheless, a dull-
~toned voice may be much improved, by a judicious ma-

‘na'gement‘ of the breath. - |
- 8) The so-called guttural tone, or singing from the

“‘upper- part of the throat, arises from the tongue being

drawn upwards and backwards; or from the voice being

exercised too soon, and too vehemently on'the:higher’
notes of the scale; in either case, the current of air pro-
-"ceeding from the lungs does not pass out freely through

the opening of the mouth, but is retained in the roof

or cavities thereof..

: 4) In low notes many. persons Violéntly i)ress ‘ddwﬁ
fﬁ_heﬁ;lwyzzx, so that the air passage, or glottis sensibly.

¢

ivers, and produées‘ what the

ton. Facility in low notes depends exclusively on the.:

greater diameter of the larynz. No one should try to

-ging them if he cannot do so with ease, nor needlessly

force the available tones of his voice; otherwise harsh--

" pess-of voice, and serious detriment to its metallic timbre,
~ power and firmness, will be the undesirable results.

5) The .closing up of the nostrils gives the voice

- a peculiar twang, called the Nasal sound; although the:

fault, is not that we then sing through the nose, but
that the nasal exit for the voice 18 closed up. L

- and peculiar character.
“yoice, in-contradistinction to the natural chest voice.”

6) To open the moith too-widely ‘is- another fault.
On the other hand the mouth should be well open and
freely open; just so much as to allow the index-finger, or
at most the thumb to fit between the two rows of teeth.

7) The use of the head voice (Falsetto) is very

* fatiguigg, and if continued for any length of time injures -
- the voice organs. The chest voice is the most natural, -

and sufficiently extensive in its compass.

Observation. The average compass of the voice is
two octaves, I5 notes, but in different parts of the scale
in different persons; neither are those 15 notes on any one
voice equal in quality or power. In the average voices of
men there is a middle or mean compass, of about 8 notes, "
which come easily, and can be sung and rolled out round -
and clear; above these follow closely the high notes, which
require a greater effort and more breathing power, and
sound sharp and shrill; under the middle voice come the
low notes which are -deep and proportionately toneless
(klanglos), except With- deep contralti and bassi profondi.

In men’s voices we often meet with instances, where when

“the voice has been raised to a certain height, at which it 1s

felt that the production of tone requires considerable effort,
a change suddenly occurs; and they can go on with less
effort producing a new and higher series of notes, of new:

This is ealled falsetto or head-




s .BSf.the‘se aﬁpellaﬁoﬁs hoﬁéve} v« are ot to unde
4 A pel A e are not to . —.
- stand that one kind of ‘tone is produced in ‘the choe ;111:] ?nrd :

- the other in the head. Both kinds are produ :
»‘r}?ed; the difference being that in the fu]fler n((z)%gsbg;' :1}::
cl l()ast voice, the whole substance which bounds. the slit
‘v}brqtes;. while it is only the thinnest possible edgé that
vibrates in the falsetto. These falsetto notes are very un-

like the chest notes either in power or quality; if uncul-

‘tivated they sound wailingly and effemin it i
tiv , ] ate, and it
by constant culture they can be brought to i*esémllslgng

strength or character the other tones of the voi :
stre I ( e voice
the use of it is not to be encouraged. These differel’lt?tafggst '

-of the compass of avera i i

0l ge voices are called
: hest, Middle,-and FalsettoReg c«ijsa‘,er—mspeetwelR Xk Sy~arndt'e nd
:gr%at attention should be paid to the producing of those
notes where the transition from one register of the voice

to another occurs, so as to render this transition as easy =

A : . A o :
_‘ cg H?posssg)le and equalize the voice throughout its ent;re
- 8) The progression of two notes must be so accom-
‘phshedz that one can be clearly distinguished fom the
other, and jet no gap or break appear between them.

This s called- portando la voce. The immediate pro-
gression of several notes presupposes a proportionate and:
judicious supply of breath. To begin the progression
" gently, and then with increasing power continue up to
the natural degree of strength, and on. the return or

descending journey allow the voi
lescen ' , ce gradually to cease
sounding, strengthens and consolidates the voice, and

endows it with the desirable facility of singing loud or .

or -10w. register. ‘

soft,” piano or fwtq on each degree of the natural high

7 9) In singing two notes successivel (especially if it -
oY) . tes . vely . (especially if it -
be a distant interval) according to the me‘thgd ’s'o—’ZaHed'i'_'

of ““Portamento di voce;” that horribly b i il
voce; y bad habit of slidin,
through all or most of the intervening tones should bge,

efully avoided. Affectation and vulg: i B
refully ¢ . Affectatio gar mannerisms are -’
easgx detected in this method .of singing. Good singing - °

demands a certain mobility and elasticity of Tone, but

this is very different from.the sliding or howling - We -
have just adverted to. S
" 10) When the voice commences to change or crack,

(in boys) all. attempts at singing must be laid aside for
at least two years, and then only by degrees, and -
cantiously a few exercises in the new yoice may be
essayed, ( f the voice gets strong and

attains a sufficient degree of firmness. ‘The old fasioned -
notion that from Soprani come Bass veices, and from -
Alti, Tenors, has already produced a multitude of harsh - -

rougirBa sesrﬁﬁdodi8~agx%eabl&.«1.‘enors,.?_’__.l, .

. Observation. The voices of boys Tesemble very near- -
ly those of women, but in males a remarkable change takes
place at puberty, when the voice is said to crack. The.
change from the shrill treble of the boy, to the fuller and
rounder tone of the man is sometimes perfected almost .
suddenly; but in most cases it is for sometime in progress,
‘wavering between the two extremes, deep and manly during
quiet enunciation, but ‘when any exertion is used, suddenly
starting up again to_the shrill  tones of boyhood. - This -
_change occurs generally about the 16th or 17th year, some~
times earlier; and many are of opinion that boys so affected
should abstain from singing for two or more years. Cer—
tain it is that the greatest precaution should be adopted,
if the voide is to be preserved. '

‘ 11) By continued exercise a very weak voiee may -
pe strengthened, and a limited compass oOr uncertain in- -
tonation be extended and secured.  Easy and judicious *
vocal exercises if they be practised daily, build-up the -
“yoice organs, and give them flexibility, persistance and

power. ‘“‘Men’s throats-are like fire-arms; they are good:

‘and useful as long as they are kept-polished; otherwise |

they become rusty.”?)’

1) A. B. Marx. Die Musik des 19. Jabrhunderts.
. %) Mattheson in_his Patriot. Hamburgh . 1728. Page 84. -




12‘)‘W-ith régérd_,‘to the care df"4thvé_\.(6i‘ce_, it

may be observed. '1st. When singing. - Any voice is

improved by moderate and well ordered energy, and
- weakened by .irregular singing, and too much forcing. .
-Yon should never sing so as to be completely fatigued.

" Those notes which require an effort should be touched

- very -seldom. One should never sing when in a great -
-heat, or after much fatigue, nor immediately after eating, .

- nor in an overheated or too cold apartment. Should the

" voice organs be unhealthy, or suffering from inflamma-
.- tion, catarrh, or 'cough &c.; then the person so affected

hould—not—attempt-to—sing—The same remark—applies
- t0 boys when- their voices commence to change.
N 2rd When not singing. We should be always
. moderate in eating and drinking ; excess in the last men-
. tioned particular is very injurious to the voice; avoid
- fatty meats, oily substances, all strong spirituous drinks,

~~and pungent spices. Too much snuff-taking leaves ‘it ‘§

~- tomeless and without resonance. The 'singer should be
warmly clothed, yet not overclad, and avoid great ex-

. tremes of temperature. Draughts of cold air, North and

East winds injuriously affect the voice. Playing wind
;instruments, should be avoided. They tighten the chest,

and rob the voice of a great- part of its poger.

\

CHAPTER 6ra,
VOCALIZATION. — ART‘ICULATION.
"1 Take a tuning fork; make it vibrate by a gentle

?tap; then press the end firmly against a table, against

.a whole pane of glass, against a cracked pane, against
-a book, in succession. Notice that the tone derives a-
difference in character from each of these substances-

Ed

wlﬁch it sets vibrating -along with .'it; - This 'e)‘cpfarlmell;’g_
will suffice to show that the quality, (or as it 1sdtec (i
nically called the timbre) of the voice, 18 mOdllf'if and 3
varied -by every change in the shape, size, quality, and

" degrée of elasticity of those parts which are connected

with it, and which vibrate along With‘it. So thzg Wi
‘cannot ‘make any alteration whatever 1n .t.he mouth o
‘features without producing some corresponding chapget }1111 E
the voice.?) But pure tone must be formed in the
larynz, and not in the 'uppefparts.of the throai('i,' as 1: |
too commonly done. To acquire purity and: stea 5nes_
“of tolie, VO thization—is—abselutely necessary, 31(11 dCOIrl .
stant exercise in the same; i.e. sounding up an ovsln _
the notes of the diatonic scale, to egch of the ﬁyemyowe_s
A E 1 O.U. The first and most important exercise C;n
vocalization is to produce the vowel A clear and.slteczﬁy.
on each degree of the scale.. Stand upright, Wlt‘l‘ e
head held up in an easy attltude‘;——— fill the lungst,.o—;
let the jaw drop, and the tongue lie as flat and 111:1};) ; n
Jess as possible. Keep the lips away from Fhe teeth, ne
"the corners.of the mouth open. Then vpcahze; i e. Zou :
the vowel A; — (pronounced ah as 1n Father, chorm, .
and such words). The mouth should be moderately IQ?en: .
not too much so, which would have the effect of t}}qxvu

'- ing. the tongue too much forwar(.i, and tl_ler_eby Flep1_1V11;,i .
the. larynz of that support to its muscles, which is na- -

~ turally given by the back:of the tongue being held against.

the tone losing firmness, becomes cracked and;j
ﬁéﬁﬁﬁ)us. All the notes of the scale should bevs%undfd.__
to this vowel; being careful to breathe after each note,,
“and not to change the posture of the body norr mo:;e,
the features, lips; or jaws, in the least.. The only parts.

1) Of course thé natural form or shape of the mouth will_moc’lif.y.:
‘the tone.” - c




;}Ill?itfatzl;e tonfove.,_lare the edges of the x?dcal aperturev
B 'hto er parts in the larynx, which gradually beeomé ‘
tighter and tighter, as the sound rises in -pitch. This'

exercise should be frequently employed as it ensures th
productlo_n of pure tone. “By this open vowel,” Writee
: Herr Nauenburgh -“the position of the mouth an:i ton u:
'~ 1s at once regulated, the tone comes out insta,ntaneougly,

without foreign admixture, and strikes on the right place -

in the cavity of the mouth.”?* It is the most easily

i

o the other vowel sounds being produced in fact, by making

{ produced, and the parent of all the other vowel sounds:
b

; outh“*m'or‘e“n‘arrovv. than it 1§ whilst A i~ being -

uttered. .
Then for _t}_le 20d vowel, bring the lips together into
,‘ zil;cr%nsverse slit, and let the tip of the tongue touch
e Sggedof fthe'under row of teeth, and you  produce
pes n dod E:— pronounced as a in baby, or fate.
0 p and down on this Vowel, as when sounding A;
ere again being careful to preserve the positions of thé’
; ,ﬁguth and features once they are fixed. In Exercise
2 3, you contract the transverse slit of the lips still
more, and let the tip of the tongue touch, no longer the-

base, but the upper edge of the same under row of teeth,
g -

’.;mdﬂ}lfou produce I ; pronounced as ee in Bee. This vowel
n the upper notes of the scale easily becomes shrill
an_dl piercing (spitz).?)

For N° 4 you bring the mouth into a decided oval

shape, with the lips braced, resembling the shape of - |

the Wiowel itself O; and you sound O. Practice on the
;’VOWS % enriches the tone, and throws the voice for-
ard. astly, contract the aperture of the lips rather

. 1) “Daily Sing-Studies for a Voi

SR 1 lies for all Voices” Breitkopf & H Letpsi
cu‘x:éd;BI;Irl éﬁzté;glgn%héh& I}owert notes to this voweffmox‘emi;(t)erf,eIi':%?g:'
s spaom oWin | gue‘ 0 assume a concave form like the hollow :

more, diminish their tension by raising the lower jaw
lightly, push them forward and then open, and you have -
he 5t vowel U, sounded as double oo in goose. ™ o
Observation. We here give the simplé vowel sound.
The english method of sounding this vowel, as in you,.is =
diphthongal, and may be divided, if sounded slowly, into.
e-u. The simple sound as in soon, is much preferable, in

Latin universally adopted, (if we except perhaps France) |
il tend to eliminate that vulgarity in pro-

nunciation, with which our ears-are painfully familiarized. -
In vocalizing therefore, A is the parent sound, most
naturally and most -easily produced. E and I are found -

—Fy Contrac ﬁgﬁe*ap—erture*of%he——mouth.‘ transversely: -

0 and U, by contracting it circularly. In each of these
cases however there is one and-the same sound produced
in the larynw; it only becomes altered in its passage
out of the mouth. This can be proved by sounding the
five vowels, - one after the other, and without taking
breath; which may be best done in the following order:
L E. A. O. U. In this experiment the throat remains
unaltered whilst the mouth changes its 'shape. When
singing up or ‘down the scale to any one. vowel, the
mouth Temains unaltered, whilst the throat keeps moving, .
‘tightening or relaxing according as we ascend or descend

‘the scale.”) .
< . .Double vowels such as a-i, a-u, e-i, e-u; ae, oe &c., -
‘are’ sometimes sounded separately, and-sometimes to- -
“gether. (See, next Chap.)  In the latter case they are -
alled Diphthongs and-then the last vowel is slurred,
“and the stress laid on the first. Exercises on singing -
the Diphthongs should therefore be resorted to, in order .
to enable the voice to sing them in an easy flowing:

1) Padre Martini Vol. 3. Page 432. quoting from Vossius says “esser
vasta e sonora la wocale 4, grave ed elegante VE, debole Vi, vasta la " .
lettera O, e con qualche ragione magnifica.; le_ due vocali I.e U si fanno =~
di per se stesse CONOSCETe,. 0SCUTE, e di suon bujo.” . -




“manner. Before quitt’ing‘ the subject of “vowel 'sounds,} it

- becomes most necessary to ‘caution, students at the outset

.against the pernicious habit of aspirating vowels; i.e.
- putting .an % ‘before them. Nothing can be more bar-
“barous than when singing Amen to a group of notes, to
- sing it as if it were written A-me-hen. g
“+ . II. The sounds of articulate speech, are, as all must
know, divided into vowels, and consonants. Vowels
“are the open sounds, and produced as we have just seen,
when the mouth is open more or less. Consonants are

~produced by interrupting the wowel sounds,.at some part -

-or-other-of-their-passage-outwards—V-o-wel-sounds-there
- fore may be sustained as long as you like, as long as.
your breath holds out; consonants on the contrary,
- should be pronounced decidedly and clearly , but as
quickly as possible. Therefore when singing, never dwell
“upon a consonant; — sing the vowel, dwell on 4, and
bite it off, as it were, with the -consonant. It is only
that tone which proceeds straight outwards from the
- throat, which is at all musical. Such is the tone of
-the vowels. Those sounds, on the contrary, which are
.produced by closing any part. of the mouth, (as in
‘the case of consonants, which are mere interruptions
o tone,) are wnmusical. They are hissings, or explo-
sions, or vibrations of the tongue, necessary enough to-

‘separate the vowels one from another, but in ‘themselves
-destitute of musical quality, and most unpléasant to the

‘ear. Therefore again, when singing any syllable to any
note, and especially any long note, single out the vowel,
and sing on ¢t. Let the consonant bé heard, by all

‘means, at the beginning or at the énd as the case |

may be, but do not dwell on’it. ‘Too often we hear the
word Kyrie sung, as if it were written Ky-ur-ri-e; and -

Miserere, as if it were Mi-se-re-ir-re. Another bad habit ;ﬁ
is that of putting a consonant where it does not exist,.

r_"w4here there is no need whatever for it. Thus we
%sometimes hear namavit, for amavit; mmate¢ for mater ;- o
‘nregi for regi; and more commonly st111,. noremus, Or
gnoremus for oremus. In a language so rich- in vowels
‘as the Latin language, and thereby so ngl adapted f"oru‘z
‘singing, it is only increasing the difficulties of the voice -
40 be adding on consonants where even orthography for- -
bids them. : o o
Again each word of the-text must be clfaarly and
‘distinetly enunciated. No syllables should be glided over, -
"por should final syllables be tacked on to the next word, -
ws-for-example,-e tin.secula, for et in secula; Kyricleison,
‘for Kyrie eleison. Whenever there is a comma, observe |
it; in other cases pronounce the final -consqnant clea}”ly,
‘and make the slightest possible, almost an 1mpercept1ble
_break in the tone, before the next vowel. For the third
_time let it be stated; — Sing the vowel, let the con-
“sonant just be heard. So that im the word Sanctus, the
- first syllable of which is usually sung to a long note - -
- even in modern music, let that first syllable be Sa- and the . .
“second, -nctus; and not Sam-ctus, or still worse Sa,ng—t.us.
From the articulation of syllables to the articulation
.'of complete words or phrases of a sentence, the transi-
- tion is not difficult. All that need be remembered is to
~ manage the breath well, to adapt the power qf t}le voice N
to the dimensioms of the building in which it is to be. -
heard, and to-ufter the words distinctl_y..He is a good
speaker who-declaims well, who has a distinct utterance,
speaking slowly and with a clear voice, - dlstmgmshm.g_g
the important from the less important passages _of his .
speech, and knowing when to raise or lower_hls voice, 80
as to bring out the sense and meaning of his words and
phrases. We have said it already, at least in equivalent- -
terms; — that Word and Tone are related. The Word ..
puts meaning. ‘into the Tome, and -the Tome throwsv.‘ :




warmth and life into"‘thév"Word. - Music is the lémguage :
“of the feelings, as words are the language of the wm-
derstanding. T S

*

CHAPTER Ya.
PRONUNCIATION (of Latin).' —_ ACCENTUATlON.‘

1. The Latin language has the vowels a, € 4, 0;

' u (5), (y); and the Diphthongs ae, oe, aw and ew. A has

Talways the one sound Pater, as & o the English—word
" father. E is pronounced as a in gafe or soy when be-
- fore a, i, 0 and u; before consonants in general as e in
" met: Tand Y are prononuced as ee in seen. O as o in %o,
-.and U under all circumstances, and in all cases, as 0o in
'~ goose. The vowel y is taken from the Greek alphabet and
! .found in such words ast Kyrie, hyssipo, Bdbylon, bity-
. rum, coenomyia and sounded as I. The Diphthongs ae and

" oe, as in sae-cu-lum, coe-lum, are pronounced as the vowel

¢ E itself, i. e. as @ in the English word say. The Diph-
‘thong ew is only met with in the words hew, eheu, ceu,
ew, new, newter and newtiquam, and the: Greek words
- Bu~ge and Huphrates, and then the first vowel is made
the. more prominent. But in all other words as’.De-us,
mie-us, re-us, o-le-um, fer-re-us, the two vowels are
unded apart. Ei is a Diphthong in’ the word_hes, in
1l other words, the vowels “are sounded- separately,
herefore elé-ison, de-inde, dé-itas, di-é-i; ui is a diph-
hong in hwic and cwi, in which the stress'is- laid on the

first. vowel and ﬁth‘e>_sec,.ond slurred.  They should never: .
be pronounced as the English words pike or sky. Those -

_vowels are separate in Spi-ri-tu-i, gé-nu-i, v6-lu-t de.
Awis always a Diphthong, and to be pronounced as ou

- in- the Finglish word house: Sometimes when the vowels:

should be sounded separately, this is indicated by two

little dots. placed over the last vowel, called. puncta
diareseos, which distinguish them from other words

-o?pidentical spelling; thus aér, aéris (to distinguish it -
from aeris), Israél’) V, v in early Latin is often written . -
for U; as in ‘vmvm for wwum; and is then pronounced

of course as the vowel U: but when used as a con- -

pronounced as our English » in voice. The Consonants

a’re b7 c) d7 f? g7. h7 (k)7 17 mI’ n72) p? q’ r’ S7 t? X) (Z);

and for them the general rule is: Pronounce them as

they—are written. The exceptions are 1% with regard -
to the letter c.®) C before ¢, ¢, y, ae, oe and eu, should
be pronounced as ch in cheese or child; before other ©
-vowels and all consonants as k.
ce-drus, ci-ba-vit, Cy-re-ne, cae-sus, coe-lum, cew, should

be sounded as if written Zsche-drus, tschi-ba-vit &e. When

however ¢ comes before % itself, it is pronounced as &,

e. g. chirotheca will be kirotheca. Sc before the same

1) In this word Israel, and in all such words not of Latin origin,

‘the punctadiareseos, are deemed superfluous, and are consequently
‘omitted. - To™this class belong the Hebrew names, Mi-sa-el, Gelbo-e,

Ephra-im &c. &
%) These are three consonants (I, m, ) that singers have most

reason to be careful of; for there is a great tendency to prolong them,

and if so the vowel is sacrificed, and the tone infallibly becomes nasal.
5) We prefer adopting the Italian pronunciation of the Latin for

i

‘many reasons; 1st because it is.the pronunciation adopted at the -
fountain head, Rome; 214 because it is spreading very rapidly, and in .
‘England and the United States is ‘all but universal; lastly, because
it is more musical. The soft ¢ before ¢ and i, is decidedly better
adapted for: vocalization than the hissing consonant s into which e is-
‘converted in countries outside of Italy. The Germans affect a com-
‘promise and pronounce the ¢ as an z, e. g zedrus, zibavil. However. :
.the rules laid down here for the promunciation of this letter, whether
-in its simple form or in composition, need not be adhered to by those
‘accustomed to another pronunciation, except in so.far as they may -
“wish to promote uniformity. But we would be anxious to insist on the

talian pronunciation of U in all cases, and without exception, for it

s a matter of the greatest importance in singing Latin.

‘sonant in such words as weritas, vox, silva dc. it is -

o

Therefore the words




vowels is sounded as sh in should; thus descendit, read

i ) is ‘ : -cha, s-chola.
a5 if deshendit. Sch is to be separa,ted: Puas-cha, -

| a?XSc'lf 6‘Z)eesfore e, 3, 4y, &c. is as gsh in -egg-sl_zell. .’thl.ls
}'>exc;3lsis, should be pronounced as if written eggshélsis.

Double cc, before -the vowels mentioned 1s pronounced -

as tc, e. g. Be-ce, pronounced Etsche. The 2nd exceg)rf;(;lr;
is with regard to the letter 9 When gsed a:; a_:oinss onant
in the words Juda, Jerusalem, Jant, Juzta dc i sa .-
' pronounced as ¥ in the word you; or indee welm.ayonlyr
it is still to be considered as thg same vowe;l 7:, 0 Tgl
~ritten in that lengthened form 7 before another vow

and when commencing a syll?afb“le—,"fherefﬁre—{he—-wmis

shall be Yuda, Yerusalem, Yesus &c. @ is always soft be-

fore ¢ and i as ge-nu-ti. K is usually sounded as 1?1;1(1 ;S

X and Z are double co;xso'nant:cs, .zzd‘sgr(})se treate
s only in forer .

” a%&(fihgj' aZvo(;\Eglrfollovgs the syllable #i, this gyllable
is to be pronounced as 1f 2l e.g. otti—u.m, _goﬂautz;gf,z ,;]—’12—
. sti-ti-a, are equal to, o-ze-um, gra-zi( dsz);as, yz-e ; t@'-i.
" Except from this rule foreign names sucll d?st 1 g #eaforé
and when another £, s or g comes Immoua ely befor
this syllable; therefore, ostium, MiLk0. Qg, gz; im oné
are sounded as kw, gw and sw, when they 10

‘syllable with the following vowel; thus, quan-do, San-

" guis, Sua-vis; but when they form a distinct syllable as
: 2. -

in su-wm, they are pronounced according to the rules.
B > J

already given. Sequutus and loguutus, are but dif'feret?z
ways of writing secutus and locutus, and are to

sounded accordingly.

" When two vowels come together, one at tbe end (()li':
av word, and the other commencing the following word,
b

¥ i ‘ break. In Poetry,
: meet with the so-called Hiatus, or ‘ :

*:'Hiee rule is, elide the first vowel. - In the Ch.rlstmas ﬂ) mn
- for instance, Jesu Redemptor, whether reading or singing

it. we must say, anteriginent, and not ante originem.
8 ’ } ‘ ’ N | R BT

Yery common. Also the le-i, is made one syllable and pronounced as the:

In the new official edition (Ratisbon) of the Vesperal,
this is indicated by the sign ~ placed where the Aiatus:
‘occurs. In the Directorium chori (same edition) page[42],
mille” angelorum = millangelorwm, or superne” et = su-
‘pernet.’) In Prose however the rule laid down in the
preceding chapter holds good; i. e. the final syllables:
-of words must never be absorbed into the first syllable -
of the next word. Consequently it will be Kyrie e-le-i-son, -
‘and not Kyrieleison.?) Double vowels in the middle or
beginning of words are to be uttered separately, thus..-
de-esse, e-le-emosyna, au-di-it, A-aron. -
he division of words into their constituent syllables
is sufficiently indicated in the new liturgical books by -
hyphens placed between each syllabler However a few
leading rules may be here given for general use: 18t A -
consonant coming between two vowels, belongs to the. -
latter vowel, as pa-ter, lau-do. 21d. Consonants which -
commence a Latin or Greek word together, remain -
together when forming the inner syllable of a word; e. g. -
pa-tris, e-sca, t-gnis, 0-mmis, scri-ptus, pa-stor, ho-spes; -
on the other hand man-da-vit, San-ctus (although in_
singing the » must not be allowed to interfere with the a)
re-dem-ptio. Double consonants are pronounced separate- :
ly; e. g. pos-ses-si--nem. Compound words are divided:
into their component parts, sus-ce-pif, tam-quam.

1L The production of pure tone by vocalization, the -
correct articulation of vowels and consonants, and their

real power or sound, may be called the elements of song;

now we come to speak of the manner 'in which these
elements should be put together to constitute good sing-

'y In the Hymn “A Solis ortus” we have in the 6th strophe to:
ng pastest for pastus est. T '

?) This insufficient pronounciation of the word is unfortunately.

nglish L, which is wrong; the e and ¢ should be sounded separately. ;




ing. It has been 'falr'e‘ad'yl pointéd out in Chap.v'?l'-'thaﬁ"

- ‘singing is not merely the mechanical utterance of words
" to-a certain time’; but'an art, and a high art, because
dealing with noble and exalted sentiments. We pointed.

out in that Chapter what a very important réle.is as--

signed- to rhythm and- accent in Gregorian Chant; “and
as 4 general rule we may lay down, that, in singing,

‘the natural accent of syllables in words, _of words in -
- clauses, and of clauses in sentences ought to be preserved.

,{'But how are we to know this natural accent. In words
“of _more than two syllables, the new Edition of the Ritual

"Books marks the accented syllable with o littte—stroke;

thus, ré-di-me. So that we need only give rules for -
" monosyllables, and dissyllables. ‘Monosyllables are always

“.accented. . In dissyllables the accent falls (unless other-
. wise marked) on the first syllable; thus: md-ter, hé-mo.

Hebrew names such as Sion, Juda dc. have the accent,'v
"1 on the last syllable; and this is the reason why in the
mediation of the Psalms, as we shall afterwards see, the

“yoice is inflected upwards, as Wwith monosyllables.-

: " A complete dissertation on long and short syllables,

" their relations to each other in composition, and the

difference between Quantity and Accent, ‘would be out.
.-Q’f-place‘here. As a general rule however, it may be-
stated, that the syllable, which immediately follows an

ing-on. Thus in the word hd-mi-nes ;- hé 18 accented, ms
§ ‘short, nes not quite sO short. “A vowel. followed im-
‘nediately by apother yowel, is, as a rule, short; e. g.
proprio, -ommia. In the Recitation of Psalms, Lessons,

Prayers &c. . we- should carefully distinguish the reading"

from the musical accent.  In reading, all the rules for

pronunciation, and accentuation should be faithfully ad- .
hered. to. In singing,: the voice must -give still greater.

exiphasis to the accented syllable, and the other syllables

“dccented syllable, is shorter than the syllable ‘next com-

should follow humbly and quietly in its train. A strong ac-
centuation of the syllable ms in hominibus, demand's'pre;
paratory voice power on the preceeding syllable %o; and
i and Dus fall in respectively as weaker and less weak -
echoes. The accents of words of many syllables,. take.
precedence of dissyllabic accents, and serve as it were

- the purpose of distance posts in the recitation. Even in-

English a continuous succession of monosyllables and

- dissyllables becomes tiresome. Let the text of the Credo.

serve as an example, where the weightest accents are -

-laid on the syllables Pa, ten, cto, Fi ge dc. He who .

Te s*m&*amen@a’ceswweﬂ*;vand*isﬁgifted-~with’ a- good -
voice z.md‘ sufficient technical knowledge, must sing
Gregorian effectively. : -

" CHAPTER 81
EXERCISES TO STRIKE THE NOTE.

" Striking the note, or the strike in singing; means

- good Intonation;?*) that is to say a facility of hitting
_!;he exact note .of the scale you wish to sing, decidedly,
~in tune, and without any preparatory sliding up to it.”

The “good attack” as M. Fetis calls it; or ‘A‘thaft-f-

vigorous shock of the -glottis,” as Garcia describes .

it, should become a habit of the singer.  The voice should. -

- always have a bold decided opening, as well as a dis- ~

tinct - close. Fach mote should be like a newly cut coin:
Notl}ln'g can be more injurious to the good effect “of
singing than an uncertain, timid, groping for the note; -

cantus inchoatio” :

.

') Tinctoris in his “Definitorium” writes: “Intonatio -cst debita ‘




or "sl'idihgf up to a distant interval, and then only reach-

ing it-with exhausted breath, and out of tune. Intonation
must be decided, and true.- For this purpose regulate
the pitch of the voice, according to the compass of the
“ music to be sung. Choose neither too high nor too low
‘2 tone to commence Wwith, but one that lies securely in
“the middle register of the voice. When a long recitation
“must be sung to the one note, let the pitch be a me-
dium pitch, for if high, the voice becomes disagreeably
shrill and strident, if low, inaudible.

~~ An ear for music may be acquired or adefecti e-
“ear considerably improved, by industrious practice of the
‘simpler intervals, and with the assistance of an instru-
ment, (Violin or Pianoforte).

. We are said to sing flat when the voice falls a
little from the true tone of the note; false when we
_ differ a complete semitone from the note to be sung;

“and incorrectly when we strike a different note al-

- together from the: one indicated.

. The following exercises in the different intervals of
the scale, may be practised on the vowel sounds, on the
letters of thé alphabet, on the syllables of Guido, or on

“words, and should be repeated again and again, until the -

~student acquires steadiness and purity of Intonation.*)

o re mi fa sol la si ut re ub si la sol fa mi re
- Be-4-tus vir qui ti-met Dé- mi-num, be-ne -di - ¢é - tur. .

tatio qua -ommia convalescunt.”
: [N [ : sl .
B .

II. Seconds. - L o
,ahah'ch'c'dc d e 4 e f e .
= b - | ) ] -
e e =
lo s la s ut s ut re ut T mi re mi fa mi
Glé-ri - a, Ky-ri-e, fm - pi-us, vo-lun-tas, D6-mi-nus, " *

f g f g a g a he hed-¢cde:

— R . i —
.{:E:._. e HIE:LLE'E_-_._-:J_._'I:!: :H:_'_'.—E_‘

fa sol fa sol la sol la si wt s ut re ut 7€ mi .
vin-cu -1la,  be - &-tus, sae-cu-lum, fér-re-us, Dé-mi-nus,

e f e f g (g a g ab a h o

) ._g_l—‘i"‘-“-ﬂ:'.lx = ‘_!—I-F_:!:F__.;i:_-—;l; C

.--1)- Quintillian says: “Phonascis et oratoribus, necessaric est exerci-.

_.—ﬁq;,r—T-aﬁ:FJ:tﬂi;;;;:-:hﬁﬂ%‘ 3

re mi fa mi fa sol fa sol la sol la sa sol si ut
ha-bé-mus, si-de-ra, lau-dé-te, 16-que-re, Ga-briel,

II1.
h ¢ d h ¢ d e f g a h ed e

X~

a—————J Erg—w——
st ut re si ut re mi fa sol lo si ut re mi
An-ge-lus. Di - li-gam te D6 -mi-ne _in ae-tér-num.

IV. Thirds.

e a f g e g a ¢ 3 h g h
—I= N———te R
T e

N q ,4
L} [ —
mi sol mi fa la fa sol mi sol la ut la st sol st -
Se-ctn-dum, ex-cél-sis, la-bi - a, pro - ba-sti, hé-mi-num, .
e ¢ d>»~» d4 ¢c¢-a ¢ hdh_ac"

e e e e e e e

S ut mi ut re s re Ut la ut. s re St la ub
fi - 1i - us, pl-ri-tas, Ma-ri-a, Sal-va-tor. - Sa,l_ -ve,
f-a g
. J— ") p———
‘E et o - P

¥

si sol fa la sol mi re fa mi ub ,
san-cta, pa-rens, De-us, po-tens, c¢le-mens,. pi - a, ¢




o d e f e d
s — Wy

re mi fa mi re mi
. fal -gu-ris, 6-mni-a.

- mi re ut si ( fa mi
= ti-am me-am, in-tén de D6 - mi-ne.

- V1. Fourths.

cfedgfeagfba. &
PH

=

i — |
ut fa mi re sol fa mi la sol fa sa la sol
In-tén-de, 16-qui-tur, vo-la-vit, a~scén-dit, con-

’ c b a dc¢c h e d ¢ f e dac b
o p— L. S N o
=== —==——c—=xEC

1 ut sa la re ut st mi re ut fa mi re la ut sa
- - spé-ctus, 0 - dé-runt, a - mi-cus, gra-ti-as, dé-bi-tum, in

g d f e ¢ f .g‘.a‘h.cd

— »
sol re fo- mi wt fa ~ sol la si ut re

~ - To-cens, té - ne-brae, Cre -4 -tor,” -~ O- mni -a quae-cim-
'.f._efgfe'd‘cha'»_~g'f’ed
R — __‘_
e

—
1 1
(1 T

sol” fa mi re. °

" mi fa sol fa mi re ut si la
et in ter-ra.

_; que v6-lu- it fe -cit in coe-lo

VIII Fifths, and mixed Intervals.
',dfg_a;defga,e..fcc‘
iy [ — _13':“—1——"—_——-._ -y —E . -

4 ,' re fa sol la re mi fa- sol lo mi fo - ut ut fa
- Re-dem-pti - 6-nem, -glo=-ri - fi - ci-mus, . tran-si - é-runt,

a d g a '¢c e a - ¢ oo .
| pe 1< i S - W= ..
——-—?—u—'——«—'ﬂ—le—nj—«—--———"_' |
e sol la wt mi la = ut st ut re fa
0-- cu - 16-rum, Do-nec po-nam i- -

“

‘f e g ¢

o ——y
N—p = =
1 (.

mi re ut s ut fa mi sol wut.
' - ni-mi-cos tu-os; non de - re -lin-quas.

Observation. The best exercises for ear-improve--

ment. recitation, pronunciation, and intervals, are as ex-

™ lﬂ-—“_'zl—_-T—l—-“-ﬂl—-! i_!qj_. LII - ._ - :

—R A —p———AF | '
] 1 ) A ![: -_._-,a.j:;

vperieflce teaches, the Psalm-Tones; then, for beginners,
the Anthems of the B. V. M. for the four seasons, as in..

the Directorium Chori, then the Chants of the Mass, (espe-

. cially the Credo) in the Ordinarium Misse and Graduale

Romanum.

Here we subjoin a setting of all the Intervals ac-
cording to a quaint old form.?)

_|§_l 7]

- - : —
Ter ter-ni sunt mo-di, qui-bus o-mnis can-ti-1é -na
From 3 x 8 (9 without unison) Intervals is every song

== cc )

con-té - xi - tur, sei-li-cet: U-ni-so-nus, Se-mi- t6 - ni- um,
constructed,  namely: - Unison, minor second (3 Ton),

W e e e |
e N R
To-nus, Se-mi- di-to-nus, Di-to-nus, Di - a-tés-saron,’
fulltone,  minor Third, ‘major Third, * * Fourth, 7

: - ) In Coussemacker, Script. Tom. 111. pag. 425; also in Ist and 34 K

vol. several similar combinations are found. The example here given .
is also found in Glarean and Gerbert. : . .




g e — " T
.'_'{_r"'_.- - | i—"-‘!—”

Di-a-pénte, Se-m
Fifth, minor Sixth major

T

J ]
T

:!j';;:‘—..:___.:H:Iﬂ]'_.—l— —
di - a -pénte, ad haec mo-dus di-a-pi-son. Si quem
Sixth, then the Octave. ‘Who wishes

- 1
fe—1é=ctat-can-tas—hos—mo-dos—es~se—cog=nd-acat.

Y - w-—
]

to enjoy song, must know these Intervals.

" 1) In Coussemacker the following sentence is also put to music in
different Intervals. “Cumque tam paucis clausulis tota armonia for-
‘metur, utilissimum est, eas alte memorize commendare, nec prius ab
~ hujus modi studio quiescere, donec vocum intervallis agnitis barmonia

‘totius facillime queat comprehendere notitiam.”- In other words ‘“prac-

" fice a little, zealously and continuously, and you will learn to strike

the notes securely.”

W

PART IL
SCIENCE OF PLAIN-CHANT.

(SECTIO THEORETICA.)

CHAPTER 978
THE CHURCH MODES OR TONES.

© In Chapter 4t it was shown how all elementary
musical sounds, proceed in a certain natural order
starting from any one sound, taken as first, and going
to the eight or octave, which is but a repercussion of

‘the first in a different pitch. So that there may be as

‘many (Diatonic) scales, as there are different sounds in =
the scale itself; i. e. seven. Moreover each scale is di-

“visible into two integral, constituent parts, a fifth and
o fourth: — diatessaron and diapente. Now, when the

sounds of any one of these seven scales;— thus divis-
ible into fifths and fourths;— are so disposed in the course:

of a melody or musical phrase, that all of them, ascend- "

_ing or descending, bear a fixed relation to one principal -

or fundamental sound ; the melody soconstructed is.
~said to be in a Church mode, or tone.”) Ugolinus,

i) Tt cannot be too frequently or too clearly stated that there is: '

- a wide essential difference between the Church Modes or ‘Gamuts, and .
" the so-called K eys of modern music. In the seven scales of the Dia-

jc_genus, the order of the tones and semitones, depends upon the -
: d of the series; whereas in modern music, the different keys,. -
major or minor, -are ‘but -transpositions of the .same,,progres,smn,of” ‘

s‘ounds_, into a higher or lower -pitch. v -




- (died A. D, 1626) -writes “Tropus, tonus sive modus est
- “quamplurium vocum ex diapente ac diatessaron ordinatis
. speciebus debite conjunctarum in acumine et grovitate
. distantium per arsin et thesin congrua neumarum formae.

constitutarum convenwiens dispositio.” )
The modality or tonality of a scale depends upon

f,ﬂie character .of the pentachord and tetrachord; — dia-
“pente or diatessaron; — which it comprises, and this -

character is determined by the position of the semitone.
There are four combinations of fifths (pentachords),

"and three of fourths (tetrachords) to be distinguished. -

~From D to a, and from -a to e, we find the mi-fa, or

. semitone between the 27¢ and 39 degree. From E to by,
it comes between the 15t and 2nd -degree; from F to c,
between the 4thand 5th; and from G to d, and'c to g,
between the 34 and 4th, Similarly in the fourths, the
~ semitone lies from A to D, and D to G, between the
~-9nd and 34; from BY to E, and E to a, between the
1%t and 2n¢; and from C to F, and G to ¢ between the

?

~ 84 and 4th degrees.

The most ancient musical theorists speak of 8 modes

.-only, which were constructed on the sounds represented

by D, E,F, G; and so cesstructed that each scale had -
two methods of progression. 1st. The scales beginning .

with D, E, F, G and proceeding by a fifth, and then

a fourth; called authentic.®) 284 When the fourth -
— . : - Y- VA

g

- Y We already alluded to the various signiﬁcatioﬁsz of thef wofd,

tlo ne in Church Music. Here it signifies a scale or gamut or system of
sounds. However the correct Latin name was modus, in contradistinction
to tonus, denoting certam fixed forms of the mode such as the Psalm-

tunes. This was customary up to the 15t century. The notions were

altered, so that, e.g. in Tinctoris the word modus designated the time
notation of a chant, and tonus the key. or scale on which the chant was
constructed. Ton: also indicate the 8 fixed forms of the Psalm tunes,
Gloria. Patri &c. and modi the keys or gamuts of the antiphonal chants.
%) av$evrne, principal, original, because they furnish the funda-

mental tone of the other modes. They were also called Ambrosian, -
because these alone were used by St. Ambrose (A.D.397) in his Liturgy,

‘instead of being uppérmost as in the authentic scales
is placed under the fifth; whereby the compass is al--
tered, and the fundamental tone becomes the fourth in - -
this new octave series; though still fundamental. Such
'scales or modes are called plagal.’) .

Syno.psi}s of the 8 Modes.

L ‘Modus authenticus. © II. Modus plagalis. :
"DEFG a ah/gd AHC'DDEFGa

P S — o M=~ Rk
'-'h’-é e ] 3-5'1 u—.vl—”q"—"if—

Fifth. Fourth. " - Fourth. Fifth,

“III. Modus authent. IV. Modus plagal. A
E EFGah hede HCDE EFGah -

S~ . | ) Se—————— I~ b
:—._—.:n—'— L= ig :~n=»!_"“'ﬂ‘~=‘.““__—‘~§% s
- Fifth. Fourth. Fourth. |

VI Modus plagal. o
CDEF FGahe =

s
: "___:E

V Modus authent.
"FGaheo

Fourth. ‘ A Fourth. °

o VIIL Modus plagal. ‘

DEFG Gahed -
i . e o S o A
:fﬁ-_-j;__._r:.__gi% == f—.
~ Fourth. - Fourth. - Fifth.

After the 12t century the Gregofian systeni of
- ‘gcalés was extended still: further, -and modes authentic -
~and plagal were constructed on. a, b4 and c,?) divided

Y zddysos, obliqus, lateraleé, or collateral modes; also called dis:
- eipuli, or pupils, in contradistinction to the authentic called magistri..
’j Glareanus (1488-1563) in his Dodecachordon treats of 12 modes.

The seale forsooth in which the diminished fifth or tritone (bh-f, f—blq)

occurred, was not usually employed for the construction of chants
“.or melodies, and hence it comes that, what are theoretically the 13tk .
and 14th modes, are counted practically as 11t and 12th. .




m the same ma,hné_r' iﬁtb'v-"ﬁfﬁhs a,nd foufths. " So that in

“this extension, or increasing of the number of scales or -

*modes, the principle was not altered.

IX. Modus authent. _ _ X. Modus plagal. .
ahcde efga EFGa ahecde

e —— - "!-.‘_- s =) — —p—N

;Tl;"_r- EE= 4= o S s

Fifth. Fourth. Fourth. Fifth.

XII. Modus plagal.
FGah hede -

= ‘_——,L—_T—'-——!El:-Z—'"!:—"'E'i’é :

* XI. Modus authent. .

False Fifth. Tritone.  Tritone.  False Fifth.

~XIII. Modus authent. XIV. Modus plagal. ‘
cdefg _é'?z_ﬁ/? Gahe cdefyg
e,

Fifth.  Fourth. Fourth. Fifth. )

On closer examination we find that the 9% mode,

~ over steps the boundaries or compass of Gregorian song,

-extending to g (commencing a 34 octave); therefore it is
but seldom and thus used. = After the 12tk century the
‘10t mode was frequently employed. The 11t and 12th

have in their respective fifths, fwo semitones, and in

their fourths, not even one; and were therefore adopted

‘only in a few melodic forms, where these false relations

" 1) The well known decision of Chaﬂemagne “octo tons sufficere

fyb@den.tur;” “eight tomes appear to be sufficient:” shows Ist that even in -
his time attempts were made to_increase the number of the Gregorian -

.gamuts or systems; but secondly, that reference is made to peculiar

Fxed intonations of the Psalms, “toni psabmorum;” for at that time it

‘would appear that a distinction was drawn between tonus and modus.

“Jerome of Moravia at all events in the 13th century charges Guido,

- with having used the words tonus and modus carelessly and without dis-

- crimination.. See Coussemaker Tom. I. page 74 &c. In modern usage,

the terms are convertible and we use the word Tone not only to

“indicate the Psalm tunes, but also the modes of the Antiphons, Introits,

.:Responsories &e. and write over them Tonus I, Tonus II. &c.

of bli'e ffth and fourth could be éasily avoided:. The 13tk

mode has become most common, and in the lower octave

e lﬂ:r_—"':—!ﬁ;' corresponding -
exactly with our modern scale of C major. The 14th
mode because of its similarity with the 7th, is scarcely
ever to be met with. For practical purposes therefore
we may reckon only the 9tt, 10% and 13th in addition -

to the eight original modes.

P N e
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CHAPTER.10M.
NAMES AND CLASSIFICATIONS OF THE CHURCH TONES.

Henceforth we will call the Church scales: Tones.
1. The eight (14) Church tones, are as we have said
divided into two classes, authentic and plagal. Nu- -
merically arranged they are called primus, secundus,
tertius, quartus &c. i. e. first, second, third, fourth. The
superadded Grecian appellations, which have been uni-
versally employed since Glarean’s time (A. D. 1563),

 were. familiar to the earliest writers, and differ but little

from the titles used by Jerome of Moravia, John de

Muris, Ugolinus &c. They are as follows. -

Meodi authenticl. Modi plagales. |
1. Dorius. I11. Phrygius. II. Hypodorius.’) 1V. Hypophrygius. .-

V. Lydius. VII. Mizolyd. VL Hypolydius. VII. Hypomizolyd.

IX. Aotius. (XI. Hyperiol.) X. Hypodolius. (XIL. Hyperphryg.)
(X111) XI. Jonicus. (XIVY XII. Hypoionicus*®)
n zfno,l under, because the fourth in plagal-scales comes unde}

the fundamental tone, or tomic. : : S
?) Some of the old writers considered the numbering of the modes ™

as 1st, 2nd; 34 &e. incorrect; and preferred. calling them; protus authen-

tus, plagius protus, or scale of re authentic, scale of re plagal &c. In

- the treatises on Music attributed to St. Bernard, we find the systems !

or scales called manerie.




S II:" On compar_ingv the - autl?:ehtic with the pla‘gall,m (by

“fl(')_:o]dng at the synopsis already given) we find the follow=
ing differences. - :

* 1) The authentic have the fifth below, and the g

fourth above. In the Plagal modes the fourth is below,

and the fifth above. “Both fourths and fifths are alike in

each pair of modes, but their relative position different.
9) The authentic mode and its corresponding plagal
together have a compass (ambitus) or ramge of eleden

notes, of which five are common to both, and three not .

L ComIon.

" and (11%); 5t and (128); 6t and 11t (13%); 7% and

'19th (14th) have exactly similar scales, but by reason of-

" the different position of the semitone, and of the fourths
.and fifths, they are easily distinguishable. In the 18t,
: gd pth 7t gth (11th) And 11tk (13th) the fourth follows
-~ the fifth. In the Tones marked with even numbers, 1. e.
the plagal, the fifth follows the. fourth. '
. 4) The first note of each authentic and its cor-
responding plagal scale, is called the fundamental note
(tonus jfundamentalis), or Tonica, because the melody

is- built up and constructed upon it, It is aiso, and
more commonly called the Final, finalis, because every
authentic and plagal melody Wwhen régular, ends with -
t - The Finals therefore, as we shall call them, or

,ﬁﬂdam_ental_ notes of each tone, are- as follows: . -

teum ‘MMEN - V&VI VI&VI X&X .

—-

3) The 18t and 8%; gnd gng 9t 3¢ and-+05 54

— e 3 gF-—!—}—S “— —

I
_..ﬁg - ] ]

B, mi - -.F, fa F, fa - G, sol. a, la B
XT&XI) XI &XI (X1 & XIV) |
===

h, st o Te, ut

- * So that there are fourteen (12) tones, and but seven
finals; each authentic tone and its relative plagal, being
constructed on the same final. In the plagal scales, .

Ny

- the ﬁngl comes Jourth in the series, in the authentic
: sca,les- it is first. A Tone is said to be regular (re-
~ gularis), when the phrase or melody closes with its re--

_"gular final; if it end on any other note it is called
irregular, drregularis.

‘These irregular finals are also called Confinal

‘notes, and are often met with in the endings of Psalm

tunes, and in the divisions or sections of Responsories
Graduals—and—-Tracts .

5) T'he range or compass of the authentic and pla-
gal modi, and the peculiar relations of each note of
these different octave species when actually employed
give rise to another classification. ‘ ’

The Tone for instance is called:
1. Perfect, Tonus perfectus, if, in authentic

modes, the melody ranges to the octave: or — in plagal-
modes, to the fifth above and the fourth below the final.

Exa}nples.: the Communio ¢ ZEecce Virgo,” page 11; Introit
“ Miserebitur,” p. 427 ; Offertorium ““Benedictus es,” p. 72
of t}}e Octavo official edition of the Graduale Ro’aaia;mm
(Ram_sbon' 1870). Here the rule is borne out: “Ommnis |
cantilene legalis ascensus et descensus per diapason con- |

. struitur.” ) )

- 2. Imperfect, Tonus imperfectus, when in authen—”"
tic tones, the octave from the final is not reached or
in plagal tones the fourth below the final. The Anti-
phons, especially of the small canonical hours, the La-

, mentations of Holy Week (VI. Toni), and several smaller

) Gerbert, Script. Tom. IT. p. 58.
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" forms of chant, such as the Intonations of the Psalms,

~ (which however, are made perfect by the Antiphon to
which .they are united) belong to this class.

3. More than perfect, or superfluous (Lonus
plusquampeqfectus or superabundans), when the authen-
- tic mode contains a note below its final, or above its
" octave; or when the plagal mode ranges downwards

more than a fourth from its final.
4. Mixed (Tonus mixtus), when the natural range,

(ambitus) of 2 mode, is exceeded by more than one
fiote sg-thatmtheﬂ-auﬂ}enﬁp and its corresr)onding 1)1&%’&1

o )
~ may be said to run into one another, of this we have
examples 1
" Dies Ire, Veni Sancte Spiritus ‘&c. In case the plagal
Tone preponderates, it is specially marked in the new
" (Ratishon) editions of the Ritual Books: e.g. page 328
“of the Graduale -(87°): we have the Offertory “Oravi’
Ton. IV. and IIL; page 437 Gradual: ““ Vindica Domine”
Ton. VL. and V. - o
- 5. The Tone is called comamunis perfectus , if the
~ quthentic tone Tanges to the fourth below the final (and
. thereby becomes plagal) or the plagal to the octave above
" the final (and so. becomes authentic). The melody, then
_comprises the eleven notes of the authentic and its plagal
“united.
quence “Victime Paschali” page 232, and in the Anti-
phon ““Cum app;‘opz‘nquaret” for the Procession of Palm-
Sunday page 172. '

-

"CHAPTER 117=,
SIGNS OF THE TONES.

belogn order to know to which Tone any given Chant .
gs, certain signs or marks are necessary. The surest

. and most general sign is the final. The next charac- -

teristic mark to determine the T wi i

_ s  to. one will be its ran

ambitus. This shows to what scale the melody beloriggz,'
1S,

. whether such scale be full ia] s
y or only partially employed;
and serves also to mark the difference betv:);eenppegfz((lzt, -

and imperfect Tones. (See preceding Chapter.) The

n the Te Dewm, in the Sequences Lauda Sion,

We have an example of this in the Easter Se-’

third mark or sign to indic he Toné of a

2 _ licate the Toné of a Gregorian ™
nlllelody, is the Dominant,?) also called the Tengr .]I?l
the annexed Table the Finals and Dominants of the. 12
{14) Tones are shown together. -

STOni.(éFiI]&I_t: Domin. Toni. ;Final.} Domin.
; var. | G | ‘
I | IX
.| B (XL b
- :
|
[.
|

|1

¢
L
c

1
S
L8
;f[.. (XIL ( e[d]) |
|

VI |

g
e

(XULYXL | ¢ |
(XIV)XIL | ¢ |

To distinguish therefore the plagal from the auth t; "
tone; — as both bave .the same. final; — we muste‘n o
if the melody ranges downwards more than one Sie"."i'
below the final; and observe ‘which note may be nt(z)h'e
Dominant, i e. on which note is the body of the Word:
sung or recited. In more florid compositions this 'Will‘.-

f b§ less apparent, but it will be always found that in

) The student must be careful to distinguish between the Dom-’

‘“thant in Gregorian; and th ; in '
nt in ; an e Dominant in’ modern musi ich is
- ways a.pthAabqve the tonic. 1n Gregorian it varies usic which is al-

6+

L
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singing in any particular mode, the voice always has a
tendency to attach itself to the Dominant. .
" Tipals and Dominants one with another give wh{ﬂ;
“is called the Repercussion, 1. e. the.Interval Whl%hblllé
“each Tone may be inverted. According to the a‘s.
given above, the Repercussion in eafch Tone, 18:
1. Toni re-la, 1L re-fa, 111 mi-ut, IV. mz-la., V. Jl’a—ui,
- VL fa-la, VIL sol-re, VIIL. sol-ut, IX. la-m, X. ‘c;—u ,
KLY siosol, (XIL) si-mi (re), (XIIL) XI. ut-se%
L (XIV.) XIIL. wt-me.
— Amth@“mrth-eﬁ—tﬁf—il‘@nes«th melod; gg&_‘.
to the Final by degrees; 10 th‘e pla'gal tonesLoSﬂ.
~ times by skips i.e. more Or less distant mterva?s. aWigi;
‘- each Tone, has certain notes, Or note-groupllngs'% e
" which the chant usually begins ; and as aRu‘ e, 1-,1 eve};
" pe observed, that in authentic Tones the Char; tn Ny
begins with an Interval reaching from the Jfina o sction
fifth, or in plagals to the fowtk. In the qonls Y pon
“of the middle cadences, (secteons of the musu':a&con %he
cition indicated with punctuation marks , ; ° c.) he
rule is. observed, o make them, In authentic t(ineséls
_the final, the fifth, or intermediate notes, and 'mh% ?]%ur‘c ;
never to go beyond the Fourth. For the eight phee
Tones most in use, we may enumerate the Almtla, n‘ v
or Intonations, as follows: i G, -
Ton. L: 6, (E, ). Ton. V.. F, G, a, ¢
’rf?ﬁz %I'.:CE,D CFD F.( ! Ton. VL.: €, (D, B); F, (a)-
“Ton. I1L.: E, F, G, a (¢)- Ton. VIL: G, &4, ¢, d.

“Ton. VI.: C, D, E, F, 6, a Ton. VIIL: C, D, F, G, a, c.
" Tor all prac’ticalz purposes, singers of Gregorian Challllt
‘have but to glance at the book and the number of the

“TTone will be found printed in all the new. editions.

NN N

' CHAPTER 12m, | ,
- NATURE AND CHARACTERISTICS OF THE 1%, 24, 3t AND 4't TONES.

There is one fundamental law in Gregorian Chant =
which must be observed in all the Tones, to wit: “The
immediate progression of an augmented fourth (Zri-
fonus) or a diminished fifth is wof allowable in Gre-
gorian, and such Intervals when met with must be made -
“perfect, by placing a b before the si;” and so depress- -

- ing it a semitone,

This Rule observed in the composition of Chants in

each of the Gregorian systems or Gamuts, renders the
remarks about to follow deserving of attention. They
“are mostly gathered from the definitions collected and
published by Father Utto Kornmiiller O. S. B.7) ,

The scale or gamut of the 15t Tone, (doric) is made . -

- up of the first?) species of fifth (diapente) and the first .-
- species of fourth (diatessaron) (See Synopsis p. 77.);

it may proceed from its final to an octave ascending, and'
a major (or minor) third descending; it seldom ascends- -
to e, it descends to C, but very rarely to B.?) B flat -
must be used whenever the Tritone is to be avoided, or’
when the melody does not go above si: Example:
The “Ite Missa est” on Semidoubles (See Directorium

" chori page 78) and the Communio “Ecce virgo” (Grad. =

Romarum page 11).

Y Monatshefte fir Musikgeschichte. 4t year, 1872, page 70.
_ ) “Quod dictum est, illum habere primam speciem diatessaron,
intellige, non quod ibi prima ejus species exordiatur, sed quod forma
et similitudo illius primae, quae inferius (A) est, hic 'sub earum chor-

darum dispositione contineatur, tono scilicet et semitonio et tono.”

Berno von Reichenau. 12t century.

3) “Ille est regula autentum primae maneriae seu moduli deter-
minans, terminatur in D vel a, et constituitur ex prima specie diapente
D-a, et prima specie diatessaron a-d. Ejus diapason (ambstus legs-

" timus) est D-d; licentialiter ascendit sed raro ad e, et descendit ad C, -
_rarissime vero ad.B.” St. Bernard. : S




T ATh'e” phrase D-a-b-a, recurs times without number
in Chants of the 1st tone. Nevertheless in the Hymn,
o : SR |
Ave Maris stella, the third note =3s—%—— is not {
o A -ve

be sung as b flat, as the melody immediately proceeds
to the octave. ) ' o :

- Examples for the different Tones, are 1 a,bur}d.anceA
in the Graduale and Directorium chort; and the fhl}g?llt
- studeént should analyse them and study their pecqharltles. _
‘The Chants of the first Tone are joyous, festive, and

: mﬁquﬁf‘ A}

7

" The Second Tone (hypodoric) or 1st Plagal, is also
‘made up of the 1st species of fifth, and 1st species .vof
fourth. “Est hic. tonus regula plagalem primae maneriae
' determinans; finem fucit in D vel a.”%) It has for its
. final D; its fifth from D to a; and fourth D to A de-
scending, and thus forms its octave
. AByCDEFG a |
: 1t sometimes goes down to I’ gamana, but seldom;
. (see Offertory “Dewtera Domini” page 61. Grad. Rom.)
‘Tt often ascends to the 9th — b flat; but never to the 10th
“or 11th ¢ or d. In case the Chant proceeds upwards to
_bflat before it, and must be sung as za;— See the seven
Antiphons beginning with O, preceding the Office of.
Christmas Day. : _ .

" The character of the 2vd Tone is grave and mourn-
ful, “severe cum magestate. tonat.”

. The 34 Tone (phrygian) is constructed from the 224
species .of Diapente, (semitone, tone, tone; tone) and 2nd

1) These characteristics of the Tones are not fanciful. The different -
position of the semitone in each of the scales, and the different combina-
tions -of intervals give each Tone a peculiar character: The character-
istics we give here are taken from old writers such as Guido, Adam
‘of Fulda &c. as found in Gerbert, and more fully in Cardinal Bona.

. ?) St. Bernard. : ‘ R

o sizth from the final, then the si takes the accidental

~gpecies of Diatessaron (semitone, tone, tone ). It has E -

for its final, and its legitimate range is to the octave
¢ acutum. It may descend to D; and sometimes even

to C; e.g. Offertory, “Lauda” (Grad. Rom. page 257.)
. sed ~abusive , writes Odo of Clumy. Si or U natural
~as the fifth from the final, is o frequent occurrence;

“mazxime autem ideo, quia ad acutissimam ejus, i. €. e
diatessaron reddit.” But as this fifth has three tones

" in succession, the interval is met with ascending or de-
- scending oftener in skips, than with the intermediate

notes: “potius saliendo quam gradiendo vadit” The 38
.one—is—imperious, threatening and .characterised by ve-
hement passion. “Tertius indignatur et acerbo insultat.”
For examples the following may be taken; the Introits; -

- In nomine Jesu and Sacerdotes tui Domine, (Grad. Rom.

pages 190 and 47) and the Hymns: Deus tuorwm, and -

~ Te Joseph celebrent (Vesperale Romanum pages [12]

and 325). L~ ’ o
The fourth Tone (hypophrygian) is similarly con-
structed from the 28d species of fifth and fourth. Its final
is E or by and legitimate range B CD E F G a'bz. The
Chants of this Tone seldom descend to the fourth below -
B, and the want of this half-tone is generally supplied =
by extending the upper part of the scale to ¢; so that™ -
its actual ambitus, or range, is from C to ¢. The s&
above the final is very often changed into 2a by pre--:
fixing the b flat, as in the Hymn “Virginis Proles” (Dir. -
chori page [34]), and the Invitatorium Vemite” p. 16%. .
The fourth tone is kmown as bland sweet and at-_
tractive, “quasi adulatur et allicit.” |
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. CHAPTER 13r1E.
g ,:NATURE AND CHARACTERISTICS OF THE 5tt, 6t, 7tk & 8t2 TONES.

The Fifth Tone (Lydian) takes the third species
of fifth and fourth. Its Final is T or c¢ and its range
F-f. The characteristic note of this tone is the si or by,
which need only be changed into ¢a or b flat when sung
with F or fa, in order to avoid the Tritope. This b4
* natural, gives the fifth tone a spirited majestic and joyful
" character, hence it is called the tonus delectabilis, l@tus,

Jubilans.  This™ tone ’E’*nvt**to*bvvonfowde@—wiﬁ the
transposed Ionian mode having a b flat in the signature.
The fifth and fourth in the sixth Tone (hypolydian)
are the same as those used in its authentic fifth Tone.
Tts Final is F, descending to the fourth below, and forms
the octave scale thus:
o CDEF Gasec
It may ascend to d, and by degrees, mot by skips
“descend from F to €. ' :
" Thé low pitch of this Tone, and the frequently re-
‘curring b flat (to avoid the Tritone) give it the character
“of tenderness and quiet devotion «“Sextus lachrymatuy
et plorat.” -
_ The Seventh Tone (méizolydian) comprises the 4th
species of Diapente or fifth, and the 1st species of Dia-
tessaron or fourth. Its final is G; and its range G a
becdefg The sior b is natural to 1, and espe-
cially the progression G a 4. If a Chant in this Tone
should not.ascend to the octave from the final, compen-
sation is frequently made by descending a _full tone
below the final. Sometimes we meet with endings on G,

when b flat has been frequently used in the piece. In
such cases the 7th Tone becomes like the Ist and it will

be then always better to place b flat in the s_ignatixfe ”
and treat it as a transposed tone. '

The seventh tone breathes majesty boldness and joy:

 “incitate progreditur et imperiose.” See the Introit “Puer .
- natus” (Grad. Rom. page 30). The Antiphon “Ezaudi nos”

page 73 conveys the impression of strong emotion.

The eighth Tone (hypomixolydian) has the same
species of fifth and fourth as the 7th. It ranges upwards -
to e, and descends to C. S

~ The scale of the eighth Tone is like the first. D E

F Ga i ¢ d; but the melodic phrases and the Finals

are different in both. The b flat, is not used in the eighth. .
Tone so frequently as in the 1st; and should any piece
have it recurring very often and not irregularly, then
it were better to treat it as the 2nd Tone transposed,
having a normal & flat in the signature, as e. g. the
Hymn “Quem terra, powtus,” (Dir. chori page [48]).
The greatest number of.Gregorian melodies are
written in the eighth tone.!) The old writers consider it .
full of power and manly; also the fonus narrativus. The -
7th and 8th tones are often, especially in long chants, -
mixed; e.g. the “Lauda Sion.”

Observation. As has been already observed, Chants
in the 9th mode, on account of its overstepping the con-
ventional limits, 7, of the Gregorian system, are seldom
met with; they often appear transposed into the I1st Tone .
with a normal &7at. We frequently meet in the Graduals =
the 10th or Aypodolian tone, made up of the 2nd species of
fourth and first of fifth e. g. “Hodie sciétis” (Grad. Rom.)

.28, “Tecum principium” p.25, “Requiem ceternam” p.47T%

The 13th or Jonic mode (XI) is composed of the 4tk species -

: 1) Probably because most composers of Church Chants wished as
far as possible to follow the example of St. Gregory, who commenced
‘his'Antiphonarium with the Ad te levavi in the 8tk T'one.




-~ of Diapente and third of Diatessaron; and because of its

fifth being ¢, it still more closely resembles our modern
seale of Cmajor, than the 6th Tone. In the harmonic com-
positions of the old Masters the Joric and its plagal the
Hypojonic Tones were. much employed, especially trans-
poséd to E with & flat in the signature. In Gregorian books
it is seldom met, as nearly all chants in this mode are

“marked as belonging to the 5th Tone. In some editions of

~ the Gregorian books (Mettenleiter’s Enchiridion page 71)
there is found a Salve Regina clearly belonging to the
XI. Tone. The Sanctus, Benedictus, and Agnus Dei of the
Missa de B. M. p. 22% and the Missa_p. 33*; as well as

- geveral chants in the 6radual, especially in the Ordinarium

~ Missé, are i the 11t Tonetransposed—an—octave-lower;

ranging from € to ¢. The Antiphons Alma Redemploris

"(Dir. chori p. 60) and the solemn Jte missa est (Graduale
~ Romanum p. 12) are transposed a fifth lower with & flat
normal. The Antiphons 4ve Regina and Regina (wli can
also be considered as the Hypodolian mode, transposed 2
fifth lower and. & flat in the signature. :

CHAPTER 14r1E
TRANSPOSITION.

. Every Tone (modus) of the so-called Systema re-
gulare, or durwm, (because none of the seven diatonic

scales include a bmolle or flat), may be transposed;

i. e. raised a fourth higher, or depressed a fifth lower,
by establishing one b immediately after the Clef, (as
we say in modern music, in the signature;) and this

alteration in pitch of the entire scale, is called the - -

Systema transposttum, or molle. The 1st Tone, for
example, transposed a 4th higher will run thus: Ga b
cdefg: the relative position of the tones and semi-

tones remaining unaltered. The notes of these transposed -

- posed Musica ficta.")

scales “‘are called “twoné finti”; and the Chant so trans-
- In Gregorian Chant however this kind of transpo-
sition does not often occur. But it is sometimes met

- with especially in Chants of the I, 2) II, XOI (XI) and
- XIV (XII) modes. And whenever a flat is thus estab-
. lished in the signature, that is an indication that the
*tone has been transposed. s

But as all voices have not the same compass, and

_Gregorian is essentially Unison Chant, some arrangement
of pitch becomes necessary, in order to bring the range

-} 1st Tone.

of -the several Tones within the compass af average

“voices. This perhaps will be better understood, by dis-

playing the extended (2 octave) scale of St. Gregory,
and then each Tone in its natural place taken out of

“that scale. The letters in large type mark the finals

and dominants of the Tones, and the circumflex lines
~ the position of the semitones.

| Scale of !
i St. Gregory. I'ia1B1C D
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") This is- not the only signification of Musica ficta; it is also
used in_contrapuntal harmony but in a different sense. : .
~2) In" the ‘third line of the verses of the Hymn Jesu Redemptor
(Vesp. Rom. page 85) several versions place a flat before e-mi. The
reason of this is that it is the first Tone transposed, and the b there
is instead of si, (b%) to avoid the otherwise occurring Tritone. '
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It will be seen from the above schema that only
" two tones, the 1st and 8th, lie easily within the compass
~ of the generality of voices, 1. e. from D to d. So that
‘it seldom becomes necessary to transpose or alter the

pitch of the 1st or the -gth Tone. They may be sung
- or played as written. But the ond Tone, and the 7th
. proceed to the opposite extremes of the extended scale
~and Tun too low in one instance, t00 high in the other.
- A medium pitch therefore should be selected so as to
- render all the Tones available for all classes of voices.
A general rule is to select La or a the dominant of the

Tone 1st,

e
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Transpositions of the eight Tones,
Authentie. Plagal.

Number of
or P inthe} Final.
signature.

E bY 24 E G B # 24
F c sh |FFEPHlabv(a) cclh|3hup
cd 4% |6@GH b (Y DOY

a | ¢ | E

Number of
or in the
signature.

Dom- ' Under
inant. | fourth.

Dom-

Final.| .
inant.

n.D. Doma.
‘ug U0

FCF§| by |cch
GEH| ccd (DO

Tone 34,
’q;f U0y, |

1st Tone, as a common dominant for all the TonesFor
“example in the 2nd Tone the dominant is Fa, give that
_the same pitch as La in the 15t and you thus raise the
whole scale a magor third, its lowest note being then C
~ instead of A; and similarly with the other Tones. Another
. yule is to leave the 1st and 8tb Tones untouched ; to
raise the 2nd Tone a magjor third, or even a Sfourth.
Lower the 3d by one Tone, or better still, if the Chant
“does mot go up to e leave it untransposed. In the
4th Tone if the Chant does not go down to B, it may
. be sung in the natural pitch, otherwise it may be
raise a ZTone. The 5th is to be transposed a 34 Jower.
The 6th a Tone higher; and the 7th a major third or
“fourth lower. ' o
" However the annexed Table will facilitate all pos-
sible transpositions with the- aid of an instrument and
make them easier and more secure. It gives the num-
Der of sharps or flais to be used in each transposition,
the Finals, Dominants of all, and the under fourths of
the Plagal Tones. - o -
- . The attention of Organists is specially called to this
Table; as a careful study of it, and practical applica-
tien, will soon facilitate the otherwise difficult task of

“transposing Gregorian’ melodies..

d 28 |EED 6H(6) BYE(BD)
E (Eb)|b} (bflat)| 5 § (2 P) |6 (Gb)|bh(bAat) D (D b)
"D 2 38 laGav)| cf() |EED)

Tone 5th,
‘139 U0,

FEP|cedh |20 (68 jatab){ d(db) |E (ED)
EEDbY(bfat) 34 @h) [FEH| b G Y |[CCH
D(Db)| a(ab) [ 14 (6) |E(ED) a(ab) [Bh(BMa)
c G th D 6 A s

Tone 7th,
18 U0,

w0y ulg [ v -wioq "July | e woq g uld| g wWoq q uid

Fin. 6. Dom. d. |Fin. F, Dom. ¢. | Fih. E. Dom. c.

restore a transposed tome to .its natural position, but

raise it or lower by degrees, déiatonic or chromatic, ac~

cordmg to the requirements of the voices engaged. For
ex.ample a Chant in the VII. Tone must be reduced a -
minor Third. The Final of-the 7th Tone is Gf; and the
Dominant d; therefore transpose the final a m,inor third
lower, and it becomes E, and the Dominant bj; and 3§

fcandg occur in the signature. - On the other hand
a Chant closes in F, it has 3.pb (b, ¢ and @ flaf) in the .-

signature, and o flat the Dominant. To what Tone does
it belong? T look to my Table and find it belongs to
the 2nd which has D for a final, F for Dominant, and

A for the under fourth.
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S ervation. Of course I
. that %?12 Table is only meant to be of service where the
- piteh is taken from a keyed instrument such as an orgatll,
Harmonium or Pianoforte, on which chromatic mterxa 3
(black keys) are found as well as Diatonic (white keys). nt
again Organists and accompanyists of Plain-Chant, no

. i A _ ¢
hly acquainted with its principles or the nature ol

’;{18011;/(1)3 es;ysho%ﬂd be careful not to confound the .51gnatmje}sl..

rendered necessary by these several transpositions, Wit

he li i 1 instance, if a
e like signatures of modern music. For ins 2,

1glhamt of t%e 1st Tone be transposed, so as to requlredQ.t
in the signature; the accompanyist should never regar dl
as in the Key of D major, or its relalive minor. 1f he do

o,»he~w—il1-—alter~_the_whole_£hammﬁn.gf_ the melody. In"

‘ ittle Book “Cantica Sacra” of Hauber and Ett, ihe
gégoxllllganiment to the 1st Tone for Vespers 18 arrange_d
with 2 % in the signature. That does not mean that we alre
to play in the Key of D major or 5% minor; but simply,
that the 1st Tone has been transposed 2 note higher, hfaw,;
ing E for its final, and 4 for its Dominant, instead o
and « respectively; and the sharps are placed to preserve

the original position of the semitones. In the accompani-’

nts to the “Ordinarium Missce” arx:angec_l by Dr. Witt,
m Kyrie in Masses of the B. V. M. is written with two
sharps in the signature. Therefore you will say, ltﬁrsdm
the key of D, or perhaps &4 minor, especially as I find a
b in the final chord. It’is in neither one key nor the other.

I look to the final and I find it to be E, I look for the.

: inant or prevailing note and I discover it to be o4.
‘ilo;;g; look tg the ta%le and ascertain this arrangement
" to be the st tramsposition of the 1st Tome. Consequentlg
the semitones fall between the 2nd and 34 degrees and 6th
-and 7th. The Gloria of the same mass is written in 3 sharps,

it ends on E, has 64 for a dominant, therefore it is the

ond transposition downwards of the 7t Tone and neither

“the Key of A major, nor F# minor. From this it may be.

readily concluded that the accompaniment of Plain-Chant

" is a very different science from that of accompanying music .

in the modern major and minor modes. S
 Where the Plain-Chant is unaccompanied or no -
‘strument at hand, then the transposition should be re-

it should be borne in mind |

" tus de Padua (1800).

gulated by the 'previou.s’ rules. Transposition also takes
place by substituting” the 1% fa clef, for the x Do clef
or vice versa. ’ i ‘ -

CHAPTER 1518, |
ON THE USE OF THE DIESIS OR # IN GREGORIAN CHANT..

The word Diesés has had several significations in:
the course of time. The Greeks used it to designate -
the-half—of—the—Limsma—enhormonic-diesis.— In a some-
what analogous sense the musical Theorists of the 12th -

-and 13th centuries, call diesis every Interval, which by

mathematical calculation does not make up an exact half-
tone. ) John de Muris (1300—1370) calls the minor
semitone diésis ““Semitonium minus vocatur diesis.” This
- signification of it was generally established in the 16th
century and thence to our time, so that every raising of -
the Tone by # and & (this last sign was written § even

Up to the 17th century) was named Diesis.?)

Except b before Si to avoid the Tritone, no‘_:-
other accident, and no other indication of the

1) “Cum aliquis tonus bipartitur propter alignam consonantiam co-

_ lorandam, prima pars toni, sic divisi, si per ascensum fit, major est,~

et, vocatur chroma, pars vero, quae restat, diesis dicitur.” Marchet-
- = %) The Italians even still say ut diesis, and the French ut dieze:"
The English use the word sharp. The Germans when they wish. to -

. designate the sharpening or flattering of a note, instead of saying :
~ Aflat, Cflat, D sharp or Fsharp they add a syllable is or es or as to.

-the. letter expressing the note affeeted by a musical accident and thus A
- 'they have for, : ’

ish: A sharp, B sharp, C sharp, D sharp, E sharp, F sharp, G shdrp.
Ais, = His,  Cis, = Dis,  Eis,  Fis, Gis. . -

“Emglish: - A flat, B flat, C flat, D flat, E flat,  F flat, G flat.
 German:.  As, B, Ces, Des, Es, - Fes, Ges.

(%




" raising or lowering of the Tomne, is allowable
.. in Gregorian. o

s Consequently the sign § does not exist in- pure Grre\-
. gorian Chant. The sign # restoring th.e Si, .when pre-
viously lowered by the p prefixed to it, to its nat.ur;_xl
sound, is usually marked in modern editions, but it is

ﬁ_not essential, as, if no Tritone occurs, it should be al- :

- ways understood that Si is to be sung natm.fal.

~ Many authors rely on certain passages In Gerbert
. Seript. and de cantw et mus. sacra, t0 uphold the use
of the diesis, and chromatic closes in Plam—Chgmt: Ab-
tra@tingmhoWever_imm*the—obscm:ity__an.d_ambl&lt y_of
these passages, both Gerbert, and Coussemacker Tom. IT.
p.293. especially, bring forward witnesses for the con-

trary, who to say the least of them, are fully as clear

" and of as great authority as the defenders of'the Diesis.
- These are Regino von Prim (A. D. 910) in Gerbert,
Tom. I. p. 232. Odo of Cluny,") Hucbald &c. Moreover,-

_the passage from Aurelian, quoted by Gerbert., in W]ll.C]l :
the diesis is defined, says nothing about its use in the dia-
tonic music of the Church. Elias Salomonis (A.D.1274),
‘quoted also by Gerbert writes “In G non dicitur fa, sed
recompensatur re” ;%) that is to say, you cannot construct

1) 8. Odo says of it “nimis delicata”, vitiosa, maxime lasciviens,
: agis corrigi, quam imitari oportet. L .
quOd")mAgnbros iftll hiqs History of Music is also of opinion that it was
‘much later, when forscoth Gregorian Chant and figured Music werg

" mixed up, and the latter got the upper hand, that the pt wiz,s_ use
“with C and F (VIL and VIII. Tones) and even more frequently; aliy
“one that knows the History of Plain Song must admit the same.G;li
‘the I vol. p. 155 (Geschichte der Musik) he writes. “So long as uil‘

~ gorian Chant, the pure choral Song, was rendered in unison, Ithliw wg
“established that none other but the fixed Tones of each Chur(lz1 ode
according to the strict Diatonic system were adopted; as soon "ozv%v.gl_'
as they commenced to.sing in parts, the difficulties of a stric p ’\i -

. tonje chant began to be felt, and it had to seek the assistance o_f LTe
“dium Tones.” And again.in page 51. “The harmonic relations oL 1o-

- nality in the modern sense, have got the mastery over our mfalqdiq .

treatment ; the Gregorian was independent of them».”

* becausethen it would run thus

a HeXachord (See 'T_able of Hexachords in Chap. 1.) o‘n.D,.
D E T§ G, 1, you must

ut re mu fa,

| begin a Tone under G, and sa,yb FGab Y .

ut re ms fa.

Padre Martini (4. D. 7784) whose work on Music |

- has earned a world-wide reputation, writes. “The Cantus

“firmus is, according to the testimony of the earliest

“authors, purely Diatonic. Consequently it receives no
“colouring from the so-called musical accidents § and b;
“except when the latter is used from F upwards to avoid
“theTritone, and downwards to avoid the diminished fifth.”
Baini in his Memorie Storico-Critiche of Palestrina Vol.

this sentence was originaly a marginal gloss inserted at least two cen-

11 pag. 722, complains, that in some of the editions of -
the Choral books caprjcious alterations had been intro-
duced, leaving nothing but a mere skeleton of the an-
cient chant. “Some,” he says “dreamt of putting & molle
“before e (mz); and then they should either contradict
“themselves, or else place it also before a (la); and so
“the very nature of Gregorian Chant becomes completely
“altered ; others scattered & molls, and b quadros (f),
“and even § (dieses) recklessly about and thus destroyed

. “almost every vestige of the ancient mode.”

If recourse is had to the masters of the middle ages,
who in the polyphonous .treatment of the Gregorian me-
lodies frequently use the accidental semitones, it must-
be borne in mind that they never undertook the con-
struction or arrangement of the entire melody; (and-

') Herr Schlecht, in a very closely reasoned paper published
in the Monatshefte fir Musikgeschichte, 1872. tries to elicit-authority
for the Diesis from a passage in Guido’s Micrologus, where speaking

~ of irregular transpositions, he enumerates amongst the blunderers, those -

who “quasdam subductiones faciunt, in trito, quae dieses appellantur.”

- But Herr Haber] in -the 4tk edition of the “Magister Choralis,” published . v
- 1873, says in a foot note, page 52. that he examined the most ancient
-exemplars of Guido’s Micrologus. in the Vatican Library, in Florence

and Bologna, compared them with Gerbert’s version, and found that

turies later, which subsequen_tly found its ‘way into the text.

7
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“ therefore do not furnish the true version of the Gregorian
- Chant, as such) but only extracted melodic phrases from
" it, on which to establish their polyphonous compositions.

" These very compositions themselves: furnish undeniable
proofs that, even in their time, Gregorian was regarded
as strictly Diatonic; for they usually give the Gregorian
melody or as we would call it, the subject,— marked
" comtus firmus, — 10 the Tenor, or someé other leading

voice, and leave it there untouched. Then the harmonic
‘and contrapuntal effects had to be arranged around that
in such a manner, as that the full tone might be ex-

 pressed in Lhose“p'lztces*whm*e‘-the-defen—derﬂ—ef—the—l)ies s
would now seek to introduce a semitome.”) - ’

.. The reproach of unmusical taste, or unscientific de-
velopment of the same, cannot fairly be urged against
. the supporters of the pure Diatonic system ; for if some
- passages sound hard or even rugged, the fault may be
traced either to their bad rendering of it to a disregard
of the Rhythm, or an injudicious organ accompaniment.

 Louis Schneider®) (A.D.1864) writing to Herr Ober-
hoffer in Luxembourg said “One thing I must impress
“ypon you; i.e. to banish for ever and aye the Diests
«from Gregorian Chant, and fly the cross (the sign §
. ajp German is called Kreus, cross.) as the Devil would.
_«AJl that has ever been said or may yet be said in its
- “justification is vain, a delusion and a snare. DBetween
- dmysic external to the Church, and Liturgical Chant there
4js and must be an impassable barrier, as great a dis-
“tinction as there is between Heaven and Earth, between

1y These remarks can be proved by examples. The Proske Library

. 'in Ratisbon will furnish rich materials to any one that wishes to study
this point closely. See also. Witt. Musica Sacra. 1868. page 33 &c.

: ?) Schneider was a very clever contrapuntist. His rules for har-

" monising Gregorian are most valuable. ‘They were published in 1866

= (Frankfort-Hammacher) and styled “Grr_egorianische Choralgesiinge” &e.

._:afsecular banquet, and the Last Sup_per..‘I»b’es eech
.“o you never to be offended with the simple, -
“earnest, strictly diatonic, proscribed -
- “garment of Chri iturgi ' BOR

g irist, the liturgical Song.” '

SECTIO PRACTICA.

CHAPTER 161,

THE LITURGICAL Books, ©~~

‘The Books of the Liturgy, in which the several

sections of Ecclesiasti
follows: lastical Chant may be found, are as

1. The Roman Missal Mi
2 , — Missale Roman
gf[casz 1113(;)02;1, Cé)ntamm% all the Lessons, Gospels, P]iglffegg
&e. e Uanon of the Mass; — in a word |
. all that
gsa (‘:tli).ﬁbe‘ read or sung in the celebration of ,the Honyﬂ
iice. The portions of the Liturgy set to musical

- Dotation in the Missal, are those that appertain to the.

Celebrant, or sacred ministers; classed under the generic

‘term docentus, to distingnish them from the portions

to be chanted by the choir, called Concentus:

In furtherance of th | |
- of the Decree of the Counci A
.(Iifgjh ;Zflfl(;?;oth% aamtéad Pontiff Pius V., b(;ru%mllh(l)lﬁ 'I(‘iﬁgfi’ |
, ordered, that in the celebrati ' g
whether read or solemnly ch other Miseey oomnss,
e caber read or sol y chanted, no other Missal should: -
e -€x the one corrected, amended, and r
})gslt:t gz;zstnllg d1gn1ty,. by his autﬁority. “MZmdantegsggfsg ~
bus et s GUiLS.... ul missam juzta ritum, modum, ac formam,
o 227” ’}{ﬁ:sc'zll‘fﬂléoc ,f tgh po?\z/’is nunc traditur, Ziecmztent ac,b
. litle of this Missal is as followk: “Missale
Romanwm, ex Decreto Sacrosancti Concili; ﬂ'idgf.ztz'nlz"m;:gtlzf

- tutum, Pi V. Pont. Maz. jussu editum. Romae. Apud haere-.

des Bart_lwlomaez’ Faletti, Joannem Variscum et socios.” Then -
T LT B
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. o R et
* on the last page we find -the date; MDLXX. The correct:
. gé]ntof the l{)ﬁigsal was entrusted by Pius V. to gl(i‘éancﬁi :
Bernardino Scotti, Cardinal of Trani, and Thomas 'Qt g'on |
Bishop of St. Asaphs, to whom was added the pries tll
 yanni Guidetti a pupil of Palestrina, who was 1nt11Jr§ba ely .
‘acquainted with - the manuscripts of the Vatican. 11d I;ag
and the archives of the Basilica and inserted the o i, 1r -
ditional chants of the Preface, Pater noster, Ezultet, Gloria
&c. in the square black notation then in general }1se.l )
“ Under Sixtus V. a revised edition of this M1ssaPap |
cared: Venetiis apud Junias 1589, and aepud Jovzilfzfi 1‘(137(324- :
* pagettum (Melch. Sessa) 1589. Under Clement . 1604
% third improved edition; under Urban VIIL 1634 a fourth,

and another underinn‘ocent—X':[:wlﬁ757.*Moder_n_ediﬁ NS are

reprints of those of St. Pius, Clem. VIII. and Urban VIIL .

9 The Roman Gradual, — Graduale Romanum,
contains the chants of the Concentus, or those .portlgns
" of the Liturgy of the Mass not to be sung by the e-
lebrant or sacred ministers, but by the Choir. Hence

in it. we have the Introits, Gmduc_bls, Alleluias, I1'dcts,
Se_qu,ences, Offertories and Communtons of the entire Ec-

‘astical vear, and those proper to the sey,eral Festi-
\Cr;(alzl.asﬁi‘lle };amé Gradual was originally given to the
- Chant which followed the Epistle, f1~om the fact, as some
suppose ,”) that whilst it was being sung, the De?cqzq
stood on the steps (ad gradus) of the Ambo or pu ;;11 )
: 'pfeparing to sing the Gospel. The name was ,subseque(lia ly
 extended to the Book containing .all the Chants used In
- the celebration of the Holy Sacrifice; . hed bﬂeé
- XIIL on the termination of the Jubll
‘yearpfg)’?b,(} gﬁ%ﬁggd Palestrina?) with the duty of regflsglcg_
- and correcting the Graduale, so as-to bring it 1n10 ac
- cordance -with the corrected and amended Missal. -

O I‘) Vide Otto.KOrnmiiﬂer “Texikon der kirchlichen Tonkunst” under

. WA i 1 _:; » B ‘ .
T ggoaiibvgggii 2igigrluigfi da, Palestrind, born 1524, died - ﬁin the Jgg:gg
. of the Purification 2ud of February 159_11, in the arms of his con

St. Philip Neri; justly styled the “Prince o.f Mu§1c. ,

_ of Paris.

" worked at this arduous task for several years, but had

only completed the revision of that portion called the :
“Proprium de Tempore” before his death. Whilst Palestrina,. .
assisted by his pupil Guidetti, were thus engaged, there
appeared 1n 1580, published at Venice by Peter Liechten-
stein a Patrician of Cologne two folio volumes, one being
the Antiphonary, and the other, the Graduale; both .
corrected and noted in conformity with the new Roman
Missal and Breviary of St. Pius V. The editor is unknown,
and the authority by which it was jissued is equally. un--
known, but the prolonged neumas, and superabundant notes,
which Palestrina was commanded to reduce, were preserved
in this edition. It was not until the year 1615, under Pope

_Pa that_a_regular_official_edition _of the Gradual was
-issued from the Medicaean printing offices in Rome. Baini

. supposes Ruggiero Giovanelli, — who succeeded Palestrina
as Chapel Master to the Vatican Rasilica, — to have su-
perintended its publication, and pronounces it to  be zke

best. By order of Pius IX., this same edition, enriched with

chants for the new festivals, has been reproduced in splendid
form by HerrPustet of Ratisbon, and strongly recommended

. by His Holiness and the Sacred Congregation of Rites, it

_is being gradually introduced into every country. The other
-editions of the Gradual deserving special mention, are Ant-

werp, 1599. Ingolstadt, 1618. Venice 1652. Mechlin 1848,
‘and the Reims and Cambray edition published by Lecoffre -

3. The Pontificale Romanum, a book containing

“the several functions proper to a Bishop.

The edition under Clement VIII. 1596 serves as a
standard for all subsequent issues; such as Antwerp. 1627 -
and 1663. Rome 1646. 1658. 1752. Venice 1770. 1772.

ing office. _ : o
'The Ceremoniale Episcoporum- serves a like pur- .

:1786; and the recent edition of the Propaganda print—v-:

‘pose and contains most of the decrees of the Sacred Con-. -

gregation, appertaining to Episcopal functions. Recently:
& Commentarium by Aloisio Proto, has been published by -
Pustet, containing several recent decrees of the Sacred
Congregation. ' 3
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4. The Rituale Romanum, — or Roman Ritual,
“for the administration' of the Sacraments, the burial
. service &c. _
It was first edited under Paul V. 1614, and enlarged by
. Benedict XIV. The most recent edition of the Roman Ritual
. has been published, with the approbation of the Sacred
- Congregation of Rites, by Herr Pustet of Ratisbon 1872.
- Several portions of the Ritual are extracted there-
from, and published separately for greater convenience;
: such as the Processionale Romanum; of which a new
_edition has just appeared (Ratisbon). Before the reform
* of the Liturgical Books, the Sacerdotale, or Liber
Sacerdotalis, (Venetiis per Melch Sessas et Petrum de
" Ravanis socios 1523, and Veneliis, Pelri Liechienstein Agrip-
" pinensis 1567) was found useful but has now become ob-
solete. The extract, however, that will be found most ge-
nerally in demand, is the Exequiale Romanum, or
‘Ordo Exequiarum, containing the Mass and Office of
the Dead, and the ceremony of Interment, published in
1872 by Herr Pustet, with the approval of the Sacred
- Congregation. '

5. The Antiphonarium Romanum, — or Roman*
_ Antiphonary, contains all the chants for the several
portions of the Divine Office; — the Antiphons at Matins,
Lauds, Vespers; the Invitatories, Responses, Psalm-

the Mass. _
=+ The old editions are: Antwerp. 1573, 1611; Ingolstadt
1630; Vemetiis 1503, 1554, 1580, 1645, 1652, 1695, 1701.
The new official edition about to be published in Felio by,
‘Herr Pustet, will be a reprint with the addition of the new
offices, of the Liechtenstein edition. Baini, speaking of the
reform of the Liturgical Books  entrusted to Palestrina, -
says. of the Antiphonaries then in use, that they did not
suffer much from the transcriptions of the amanuenses.
The antiphons, he says, were almost all intact, as also the
hymns; and the Psalm tones alike in all the manuscripts;
'so that the correction of it was more a re-setting of the
words of the amended Breviary, than a profound effort of

tones, &c. just as the Graduale contains the Chants_ for

musical scholarship, and for that reason the Liechtenstein -
edition, which appeared with the amended text, while Pa-
Jestrina was engaged on the Gradual, served all the pur-
poses of Gregory XIIIs reform, and is regarded as a stan-
dard edition. In the new Ratisbon edition, the 2nd vol. con-
taining that portion of the Office in most general use; —
i.e. Vespers, will appear first. (Already an octavo edition
has been published ; — Vesperale Romanum.) The 1st vol.
containing Matins, Lauds, &c. will follow. This latter por-
tion of the Office is rarely heard now, except in cloisters,
and on the Vigil of Christmas, and during Holy Week. For
this reason separate editions of the Officium Nativita--
tisD.N.J.C.in 8v, and Officium majoris Hebdomadae,
have-been—issued—by-the—indefaticable-publishing firm in

Ratisbon.

6. In the Psalterium Romanum chorale, — we
have the Psalms of the Officium de tempore, for the
week ; as also the Hymuns for the entire year, and the
 Officium Defunctorym.’) In many instances the Hymns
~were published separately on large folio sheets.?)

7. The Directorium Chori, the standard text book
for all the Intonations, for Priests, sacred Ministers,
Chanters &c.

Giovanni Guidetti brought it out in 1582, under the
- following title. “Directorium chori ad usum sacro-sanctae

dem Vaticanae basilicae clerici beneficiati, et SS. D. N. Gre- -
gorii XIII, capellani, permissu Superiorum, Romae ap. Rob.
Granjou. Parisien. 1582 It was the first result of the united .
" labours of Palestrina and Guidetti. The reception which -
this 1st edition met with, by reason of its clear method, -
- correct notation, and general usefulness, soon necessitated - -

' ) The noteworthy editions are; Antwerp, 1609, 1611, 1664; Rome,
1678; Salzburgh 1683; Venice 1606, 1656, 1751 &c. ’

%) Such editions are found in Venice, 1644, 1675, 1724; Antwerp,
1644 ; Salsburgh 1684. The harmonised (counterpoint) work of Palestrina
“Hymmni totius anni” &c. Romae 1589, and that of Vittoria 1581, were -
of the greatest service in correcting the music of the Hymns themselves. -

org

basilicaa Valicanae, et aliarum cathedralium et collegiatarum
ecclesiarum collectum opera Joh. Giudetti Bononiensis, ejus- -




“two other editions, one in 1589, and another in 1600.%)

‘In this Hand book or Manual, with which every Eccle-

. siastical Student should be provided, we have all the in-
“tonations of Psalms for the entire year, for the several
. Venite exultemus, Versicles, Epistles, Gospels, Te Deum,
Prayers, Litanies, Gloria, Ite missa. est &c. The new edition:
.issued by Pustet contains moreover the text of all the
psalms in full, the melodies of the Hymns for the year,
" ‘and the chants for the new Feasts. This Book we consider
“to be almost indispensable, and certainly most useful.
Both the Directorium chori, and the Officium majoris

:Hebdomadae, just issued by Pustet, are faithful reprints of -

" Guidetti; the only alteration being the disuse of the notae

celebration is the octave, which closes on the eighth
day after the Festival. : : -
‘The remote anterior and posterior celebrations - of

’ jche thrge central Feasts, are the Sundays with their
intervening Ferias, or Week-days. What the octave -

is to the Festival, the Feria is to the preceding Sunday.

If tl_le latter be ranked high so also are the subsequent
Feriae; and hence we have feriae majores and minores.

To the first-mentioned belong, the feriae (or week-days)

~of Advent and Lent; the Wednesdays, Fridays and Satur-

7

coronalae, and the adoption of the simpler forms, — the
longa, brevis and semibrevis. See foot note.

CHAPTER 1711 |
THE ECCLESIASTICAL YEAR AND CALENDAR.

" 1. The Ecclesiastical year, is divided into three

M - - . ,,t - .
- principal seasons, and all days and hours of tllebse; sedr
sons, are a proxifitaie or Zéinote, awtfitor or pOSterior |

- eelebration of The three great central festivals; Christ-
‘mas, Easter and Pentecost.- The most proximate
anterior celebration is the Vigil, which is only found
with the older festivals, and not with those of compa-"
“ratively recent date; (such as Corpus Christi, and the’

~Feast of St. Joseph &c.)- The most proximate posterior

1) D, Gip Francesco Massani re-published the Directorium with
~ slight additions, Rome 1604, Nicolo Stamegna in 1665, with several
additions; and. after various other editions D. Francesco Pelichiart, of
* Monte Cassino, and master of Gregorian Chant to the Germun College
4n°Rome, published in 1737 the most recent up to the present time,

"'in which he abolished the square notes with the semicircle and dot

_over them, and retained only the longa, breve and semibreve.

_days _of Quarter tense, and the Rogation. days. .. - =
~ Between the three great central festivals, other Feasts -

of our Blessed Lord? of the Blessed Virgin and of the Saints
and Angels are inserted during the course of.the year.

The Ecclesiastical year begins with the 1st Sunday

of Advent. In the week following the 34 Sunday we ° -
have the 1%t Quarter temse; and after the 4th Sunday

the Vigil of Christmas, then the Feast of Christmas, and

Christmas is the 1st of January;-— feast of the Circum-

cision qf our Lord. On the 6t of January we celebrate
the Epiphania Domini, or his manifestation to the Gen-. -

‘a succession of Feasts with Octaves. The octave day of

tiles; and- then follows the closing of the first great fest-

ival with the Sundays after Epiphany (Dom. post Epiph.); -
‘the number of which is regulated by the time of Easter;
It is sometimes more, sometimes less, but never can ex- -

ceed six.

The reniqte preparation for the Festival of Eastef ~
commences with Septuagesima Sunday, (70 day before

Easter) it includes Sewagesima, Quinquagesimé and con- -
tinues up to Ash- Wednesday, (Feria IV. Cinerum) when

the Church enters on the 40 days Fast (Quadragesima).
' Between the 15t and 274 Sunday of Lent, we meet the 2nd

Quarter-tense. After four Sundays, Passion-tide follows

commencing with. Passion-Sunday (Dominica Passionis); -.
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the week following being called Passion-week, and then
- Palm-Sunday (Dominica Palmarum) , commencing Holy
- Week (Hebdomadas magor); during which, Holy Thurs-
day (Feria V. in Coena Doming), Good Friday (Feria VI.
"in Parasceve), and Holy Saturday (Sabbatum Sanctum)
" are specially solemnized. Kaster (Pascha) has its octave,
_which closes on Low Sunday (Domvinica in albis), and
- then 4 Sundays follow. After the 4% Sunday (or bth
after Easter), we meet the Rogation days, and Ascension
" Thursday, and on the 50% day after Easter ;— Whit-
Sunday or Pentecost (Domuinica Pentecostes) ; for which

the days from Ascension day to the Vigil, including
" Sunday within the Octave (Domin. infra Octavam Ascen-
. sionis), serve as an immediate preparation.

The Octave of Pentecost includes the 3¢ Quarter tense,
~and closes on Trinity Sunday (Festum SS. Trinitatis).
- On the Thursday immediately following Trinity Sunday,
" the Church celebrates the Feast of Corpus Christi {(Flestum

8S. Corp. Christi), or Feast of the Most Holy Sacrament,
‘which has an Octave, and then follow the Sundays after
Pentecost, in regular succession to the number of 23;
" (the 4% Quarter tense occurring September). Should
there be more than 24 Sundays, between Pentecost and
Advent, then after the 234 Sunday., are inserted such
Sundays after Epiphany, as could not be celebrated in
their proper season, by reason of the proximity, of Easter;
‘commencing with the 3¢ Sunday after Epiphany, if there
“be 28; with the 4% if only 27; and soforth. The last
Sunday after Pentecost (marked XXIV and witima)
terminates the Ecclesiastical year.
. The Festivals or Feasts occurring between these
. ‘three central Feasts, have not all the same rank or dig-
_nity, and consequently are not celebrated with equal
solemnity. The Liturgy classifies them as-simples
(simplicia), semidoubles (semiduplicia), and doubles;

-the lastt mentioned are again divided into doubles of
f,ile 18¢ class (dupl. I.. classis) and doubles of the 2“‘1
3 asls (dupl. II cla§szs), greater doubles and lesser
doubles (dupl_zcm magora et minora). The lesser doubles
are marked in the calendar with the abbreviated Woeg |
.duplE (duplex) ; the others are specially indicatéd '
; 1very country or D{ocese has moreover certain ma-
ional or local Feasts, which are indicated in the Calend
spemtally, anq quoted as from the Office proper to s]uglli
ffz;ﬁlg g;: Dl(?;:s;e ;ﬂ(i. 8. ex proprio Hibernie, ex proprio
Anglics . o .? 9proper :)i I_riala,nd ) or from the
II. The Ecclesiastical Calendar, or “Ordo re-

cit 7 . . . - .
. citande offictum  divinum Missamque celebrandi;:” is a

'-}())(%gk necessary for every priest, that he may know the
_ (ie and Mass to be said every day in the year. We
~would also add, that wherever the music in the Cl.lurch’

- Is conducted according to the requirements of the Liturgy;
2

- (and there is no place where
: ' such ought not to b
gisizro?'?lr% Oljflamst or Choir Master, should Iil{(fwﬁgg
7 1ded with it, and familiarized with its |
: , use. O
:v. 1(:3111;l Cé)g}:m?int of Elgope, each Diocese has its own speI-1~
endar or Ordo; but in Ireland. E
“Scotland, and the United St netica o e
: ) 2 ates of America
Ordo for the whole country i i o
i intry is compiled each year; those
feasts which are sp_qcmlly celebrated in par%iculér d(;ff i
ceses or locahtlgs, being indicated in smaller type.. More-
Tg(\)zsffg ras ?rggzllllsti and Choir Masters are not generally
, sant with the Latin language and Lati o<
. ., e - - n ter -
};g%’ fm e:htlons in 2Enghsh of the Ordo are publishggngn‘ ;
ublin,®) London®) and New York, thus removing all ex-

v '} Irish Catholic Directory, Al ; :

plete Ordo i : Y, Almanac and Registry; with th -
‘Streg)t. . o in English. A.D. 1876, Dublin, John Mullany 1 Parl?aé%lgt
. he Catholic Di . focts .

1876, London, Burns & Oates - ooseal Register and almanac.
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~cuse from those, who should study-' to ‘have the Music
of the Church, conformable to the Church’s spirit and:

Liturgy. o _
“The Ecclesiastical Calendar begins with the civil year

" on the 18t of January (the date of the 17 Sunday of Ad- "

‘vent, the proper commencement of the Ecclesiastical year, .

_ being variable). - The order of Feasts is regulated by the .
time of Baster; for, according as EKaster occurs, Septua- -

“ gesima Sunday , Ash Wednesday , Ascension Thursday, -

. Pentecost, Corpus Christi, and the 15t Sunday of Advent,
- are determined. These Feasts consequently are styled

~movable Fm“mmmmiimtﬂhmeveml—l)i%

" tories or Ordos published, whether in Latin or English,
‘use abbreviations to indicate the rank of the Feast, the
_Office, to be said whether proper or common, the colour
" of the vestments &c.; a key to which abbreviations is
‘generally found at the beginning or end of the book.

" By way of example, let us ‘take Mullany’s Directory for-

1876 and at the top of Page 49, we find, April 25.
Tuesday, — St. Mark the Evang.; (Evangelist) doub.,

" ogndcl. (double of the ond clgss) 1. nn. prop. (lessons n

“the nocturns proper). In Mass Protexisti me Deus (prop.):
—— (i.e. the Mass is to be found in the Missal or Gradual
amongst the Proper of Saints), creed, pref. (preface) of
apostles. In 2nd vesp. (vespers) com. of. foll. (commemo-
ration of the following feast; — 1. e. SS. Cletus and Mar-
‘cellinus). Then towards the right hand margin of the
‘page, we meet the letter B ‘which stands for »ubrum (red)
“jhdicating the colour of the vestments to be worn. An
‘Alphabetical list at the end of this book will furnish an

“explanation of most of thé contractions used in the Latin. °

. or English Directories. -

PR e

. which is unchangeable. In the Graduale :
- h i 1 , ~ the ‘regula
= Kyrie, Gloria, Sanctus, Benedictus and Agnus Degiu € Cl"redo)- are found

© CHAPTER 18m.
- . ARRANGEMENT OF THE MISSAL (GRADUAL) AND BREVIARY.

. I. The Missale Romanum is divided i ) in-
) cipal sections; so also the Graduale Romaﬁl,]zzzz Slzza;n})gll'nt-‘
1) Proprium de Tempore contains the Masses for gli
~ Feasts, Sundays and Ferias of the ifegulaf Ecclesiastical’
- year (fempus) from the 1%t Sunday of Advent to the last
after Pentecost. Between Easter Saturday and Easter =

'§upday, the 2) Ordo Misse with the Canon of the Mass "

nserted. !

3)-The Proprium.Missarwm- dé Sanctis, .or

- special formulas for the Feasts of the B.V. M. the Saints, =

Angels &c.; from the 29th of September (Vigil of St.

- Andrew the Apostle), to the 26t of November, Feast of

St. Peter of Alexandria. As most Feasts of Saints, even

-‘_~,t:0 the smallest Prayers and versicles, have fixed formulas’
'm; common ; so the 4t section contains the Commune San-
ctorum, or Common of Saints, which is thus subdivided, =

a) In Vigilia unius Apostoli (on the Vigil c

_ WIS igil of an Apostle).
’E) Commune unius Martyris Pontificis (common of l;, Mal?— -
yr who was also Bishop); with two different formulas; -

. ¢) Commune unius Martyris non Pontificis (common of a
_Martyr not a Bishop, with two forms); d) Commune k
“Martyrum tempore Paschali. De uno Martyre (Feaét of
one Martyr in Paschal time, i.e. from Low Sunday..t'o"'

Pentecost); e) De pluribus Martyribus temp. Pasch. (of"

~many martyrs in Paschal time); f) Comm i
_ yIs hal e); mune pluriuin
__Zélagtymm extra temp. Paschale (of many martyrsﬂ outside
.of Paschal time); g) Commune Confessoris et Pontificis:

(common of a C_onfessdr.and Bishop, with two different .

') Ordo Missae indicates that portion of the Liturgy of the‘Mass‘
(;J’hants for the

at thg_end_ of the volume under the title “Ordinarium Missae.”




' Masses); h) Commune Doctorum (Common of Doctors);
1) Commune Conf. non Pontificis (Common of a Confessor
not a Bishop, with two Masses); k) Missa pro Abbatibus

(a Mass for Abbots); 1) Commune Virginum. Pro Virgine

et Martyre (for a~Virgin and Martyr, three Masses);
‘m) Pro Virgine tantum (for a Virgin only, two formulas);
~n) Commune non Virginum. Pro una Mart. non Virg.
-(for a Martyr not a Virgin); o) Pro nec Virg. nec Mart.
(for neither Virgin nor Martyr, e.g. holy widows); p) In
Anmiversario Dedicationis Ecclesie (the anniversary of

- the Dedication of a Church).

Then Tollows the Bt section, the Votive Masses?)
(Misse votive); first for each day of the week; — for
Monday in honour of the Holy Trinity, or for the Dead;?)

~ for Tuesday in honour of the Holy Angels; for Wednes-

~ day in honour of the Holy Apostles SS. Peter and Paul;
for Thursday, in honour of the Blessed Sacrament; for
Friday, in honour of the Holy Cross or Passion of our
© Saviour; and for Saturday in honour of the Blessed Virgin;
_ this last with 5 different formulas according to the dif-

- ferent seasons of the Ecclesiastical year.?) After these

come 13 Votive Masses for particular objects, e.g. the

~ election of a Pope, for the Sick, for Peace, for a Bride - -

and Bridegroom &c. The 6t section finally, embraces
" the Festivals for particular places (Festa pro aliquibus
“locis), which are not celebrated by the universal Church,
“going from the 7t of December; to the 29th of November.
‘As an Appendix or Supplement to the Missal or Gra-
dual, we meet in the end, the proper for each Diocese

S| “Yotive masses, are 'so called, because celebrated for some spe-
.cial purpose of impetration, thanksgiving or praise.” Amberger Pasto-

raltheologie, II. Bd. p. 241. . :
%) The Missa pro Defunctis is found in the Missal last of all the

.Votive masses, and in the Gradual at the end of the Ordinar. Missae.

-+ 8).From Advent to Christmas, from Christmas to the Purification, .

“from the Purification (Feb. 2nd) to Easter, from Easter to Pentecost,
:"from Pentecost to Advent. ' L

or country, e.g. Proprium Hiberniee, containing the
Masses for the Irish Saints, whose Feasts may not be
:solemmzed by the Church at large, but who are spec-
_dally honoured in Ireland. ,_

II. The Breviary, and also the Directorium Chors '4
- and the extract for Vespers (Vesperale Romanum) have
exactly the same arrangement as the Missal. Before the"
, Propmem de Tempore (and instead of the Ordo and .
| C’.omon- in the Missal), we find the Psalterium Romanum
dispositum per Hebdomadam or Psalms, portioned out
to each d@y of the week; and instead of the 5th section
, of—the—Missal—(the-votive—musses); we have in the Bre-
- viary, 'the Office of the B.V. M., the Office for the Dead
the thcmy of the Suints &c. Each day has its owﬁ'
Matins, Lauds, and canonical howrs: Prime, Terce, Sext
and Nong, Vespers and Complin. These several poi*tions
of the Divine Office will be more fully explained in
subsqquent chapters. At the end of the Directorium
Chori, the fixed Chants and Intonations for the Psalms,

| o
‘ I ersicles &e. are collected together under the rubric
. “Commune Directorii.” |
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THE HOLY SACRIFICE OF THE MASS.

CHAPTER 19ra.
INTROIT. — KYRIE. — GLORIA.

. The highest and most solemn act of the Cathdlic‘

© Liturgy, (“4éizog” and “Eoyor” “public work”).is, un-"
- questionably, the Most Holy Sacrifice of the Mass. e
It is the very centre point of her worship, and every

[




- thing else is | subordihately 'groﬁped ’_arouﬁd it. Hence

.. every movement in its celebration, whether private or

" solemn, is carefully provided for by a code of rules,
- called rubrics, which have all the force of law, and bind
" under sin. Music or singing, is in no sense essential to
the Holy Sacrifice as such; and for chant or music, during
the celebration of private or Low Mass, the Liturgy
makes no provision.’) But for the solemn?) celebration

" of Mass, singing is indispensable, and the rubrics do

“not allow such solemn celebration, where the Chant 1s
‘not adequately provided for. Again, the Chant which

should _accompany_the solemn celebration of the Holy

brant, Deacon, Subdeacoﬁ or Choi . g
: . oir, to omit o -
iate any portion of the Sacred Rite, ) r abbrev

In the Mis_sal, the commencement of Mass is -

L T.hez Introit, (Initrodtus, entrance), — and not} thé
Kyme. ) Tl}e Introit is an antiphonal %) Chant, compris-
ing an Antiphon, one verse of a Psalm, and the DI())XOQ
logy or Gloria Patri;%) after which the7AntiphOll is re-
peated.) At Easter, and during Paschal Time, the
antiphon of the Introit is terminated by a doub]e’Alle;
luta; which will be found, with a suitable modulation
for each mode, at pages 70* and 71* of the Gradual

£,

. Sacrifice, is essentially an alternated or antiphonal chant,
in imitation, as Witt says (Fliegende Blitter an. II. No

'3 and £) of the Seraphim crying one to another, and *

saying, “Holy, Holy, Holy, the Lord God of Hosts, all

the earth is full of his glory.” (Isais cap.vi.) The Cele-
brant intones the Gloria or Credo, and the Choir an-

swers him and sings the remainder of the Text. So-that

- the Celebrant who sings the Gloria, Preface, &c. ‘the
~ Deacon who sings the Gospel, the Subdeacon who sings

‘._the Epistle and the Choir singing its part, are all quid |

~ unum et idem, one and the same, liturgically con-
~sidered ; and all should combine to-carry out the repeated
_injunction of the Sacred Congregation of Rites, that Mass

should -be said or sung, prout jacet in Missali; — as
it-is found in the Missal; nor is it lawful for the Cele~

D) The custom prevailing .in'mosﬁ parts of Ireland and elsewh_ei'eii _
e

of having Music or singing, whether -congregational, or by a train

.Choir, during Low. Mass on Sundays and Festivals, is-not confem plated -
‘by the Liturgy. Nevertheless it is not a custom to be condemned, pro= .
vided the music be of a character calculated to edify the faithful and.

" help .devotion, and not, as too often is the case, “a cheap concert at
one end of the Church, while Mass is being celebrated at the other.”

_ %) Solemn Mass is of two kinds, viz: the Missa Cantata, without

“Deaco or Subdeacon, where the Celebrant alone sings the Accentus;
. and solemn High Mass, with the sacred ministers. - A v

this latter case will be given further on.

(&7 edition), and pages 113* and ‘
Folio edition. ges 113% and segq., Vol II. of the

Observation I. The Introit was i i |

) .1 s Introd

#)mu%gyl by Pope Celestine I. (A.D. 432) who u:fge;ggotltll:z
€ Psalms of David should be sung antipkonally before

- Mass. St. Gregory the Great ord
» . "€a ered one Psalm to be
sun%awhllst the Sacred ministers were proceeding from

the Sacristy, and enterin ;
’ g the Presbyterium; (hen -
tus) and that one verse of such Psalm shoﬁl((l becge{gggil ’

') In a “communicated” article of the Catholic Church Music pe- .4 |

- riodical “Cecilia” (Fischer. Bros. Ne
. bros. New York) 34 year No. 3. -
.ing remarks occur. “An ordinary organisg assgsted by a I%Ivi I;(i)rlnlgogs‘

of‘ eg}ed&rﬁﬁ ?Ill)ilities and immo erate pretensions, can have things

%\)lass itself, are gllli gl%%rgan};te %%hgges‘f‘k’letﬁft 09? géegﬁtion ortors
) . roi

and other essential parts of the Mass are entirely ﬁgggre%éﬁl’vefi?gtgﬁg'- s

.- Kyrie, Gloria &e. are brought out’in a carnival of harmony... Is not

this in direct opposition to the spirit of the Church.” ‘

- ®) The Sacred Congregation of Ri .
» ) Ih ! ites declared issi :
Introit by the choir,to be an abuse that should b?&&g’;ﬁ{%ﬁgﬁgg

quod 1n Missis cum cantu praetermittatur cantus Introitus de. ... tolla-

tur” 8. R. C. 11. Sept. 1847.

3y 3 :
)ie Tob . .
of a choir. e chanted alternately by two choirs, or two divisions o

- ") During Passion Time, i.e. from Passi ‘
' : { , 1.6 assion Sun
day inclusive, and in Masses of the Deud, the Glorgjsl;;g'i%gl};gﬁg(s{ 5

®) We are not supposing the presence of an organ. The rule in

8

e




‘ as an Antiphon and be sung before and after the
%)s:fxlr;‘:eas at VespexI'Js; such Psalm and Antiphon being ?e-
lected, as would seem most appropriate to the Feast cg e-
brated. Since the 8t century, if not earlier, the cusdoné

- prevails to sing 1st the dntiphon, ond one verse, instea I(1)
" the entire Psalm, 3d the Gloria Pairt and then repeat t t?
Antiphon. As e.g. In the Introit for 1st Sunday of Advent,

‘we have for Antiphon “Ad te levavi”; consisting of the two -

s of the 24th Psalm: then the Psalm-verse, bemg
gﬁ:tzi‘trflz)si? the same Psalm, and finally the Gloria Patri, fl:h
the Antiphon repeated. In the commencement the Anti-
phons were selected from the Psalms, later on some were
taken from other appropriate portions of Scripture, and“som?
again such-as—“Salve—sancta-parens>—(Sedulius),-and - h
deamus omnes in Domino” belong not 0 Scrlptqref. n the
Missal (and Gradual) there is a special Introit orSextf:ery
day and every Feast in the year, except for Hol{) 1f:dhur-

. day and the High Mass of the Vigil Qf Pentecost. _112 ese
days as the Litany of the Saints is chanted whilst pro-
ceeding from the Baptismal Font to the Altar, .thef (éﬁ-
cluding Kyries of the Litany serve as the Kyrze_.s'd(zl e
Mass, and no Introit, in the usual sense, 1s provided.

On Ferias (week-days) and simple Eeasts (simplicia)
_one Chorister?) intones the Introit and sings alone up to
‘the 1st upright line or bar drawn across the staffe _:jg;

on semidoubles and Sundays (when the Mass is of thf
 Sunday, and not the Feast of & Saint &c.) two chor-
isters chant the Intonation; on Feasts of greater 1'*ank
and solemnity, three or four intone the first word;
and then the entire Choir falls in, and sings the i&nﬁ-
_ phon right through till they meet the double bar, =3f—

‘and the Psalm verse indicated by the red letters Ps.

preceding. The first half of this verse down to the
colon; and of the Gloria Patri, is sung by ome or more

choristers as above directed; the full choir responding

.1y Vide the Directions for using the Gradual printed in the com-.
mencement of the new Ratisbon edition. e

with the remaining half. The time for commencing to
.sing the Introit is when the Celebrant has reached the-
‘Altar steps and commences Mass;') and the music of
‘the Introit should be Gregorian, even when the other
portions of the Mass are sung to harmonised music.?)

II. The Introit is followed immediately by the Kyrie
(ter — 1. e. three times repeated), Christe (ter) and Kyrie
(ter). In the Missa de B. M. V. the triple Kyrie and
Christe have the melodies varied.

Observation II. The Introduction of the Kyrie elei-

son from the Greek into the Latin Liturgy is attributed
hy-some to Pope Sylvester, by others to. Pope Damasus.
‘The number of repetitions was different at different periods,
it was finally settled in the Roman Liturgy that the re-

_ petitions should be nine in number. Ayrie thrice, in ho-
nour of God the Father; Christe thrice in honour of God
the Son; and Kyrie again thrice in honour of the Holy
Spirit. The melody of the first Kyrie is generally identi-
cal with that of the Itze Missa Est, or Benedicamus prescri-

- bed for same day or Feast. After the 12th century the

custom grew of interpolating other words between the
Kyries; as in a Missal printed in Paris A. D. 1519 we
have “Kyrie eleison Paier infontium; Kyrie eleison Refector
lactentium;” and also in a Missal published in 1631, but it
- is accompanied by the following rubric “nullo modo sunt
de ordinario sew usu Romano.” These interpolations were
called Tropes, but since the corrected Missal of Pius V.
they have never been tolerated. .

Observation IIl. In the Graduale Romanum under
the rubric Ordinarium Missae, we find the regularly re-

') Cum vero Episcopus pervenerit ante infimum gradum altaris.., .
cessat sonitus organorum, et chorus incipit Introitum. Cerem. Episc,
Lib. II. cap. VIIL

) Sometimes harmonised arrangements are met with for the words
of some Introits, but such are very few; and it is more in keeping
with the spirit of the Church that this portion at least of the Liturgy
should be sung in Plain-Chant. It is no excuse on the part of the
Choir to say they do’nt know Plain-Chant; no Church choir, properly

g0 called, should be ignorant of it. :
8*




‘curring chants for the Kyrie, Gloréa, Credo, Sanctus, Bene- ‘

dictus and Agnus Dei, arranged according to the rank or
character of the Ecclesiastical Seasons and Feasts; follow-
ing the same order that the fte Missa Est, and Benredica-
mus Domino preserve in the Missal: in all, 13 Masses or

Mass Chants, and the Mass for the Dead. As Easter is -

the greatest festival, the first in order is the Mass to be
used on week days from Holy Saturday to Saturday i
“albis (inclusive). Then the Gregorian Mass for the most
- solemn Festivals (festa solemnia). Every Choir-Master who

“has the object of the Liturgy at heart, should become ac-

' -quainted with and understand the Directory, or Ordo; and

learn from it the rank or solemnity of the Feast, so as to
—choose the Mass specially appointed for it. The third Mass.
is for festivals of high rank, though not the highest (festa
_duplicia), which as occasion suits, may be varied with the
fourth. The fifth and sixth Masses are exclusively for
Festivals of the B. V. M.; which may be either solemnia,
duplicia, or semiduplicia. The Ordo for each year and lo-
cality determines the rank of each.

-~ If on any Sunday throughout the year (except the

Sundays of Lent and Advent) the Office and Mass be of

the. Sunday, and not of the B. V. M. or any Saint; then
the seventh Mass (in Dominicis infra annum) is to be sung.
"+~ On Feasts of Saints (semidoubles), the eighth Mass is

used. On semidoubles (ferias) within Octaves, (not Octaves

of the B.V.M.), and when the office is, de die infra Octa-

the ninth Mass is employed. The tenth Mass is

or simple Festivals (ritu simplici). In the present arrange-
ment of the Calendar they occur very seldom.

-On Ferias (work-deys) throughout the year, except
_during Advent and Lent, the eleventh Mass is used. On
‘the Sundays of Advent and Lent (Septuagesima to Quin-
‘quagesima not included), the twelfth Mass; and on the
Ferias of Advent and Lent the thirteenth. E
=7 Then comes the Mass for the Dead (pro. Defunciis)
which is .given entire, from the Introit to.the Responsorium
Libera. - _ , » e

¢ IIL .The ‘Gloria, or Hymn of the Angels;’
intoned by the Priest, if the rubric prescri

Priest sings the words “Gloria in excelsis Deo” and the.

~Choir take up immediately with the words “E¢ in terra

- paz,”") and sing all®) the words right through to the end.

~ The following are the various Intonations to be used
by the Celebrant according to the rank of the Festival.

Toni “Gloria.”

1.) In Festis solemmibus et duplicibus.
- cdf . e f__ g e
A=A e e

Gl mTi=a in.-ex-cél-sis——De =-0;---

- stantly ‘done. .-

In this Intonation there is a fall of a semitone from
the syllable @ to én; consequently it is a mistake to
sing e to the note fa. :

2.) In Missis B. Marie (also in Votive Masses of .
the B.V.M. on Christmas Day, Corpus Christi, and dur- -
ing their octaves).

gagfg g ah_c ag efg
-s | - =] Jc
e R i
Glé - ri-a  in ex-cél-sis De -0

The full tone Sol-fa (g-f), and the ‘SelAn‘itoneﬁ mz-a

{e-f) should be well fixed on the ear. = - L

3.) In Dominicis festis semiduplicibus, et.infra Octavas.
que non sunt B. Marice. '

dgfefg - fe d‘,.e\_;f e d
e — & — e o
.L—'—.’i‘h g—‘—”-ﬂ—;ﬁn—_._u—_j__—-:—._

© -Gl6 - ri-a  in ex-cél-sis De-o.

]
T

Y It ds COﬁséijuqntly unrubrical for the choir to repeat the words
Gloria &c., though in most ‘modern .concerted masses, this is. con--

% 8. R.C. 5. Julii 1631; 11. Sept. 18£7 &c.
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4.) In Festis simplicibus.*)

ega |
SE o e W W
—— 3 . j,—"—"FE

1l
—t b=

Glé-ri-a in ex-cél-sis De-o.
The minor third mé-sol (e-g) should never be sung

as if major (e-¢g #). The Gloria is not sung on the Sun-

days of Lent and Advent.

N e A

CHAPTER! 90m

THE CHANTS FOR THE PRAYERS.

The Directorium Chori sets forth very clearly the .
several chants for the Prayers under the rubric Zoms
orationwm ; however we think it well 'to be most explicit
on this point, as it is too often overlooked. The prayers
‘may be sung in three ways in Tonus festivus, simplex
ferialis, and ferialis. '

.I. Tonus festivus. _
The Prayers should be_sung in Festive tone, quando

* officium est duplex, vel semiduplex, vel de Dominica in

Matutinis, Missis®) et Vesperis. His exceptis sem-
- per dicuntur in Tono feriali. L :

- This festive tone is monotonic admitting of two in-
flections or “Accents;” the 1st fa—mi-re-fo called the
punctum principale; the 204 fg-mi, called the semipun-

‘ctum. The punctum principale is employed at that break .

in the prayer, where the sense of the words marks off

... 1) This is.also used in Votive Masses de Angelis, in masses pro

parvulis defunctis, and on the Ferias of Paschal time, when de ea.
Baini mentions that the praxzis in the Pontifical chapel is, on all oc-
casions, to use the solemn intonation, No 1. :

‘gravem et publicam, et frequentiam populs). .

%) -Etigm in Laudibus €t Missis votivis solemnibus (0b causam

-

a.section or clause; in other words, where a colon or

semicolon occurs; or sometimes in the new editions of.
Liturgical Books, where even a comma completes the

~clause. This inflection should always be sung with em-
~ phasis, and rather slowly. '

The second inflection the semipunctum, is used in the
second part or section of the prayer, usually indicated -

by a semicolon or comma. When a prayer is so short:
" that both inflections cannot be introduced without destroy-
~ing the sense, the semipunctum is omitted. The semi--
" punctwm should never be sung before the puncium in

the body of the prayer; the punctum always comes firsts
e.g. In the Prayer Deus, qui nos conspicis, on the Feast
of St. Calixtus, 14. October, the punctum principale falls:
on the word deficere, and then the semipunctum is not
used. The same occurs on the 29t of Nov. and elsewhere.

The punctum and semipunctum are used only once
in each prayer, however many the clauses. This rule.
should be especially borne in mind, in the protracted.

- prayers of some new Feasts. At the close of the prayer, .

the accented syllable, (not the final syllable) of the last -
word, should be held out, by dwelling on the vowel; and.

.a shert pause made between it and the closing formula. -

- When the prayer closes with Per Dominum , and
Per eundem Dominum , the semipunctum comes first,
and falls on twwm, the punctum principale last, on Sancti
Deus. In the conclusion, Qui tecum vivit, or Quéi vivis,
the semipunctum is altogether omitted, and only the
punctum used on Sancti Deus.

If several prayers are to be sung sub wumica conclu-
sione, each one has its punctum, and semipunctum at
the places indicated. : C

The response Amen should be sung on one and
the same note,  ——A—2— :

A-men.




Examples of prayers in the Festive tone.
(In ritu dupl. aut semidupl.) )
. Dominus vobiscum, is always, and in all cases
. to be sung thus.

A E—N—O—l—l—-ﬂ'—-l—%ﬂw— -I-E—I—l——-!—o—l—l—l—:Hz

3

¥. Déminus vo biscum. R. Et cum sp1-11-tu tu-o:

0- re-mus De-us, qui ho- di-ér-nam di-em ~ A-po-sto- l:)-lum
F E DF

| —n—;ﬁt—:—q—ﬁ—u—u—o—n—u—-—lq—n—-~0—l —w-

4 _-l = e e e

3

1

tu-6-rum  Pe-tri et Pau-li marty-ri-o con-se-c;é-sti'
FE

da Ec-clé-si-ae tu-ae e-6-rum in ¢-mnibus seqm praeceptum

il ~—i—l—~ —H—¢—K E AN —o—n—:&—l——h——o — -

3

per QUOS re-li-gi- é -1is sumps1t ex-or—dl-um Per Do-mmum

FE
s—-—u—-—n—-—ﬂ— R e e

- nostrum Jesum Christum Fi-li-um tuum: ) Qui tecum vi.vit

f-fE—-—hl— —q—-—u—o—-—u—u—0—-—-——!—@—!——%-

et regnat in w-ni-ti-te Spi-ri-tus sancm De-us,  per

ﬁ—u—o—u—u—h—n—:{— —e—m—m—Jf— W

- ]Lljj
P

6 -mni-a sae -cu-la sae- cu-lo-rum Amen.

IT. Tonus simplex ferialis.

~The prayers in this tone also called Tonus femalzs
mzssw, are sung without any inflection whatever, and are
-purely monotonic. Where a pumctum Or semipunctum
- would be used in the festive tone, here a pausa Or Su-

spzrmm is substltuted There is no need of giving ‘an.

u—q-n—1—0~-—l—n—~~§—n—l—H—o—l—-~-—n~-—.-4w '

» chanted.

example -of this intonation a,s' all the syllables are sung- :A_

‘to the same note. The Tonus simplex ferialis is used:

1) in Festis simplicibus and dicbus ferialibus; 2) in.

Missis Defunctorum ; 3) for all the prayers at the bless-

ing of Candles and Palms (Candlemas Day and Palm-

Sunday), which close with, Qué tecum vivit, Per Domi- _-

num nostrum &c., or clausula major; 4) for the prayer-

“Deus a quo et Judas, on Good Friday, as well as the

ommipotens immediately following, and the Libera nos:
after the Pater nmoster; 5) for the prayers that occur

before the Mass on Holy Saturday and Vigil of Pente-

ost, at the end of the Prophecies, and at the blessing .
of the Water;') 6) for all the prayers of the Officium

- Defunctorum , of the Litanies, Processions &ec. if they

terminate with the clausula major; as for example, on

‘All Souls Day, and the Rogation Days.

III. Tonus ferialis.
In this form of Intonation, all the words of the

Prayer are, as in the previous case, sung to one note,
except the Zast word and the endlng or close'z) where

“ the voice falls a ménor Third.

Example of the Tonus ferialis.
s—-—_t
= =
Concéde, miséricors Deus, fragilititi nostrae praesidium : 1

ut qui sanctae Dei Genitricis memériam 4gimus, | inter-
ces-si-6-nis ejus au-xi-li-0 | a no-stris in-i-qui-t4-ti-bus .

AL

i g—-—o—n——}b—n—o—-—-—q—u—u—o—n—-:g__ "

]

re-sur-gdmus.  Per e-in-dem Chri-stum Dé-minum nostrum. -

1) The prayers at the blessmg of the fire are simply read not”: ;

®) The ending of prayers in these cases, where the ferial in-

“'tonation should be used, is always: Per Christum Dominum nostrum, . =
~or Per eundem Christum Dominum nostrum, or Qui vivis et regnas in .
_secula seculorum, and is called the clausula minor. e




This Intonation is used: 1) With the prayers sung
after the four Anthews of the B.V. M. 2) For the prayer
" Dirigere at Prime. 3) In the Office of the Dead, at Ve-
spers (Matins), Lauds, Libera, when the clausula minor

" is annexed. 4) For the prayers after the Litanies with_
clausula minor. 5) At the Asperges or Vidi aquam -on

. 'Sundays. 6) After the Mandatum on Holy Thursdays.

7) Before and after the blessing of the candles, (Feast

- of the Purification) ashes, and Palms when the prayers
- close with the clausula minor; and at Benediction, or
expositio SS. Sacramenti, out of Mass time, when the

—prayers—are—terminated—by--the—clausula—minor— When
 several prayers are sung in succession in Zomo feriali,
- then this inflection of the minor Third is only made on
- the last word of the last prayer.

: Observation I. Before the 7 Prayers of Good Friday,
after the Prophecies on Holy Saturday, at the blessing of
. candles on the 2nd of February (if after Septuagesima),
and in the Masses of Quarter tense ezira tempus pasch.
- the following is sung by the Celebrant, Deacon and Sub-
deacon.

Sacerdos. Diaconus. Subdiaconus.

‘D CD ACD ED A CD

a0

';'LE——H S EE e e S S
O -ré-mus Fle-ctamus gé-nu-a: . Le-vé-te.

The full tone D-C, and the minor third" A-C, should

be well practised; and the fourth (T—(J) should never be
‘sung

. Observation II. At the Oratio super populum, (can-
lata Post-communione in missa de feria temp. Quadrag.) the
: Deacon sings after the Oremus of the Celebrant. =

‘ ] ~—-—o—o—n—n— —4— W —W—m-F

" Hu-mili-i-te cé- pi-ta vestra De-o.

Observatlon IIL On (Good Friday the prayers com-
mencing with Or emus, are. ‘ng to a pecuhar 1ntonat10n,

: Whmh in some M1ssa,ls is only noted for the first, but here
~we give all in full.

I. Oratio. F E D .E
E_._l N —Sm— i .__. '_.—I:M‘—

O-ré-mus, delectxss1m1 nobis l pro Ecclésia sancta De-i:

1 —Tl - -—ul-{— H_'—'l—*“— A

ut e-am Deus et Démmus noster | pacificare, |

adunare, | et custodire dignétur toto or-be ter-

_’E—- H-ﬂ——-—l—o—-— j _!.T!—H— " _w_f.‘

rarum; sub-ji-ci-ens ei prm ci-pa-tus, et po-te-sta—tes.:
r

—.—l—-—mt‘ H—. — g—g—ﬁ_:*
detque nobis quiétam et tranquillam v1-tam de-gén-ti-bus,
Y '
B= e L e e
glorlﬁcé,re Deum Patrem o-mnipotén-tem. O -ré-mus &e.
See Observation I.

The prayer immediately following is then sung in Tono szmplw@j

. feriali, on the one note D.

II. Oratio.
—n;—l——m;

E

et Dnus noster, ] qui eleglt eum in drdine E-pi-sco-pé-tus,
J

— — —-— R :

salvum atque inclumem custédiat Ecclésiae suae sanctae,
E C

:j—-; — ) %

.a;d regéndum pépulum san-ctum De<i. Orémus &e. as above.




'IIL. Oratio.
: |
- ~|E —n—u~—m———1~—-i_;_ﬁﬂ At

O-ré-mus et pro om-m-bus E -pi-sco-pis, Pres—by-te-ms,

3 E——n——; J— v

Diacénibus, | Subdiacénibus, Acélythis, | Exorcistis,
Le-ct6-ri -bus, | O-sti-4-ri-is, Con-fes-sé-ri-bus, |

: :;_ _____!:‘_!]_—_g_—: (= :nﬂ‘j—q::_tzlit:!-—n_y__l‘-%
Virgi-ni-bus, Vi-du-is, et pro omni pé-pu-lo san-cto De-i.
O-ré-mus &c. as above.

i
E n_g-f’——rl—-o—-—-li——i——-l—._——._: — __n

]

¥

tentem~ ut cun-ctis mun- dum purget er-ré- l'l-bllS‘ morbos

-:'rE_-:::n:E]—-i—'n__ —N_H=
at-fe-rat; fa-mem de-pél-lat: a-pe-rl-at cér-ce-res,

L { s :
D;E___—:g:‘:n__ _n:—q—l—o — H—;—-———p@_;:E§:ﬁ:0.1
vin-cu-la dis-sél-vat, pe-re-gri-ndn-ti-bus ré-di-tum, in-fir-

S J ] -
l_ﬁ__! e et e el ey

man-ti-bus sa-ni-téd-tem: na-vi-gén-ti-bus por-tum sa-la-tis

-

IV. Oratio pro Romano Imperatore ob sublatumi Eomanum um-

pertum non amplius recitetur, nec quidquam aliud ejus loco substitua-

tur. S. R. C. 14. Mart. 1861.

V. Oratio.

_i__g—ﬂ«-m——l—-!_” _IZH" —__!i_!—J_.E_M

O-ré-mus et pro catechimenis nostris:® ut Deus et Dnus

L
-"’_l-———. ] i v

noster, adapériat aures prae-cor-di-6-rum i-psé-rum:

ja-nu- amque mi-se-ri- -Cor- dl-ae' ut per lavacrum regenera-

‘ -'__H,j:i:ﬂ::l-E:_
‘tiénis | accépta remissiéne 6mnium pecca-té-rum, . et ipsi--
. EE e
" invenidntur in Christo Jesu Dé-mi-no -no-stro.- Orémus &e.
as above.

VI. Oratio.
]

.'-—.’ e —ax_

"O-ré-mus, dilectissimi nobis, | Deum Patrem 0-mni-po-

—-—1-—0 H—I——l—-—;_~.__” —s—N a—-———--——m—————-—————w—- -

|
e
in-ddl -ge-at.  Orémus &c. as above.

VII. Oratio.

i

" . |

-l
et

O-re-mus pro haeréticis et schis-mé-ti-cis: ut Deus et

]
- W g W]
Dominus noster | éruat eos ab errdribus u-ni-vér-sis,

— |
E=t Tt e =

et ad sanctam matrem KEcclésiam .
Cathélicam, | atque Apostélicam revo-céd-re di-gné-tur.
Orémus &c. as above,

VIII. Oratio.

. | T
e

e
O - ré-mus et pro pér-fi-dis Ju-dae-is: ut Deus et Dnus

e ——t

noster | adferat veldmen de cér-di-bus e-é-rum; wut et

- N o
_._:_,u-i: e — h_n_gj'r’E_____»- "

(ipsi agnoscant Jesum Christum Dé-mi-num nostrum.
» Orémus &c. as above.




- IX. Oratio. .
o '

» :—',;E:.T__l—'—_'_tn:i:n:ui]::;-'-t
3 O - ré-mus et pro pa-g-nis: ut Deus omnipotens atferat -

: | |
T e -] *—B—l—R—g ™
-———ql— q 4 | —— i o~ N—

iniquirt,étem a cér-di-bus e - 6-rum; ut re-li-ctis i-d6-lis

e :
N con-vertdn-tur ad De-um vi-vum et ve-rum, |

su-is, . ;
et f-ni-cum Fi-li-um e-jus Je-sum Chri-stum |

g ] 1 o
':E:-r:r_— R R —E—f
"~ De-um et Dé-mi-num no-strum.

Orémus &c. as above.

CHAPTER 2isr,
FROM THE EPISTLE TO THE PREFACE.

I. The Epistle is sung on one note without any

change or inflection; except, before 2 mal'*k. ..of interro- . .
‘gation, where the accentus interrogativus is introduced.

‘This inflection is made by falling a semitone, and th.en
returning to the reciting note. If the sentence C.IOSB'Wlﬂ_l
" a monosyllable, the inflection is made on 4t; if with a

‘word of many syllables, the voice falls the"semit'one on .

the accented syllable of such Word; e. g.

-

Tomis Epistolee.

. ~l ‘_u—o—ﬂ—_‘_”—‘_ ._._,_.—L]:—mm!i
| ] ] ]

' li-bri sa‘t-pi-éx;-ti-ae. Quis est hic et la.uda’,bi-,

Lé-cti-o 15 Ost
Quid igitur

: ,Interrogat:io.

;_!_-:_!:ul~t-_mli—
pl

C

- mus e-um? Dedit illi coram praecépta, et legem vitae
lex?

Finis. slowly and well sustained.
=

et dis - ci- pli-nae.

IL After the Epistle or, Lesson, comes, the Gradual.
This for the most part is sung to a prolonged melody,
and frequently touches the extreme limits of the Gre-
gorian_compass.—T'wo—chanters-intone -the “Gradual, that
is, sing the first word or words until they meet the bar
or line drawn across the stave =J=; then the full choir

joins in and sings down to the ¥ or Gradual-verse, which
is sung by the chanters only. Should the Gradual be
followed ; as is mostly the case, by two Alleluias and

~a wversé of a psalm; then the Chanters sing the first
. Alleluia. down to the newma?) or sign =J=; the Choir

repeats the same Alleluia, and continues the neuma fol-
lowing, but only on the vowel a. Then the Chanters

intone the verse down to the sign —}=, and the Choir
continues it to the end;— the Chanters repeat the Al-

-leluia to the mewma; the choir falls in and sings the

newma only, on the vowel a. From Septuagesima,. in-

~stead of the double Alleluia and verse, the Tract should
~be sung; each verse of which is intoned by the Chan- .
‘ters, and continued by the Choir. _ L

In Paschal Time the Gradual is omitted, and only
the Alleluias and verse sung, in the manner just de-
scribed ; but in Paschal time, the verse is followed by

') We have already explained the various significations of the = -
word newma. Here it is used for the group of notes sung to the final -
vowel of the word Alleluia, by way of prolonged jubilation. -




a‘vneiv special Alleluia and a_second verse. This special
' Alleluia is intoned by the Chanters down to the newma,

__‘vo‘r sign =}=, the Choir does not repeat it but vocalizes -

" the newma to the vowel a; then the chanters intone the
_verse as- before, and the special Alleluia is repeated

- with neuma.

‘The Alleluia and verse?) differ in the character of

}‘ the melody, and mostly in the modus, from the Gra-~
dual to which*they may be annexed. '

.~ Observation. In Masses for the Dead there is a
radual and Tract; both of which strictly speaking should

" be sung. The Sacred Congregation of Kités in an answer
 dated the 11. Sept. 1847. says: “Vel non celebrandas Missas
. defunctorum vel canenda esse omnia, quae precationem suf-
fragii respiciant” This would imply that at least the 1st
verse of the Gradual, which is per modum suffragii, and
the entire of the Zract or Absolve should be sung. How-
ever the prazis in the Papal Chapel, and in the Roman

Basilicas, is to omit the Gradual and sing only the Tract

. or Absolve.
“The last syllable of ‘the last Alleluia by being

“proken mup into several notes, is held eut in a long

‘“protracted chant.... This prolongation of the Alleluia.

1y “Before the correction of the Gregorian Chant under Pius V.,
great confusion- prevailed as to .the method of singing the Alleluia and
verse. St. Gregory appears to- have left it to the good will of the: -

_singers, and in the writings of this immortal Pontiff, we meet the

‘words: Alleluia et Versus quale volueris.”
The 15t Ordo Romanus says: “In_quotidignis dicbus, si voluerint can~
‘tores, tantum prima pars dicatur.” (The Alleluias in the older Lifur-
gies were joined with several verses, and -continued- until the cere--
monies preceeding the singing’of the Gosgel had ended. Even still in
Pontifical Masses, this custom is observed, and the 5t Ordo Romanus.
says: “Episcopus anmuit magistro schole, quando a cantoribus -Gra--
“duale vel Alleluia repetere debeat.”) On account of this practice it may:
“be inferred as a practical
or more verses of the Gradual, Alleluia, Tract or Sequence may be.
sung as many as can be sung until the Deacon is ready to sing the

Gospel. "In a Missa cantata; — Without Deacon  or Subdeacon; — the-

singing of the Gradual &c., may be omitted altogether.

Lambillote, Aesthet. p. 33. . ‘

rule, that according to circumstances, one.

“was cal!e'd Sequence.... Later on i;o is
“:tappxéognate to the ngtiva’.l were suppliédwt?(:r e:ﬁiswglx‘gf )
: Eésﬁ» ti ! chant, Bto which the name Sequence was re-
whg %’ degrees every Sunday and Festival -
i Proper sSequence, until the correction of the

ssal, when only four were retained in use.” 1 |

The Sequences in earlier ti ‘ i
! times were also called -
é’rlosce, most of them were composed by Notker .296;,31(-1
ag z;i e(f}l. D&Q%{?). l}jre-tridentine Missals have as many -
undred such; however, the general R '

. : eform :
e 2Mlssal ordered by Pius V., eliminated al] but ﬂ;)(f >'
wesybest-and-—mmostbeautifal T 7

These truly divine :
poems, the works of most holy ~ °
mel}?{ are Weddeq to equally divine melodies. As 1 ruley

-eacn verse has its own special melody, or in some in-,
stances two verses are sung to the same notes |

. III. The Gospel admits of three inflections; 1) be-
ore a mark of interrogation, 2) before a full stop,
and 3) at the termination. >

Before a mark of interrogation. the voi
the reciting note, half a.tone,gDo-S{, and g;(éilizﬂsiégg
‘%l?'tely to t¥1e same note; before a period or full stop,
it falls a munor-third,— Do-La, and returns at once t’f
the reciting note Do, without any intermediate Si Thg'

- wecented syllable before a period is always sung g)n the -

') Amberger, Pastoraltheologie. IT. Vbl.’ p. 97.

) *) These five are: Victime Paschali ’
. . > are: ma it Laudes, of Wi th '
_ fg(:il(; nﬁg?tsenggem Sancte Spiritus, (11t2 cent, D go??ﬁ%tgclostceln;fg )' v
. Gaom, of St doxlnas of A?um (18t century) for Corpus Christi: and thg
- popat mat ’t;h eo ﬁr%ﬁa 1}2 Jacopone (end of 13t» cent.) for the Seven e

with thp O dhe B. V. M. Thg Sequence Dies Ire may not be classed -
oaih the aboy e,h 1t 1s a speciality of the Mass for the Dead. As the -
e veTse 0 bt e Dies Ire contains a prayer for the dep.atrted it
st al Sﬁ] b(? sung. The “de§crz'10tive or dramatic verses ma ’ble'

o e o ubiger's work:-“Die Singerschule von St. Gallen.” g ds

great deal of mformation regarding the Sequences. - aonds

9




occurs on the fourth syllable before the period. Towards

) : 0l inor third, and then
last syllable,) the voice falls the minor _thlr , an ]
return}:; to t,he reciting note, but with an m‘.cern}edlg,tel Si,
- and these notes should be sung slowly and ¢mpressively.

Tonus Evangelii.

z ;__ﬁ-'_o_n—.—!_._ﬂt——l——l——!*b——l—-—-l}——l——%{

A
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¥. D6-mi-nus vo-bis-cum. R. Et cum Spi-ri-tu tu-o.

tomus currens, o iting ~ and -the minor third"
tonus currens, or reciting mnote, and e minor third -
‘should: never be made on a short syllable, it usually .

the termination of the Gospel, about the fourth or sixth

E——somm- e - e Bt e
-E-— I 1 hd ]‘ ]
r_ ™ 2l
N quénti i slii  se-cén-dum Mat-thae-um,
éntia sancti Evangélit  se-cin-d ,
Sequ'“ [13 113 2 (13 Jo - a‘u_nem,

‘ Initium, : Interrogatio.
W |
: “ ! - ! . - 9 '

ge-cin-dum Mar-cum.  Quid er-go e-rit ] po-bls :

“ Lu-cam. Nonne decem munditi sunt:

ti-pi D6 - mi- ne

o Mediatio communis.
. —— u H—-!—ll-:]}E— 5 —
‘ Hi autem qui por-td-bant steté-runt. ~ Ille autem dixit:

L Mediatio in monosyllabis. aho . B;ma:s.ajé{_
' - 11 T
_E_-_l— ! — T —L .‘!_.__j ==

g Et vitam setérnam pos - si ~de_-b1t.

Et qui se humfliat ex- al-tabi-tur.

Non potest meus esse disci-pulus,

Quia  Pro-phéta est. -

(here it is Do-La, same interval as Fa-Re, F-D) ante .6‘ sg{llqbam..._..
" mec post quartam. : : o

Yy The Direct. Chori remarks: non fit depressio vocis a fa ad re .

13

‘Observation. The Passion of our Lord, according
to_the four Evangelists, is sung in Holy Week in a pe-
culiar manner. Three Priests or Deacons,) divide the
Text between them in such a way, that one chants the
words spoken by Our Saviour, another the narrative of
the Evangelist, and the third the words spoken by other -
~individuals, such as Peter, Pilate &c. the Jews or the Sy-
~.magogue. In the Missal these three divisions are marked
- thus, X (Christus), E (Evangelista), T (Turba), or + ( Christus),
-G (cantor or chromista), S (succentor or symagoga), or S
{Sakvator), E (Evangelista), Ch (Chorus), or finally B (vox
~bassa, Christus), M (». media, Evang.), A (v. alta, the Turba).
- Those passages in which a multitude or number of indi-
viduals are represented speaking, may be sung by a spe-
cial choir to the harmonised arrangements of Vitforia, or
Suriano, &c. ' .
. William Durandus Bishop of Menda, who died in Rome
on the Ist of November 1296, in his Rationale Divin. Offic.
lib. 2. cap. de fer. 2. post Dominic. in ramis palmarum, te-
stifies that even at that remote period, “non legitur tota
passio sub tono ewangelii, sed cantus verborum Christi dul-
cius moderantur; evangelistae verba in tono evangelii pro-
feruntur ; verba vero impiissimorum Judaeoram clamose, et
cum asperitate vocis.” (See Baini, Vol. Il page 110.) -
The Zonus passionis varied in different countries.
However the Roman method, compiled by Guidetti,: now
prevails universally.?)
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_E. Passi-o D6-mi-ni nostri Je-su Christi se-ctindum Matthae-um.

; i e S 5 T -
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Ch. Tu di - - cis S. Cruci;ﬁ-gé - - - tur

') Or the Celebrant as Christus, Deacon and Subdeacon the other - -
“parts. If however the Passion be not sung by the Priest and sacred -

. Ininisters at the altar, then ordinarily speaking, a Subdeacon cannot
_take the part of the Twrba, still less that of the Evangelist, becanse =~
- he cannot use the stole. :
%) A very useful edition of the four passions in full was braught
-out in Rome 1838 by Alfieri “Cantus passionis.” This has been re-
_produced by Pustet in Ratisbon. gt o
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IV. After the Gospel the:Celebrant intones the Credo
“in. unwm Deum, if the Rubric should prescribe it, and
the choir answers, commencing with the word Patrem.
"~ The official edition of the Gradual contains, besides
the first form of chanting the Credo, usually found in
- most Graduals, three others written in the same Zone
or Mode. (IV.) Any one of these can be selected by the
Choir. The intonation of the Credo is as follows:

GE F ED Ga 8

]yt~ ey -y W Mo
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Credo_in ..u-num_De-um.

- IObserv‘ation A custom very a 1
o ). y generall evails of -
" singing a Motett instead of the Oﬂ'ertogry, or zft%i" Zﬁz SO(;'-' -
fertory and before the Preface. The first mentioned prac-

~_tice is not allowable, as the Offertory prescribed for the
“day should be sung and may not be substituted. If time
~however permit, it is allowable after the Offertory either -

to repeat it, or to sing a Motett suitable to the i
eat 1t, estival.
-Thus, if it be a Feast of the B. Sacrament, an 0 Salutaris

- or Ave verum &c., if of the B. V. M. an Ave Moria, Alma

Virgo &c.; but we fail to see the appropriateness of the

““Quis est homo” on Christmas Day, or
~.on Easter Sunday. y, or of the Inflammatus

The choir immediately follows with the words Patrem
 ommipotentem, and“sings all the words*) without abbre-
viation to the end.
. V. As soon as the Credo is terminated, the Cele-
brant sings Dominus vobiscum, and the Choir responds.
The Celebrant then introduces the Offertory by Ore-
mus, as follows:

TSR TR =W R MW E—¢—N—m—R— N R
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© . Déminus vobiscum. B. EtTcum Spiri-tu tu-o. Sac. O-rémus. ’

" The Offertory consists ‘of an extract from the
Psalms or some other portion of Scripture, and all the
Offertories assigned to each day and Feast are contained
in the Graduale. Like the Introit, it is intoned by 1, 2 or
3 and 4 Chanters according to circumstances, and then
continiied to the end by the full choir. In Paschal Time an
~ Alleluia is added, which if not printed after the Offertory
of the day, may be found at the end of the Graduale.

') What we already advanced when speaking of the Gloria, holds
equally - for the Credo. The Sacred Congregation, and _innumerable
Provincial and Diocesan Councils have published Decrees against all
abbreviation in the Credo. See Smeddink. 208 year Cecilia, De Herdt &c-.

CHAPTER 22xb.
THE "PREFACE. — SOLEMN INTONATION.

fl‘he Preface, as its name indicates, is an intro--
~duct10n. to the Canon of the Mass. It commences with
an «antiphonal chant between Priest and People (choir).
Both ‘Text and Melody are of very ancient date. Pope
Ge!a_sms is reputed by some writers to be the author.
-Ba,l_nl quotes a manuscript in the Vallicellian Library
dating from 1075, in which the melodies are precisely7
the same as we sing at the present day.

_ The Intonation or Chant of the Preface is of two
kinds: Solemn (cantus solemnis or festivus), and Ferial
(cantus ferialis). : 7
. The Missal contains 11 Prefaces, differing somewhat
in Tgxt, according to the character of the season or
F_estlval; viz. for Christmas, Epiphany, Lent, Passion-
tide, Faster, Ascension, Pentecost and Trinity (which

_ serves also for Sundays throughout the year), for Feasts -

of t]lze B.V.M., of the Aposiles, and the Prefatio com-
munLS or Preface generally used, when no special pre-
face is prescribed. b

d.org -




We give here the Chant for all?) the Prefaces m(

so far as the Text varies. The learner should be care-

. ful to sing the first interval, a minor third (A-C, La-Do)

-correctly; and the recurring full tone from D to C,

should not be diminished by sharpening the C.°

, The Celebrant should also be careful not to intone
" the Per ommia, at too high a pitch; as by reason'of
the continous ascent of the melody (II. Tone) it reaches
to a minor sixth from the initial note A; and if this
. be taken too high, the falling and weakemng of the
““yoice during the course of the Chant, will lead to un-
~tunefulness-and-precipitation:; ’melther—sheul& he-malce-the
first interval a fourth G-C, as is too commonly done.
The accented syllables should be specially attended to.

1. De Nativitate.

From Christmas to Epiphany (except the Octave Day of St. John tlz
Evangelist), on the Purification, on Corpus Christi, and during s

Octave (if no Festival occur having a proper Preface); on the Feast of -

;the Transfiguration, and of the Holy Name, the following Preface is sung.
A CD E :
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Per o-mm-a sae-cu-la - sae-cu-lé -rum. R. A-men. ¥. Déminus
S : Co ' < def e de. de
';-—.- .l—”—'ﬂ:_l_!—-"l i Hh-!!—!—-!—-dEw

~vo- -biscum. R. Et cum sp1~r1-tu tu-o0. ¥. Sur-sum cor-da.

edefe-e de dc eddc'edefe

fr f
’R Ha be mus ad Dé-ml-num. V. Gra-ti-as a- ga mus D6-

.- 1) The- Preiaces for the blessmg of Palms ‘and of the Baptismal
Font can. be learned from the missal. The Prefaces given here are
‘taken from the most recent- Roman. edition of the Missal approved
of by the Sacred Conﬂrega’aon of Rites; and are a_,-falthful reprmt

) Tomem.. 15 88
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mi-no De-o nostro. R. Dignum, et ju-stum est. Ve-re

W —a——N— g—w,——.u—n_ﬂ—i»w—

di-gnum et Justum est, ae-quum et sa-lm- ta re, nos
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ti-bi semper, et wu- bi-que gri-ti-as a ge-re, Do-ml-ne

~
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sancte, Pa-ter o-mnipotens, ae-tér-ne De -us. Qui-a
d e e e e e
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per in-car-ni-ti Verbi my-sté-ri-um, no-va men-tis nostrae
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6-cu-lis lux tu-ae cla~ri-té-tis in-fal-sit: ut dum vi-si-
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bi-li-ter Deum co gno-scl-mus per hunc in in-vi-si- b1 -
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li-um a-mé-rem ra-pi-4-mur. Bt i-de-o cum Ange-
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llymnum glo-n-ae tu-ae ca ni-mus,  si-ne. ﬁ -ne.




2. De Epiphania. -
On the Feast of the Epiphany and during the Octave.

, Per 6mnia &c. Vere dignum et justum est, aequum et salutire,
" mnos tibi semper et ubique gritias 4gere, Démine sancte, Pater omni-
- 'potens (as at page 134.) -

e e e e s
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ae-tér-ne De-us. Quia, cum u-ni-gé-ni-tus tu-us in

55—"".“’_'_"'_""”"'5":g"ﬂ“—_'l“:‘

- Lk

’ 1
substdn-ti-a nostre mor-ta-li-td-tis ap-pd-ru-it, mno-va

187
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6-nes, tremunt po -te-sti-tes. Coeli, coe-lorimque vir -
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ti-tes, ac be-4-ta Sé-raphim, s6-ci-a ex-ul-ta-ti-
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6 - ne con-cé-lebrant. Cum qui-bus et no-sfras vo-ces,

;}E:iht:r:!:l:!:r:hihi‘—-:! .'- — .._‘:—.!;_._%:_—_ J-__' =
: nos immorta-li-ta-tis suae luce re-pa-rd-vit.  Et i-de-o.
" cum Angelis &c. (See page 135.) ’ ,

3. In Quadragesima. . ]

From the 18t Sunday of Lent (Pom. I. Quadrag.), to Passion-Sunday,
the following Preface is sung on all Feasts (duplex and semiduplex),
: which®have no proper Preface:

7 Per émnia &c. Vere dignum-et justum est, aequum et salutire;
nos tibi semper et ubique gritias dgere: Démine sancte, Pater omni-
potens (see page 134.)

L 4
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ae-tér-ne De-us.  Qui cor-po-ra-li je-ja-ni-o vi-ti-a

N

Y. — D—
e A
' comprimis, mentem é - le-vas, vir-ti-tem lar-gi-ris, et prae-

_‘E_:—l:u::ﬁa:!—_—.lg:l: iFot":'iﬁzn——Eﬂ;—_l—'g”—_L’“

mi-a:  Per Christum Dé-mi-num no-strum. Per quem ma -

]
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: je-sti-tem tu-am lau-dant An-gé-li; ad-érant Do-mi-na-ti -

f=E—arE:
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si- 6 -ne di-cén-tes.

4, De Cruce.

- On Passion and Palm-Sunday, on Holy Thursdaey, and on all Fea.sts,‘.

(duplex an.d semid.) not having a special Preface, which may be cele-
brated during this time; also on the Feasts of the Holy Cross, of the
Sacred Heart, and of the Precious Blood, the following is sung: '

Per 6mnia &c. Vere dignum et justum est, aequum et salutire,

nos tibi semper et ubique gritias dgere, Démine sancte, Pater omnf- -
potens (see page 134.) -
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ae-tér-ne De-us. Qui sa-li-tem hu-mé-ni gé-ne-ris in.

1 !_5_’_;—I_ ._.—_—Hl—;‘:-

li-gno Crucis consti-tu - i-sti: ut un-de mors o-ri-e -

- . : N ) .
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bi-tur, in-de. vi - ta re-str-ge-ret: et qui in li-gno -
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/° ut ad-mit-ti ji-be-as, de -pre-ci-mur, s@p-pli-ci con-fes -
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vin'-cé-bat, in ligno quoque vin-ce-ré-tur: Per Chri-stum

Do-mmum no-strum. Per quem ma- Je—sta-tem tuam &e. :
(See page 135.)

5. In Die Pasche.

" From Easter Saturday to Saturday in albts, ‘on Sundays till Ascénsion,
and on all Feasts (dupl. and semid.) during this time, not having a
" proper Preface, the following is sung:

6. De Ascensione.

From Ascension Thursday to the Vigil of Pentecost (exclusive) and on

all mtervenmg Feasts, not having a special Preface, the following is sung :

Per émnia &c. Vere dignum et justum est, aequum et salutdre
nos tibi semper et ubique gritias agere, Démme sancte, Pater omm--
potens (see page 134.)

|
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ae-tér-ne De-us, per Chri-stum Dé-mi-num no-strum.
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Qm post resur-re-cti-6-nem suam G-mnibus di-sci-pu-lis su-is

; = Per 6mnia d&c. (see page-134.)
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Ve-re di-gnum et ju-stum est, aequum et sa-lu-td-re:

S |
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_Te quidem Dé-mi-ne o-mni tém-pore, sed in hac po-tis - |
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si-mum d1 el glo ri- é-s:-us prae—di-cé-re, cum Pascha
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no—strum im-mo-l4-tus est Chri-stus. I-psev- e-nim . ve-rus
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est Agnus ,.qui dbs-tu-lit pec-cd-ta mun - d;. Qui
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mortem no-stram mo-m—en-do de-stri-xit, et vi-tam re-sur-
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‘- gén-do re- pa,-‘ré,-vit. Et 1{-de-o &e. (See page 135)

‘) Sabbato 8.: w hae potzssunum nocte per Oct. Paschae, ub supra,

" Dom. in Albis ac deinceps: in hoe potissimum glonosms .
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ma-m—festus ap -pa-ru-it, et ipsis cernen-tl-bus est e-le-
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vé-tus in coe-lum, ut nos di-vi-ni-ti-tis su-ae tri-ba-e-ret
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3 —H—F—J -H—o-—l Elt—ll—-il —o—x
es-se par-ti-ci-pes. Et i-de-o0 &e.

7. De Pentecoste.
From the Vigil of Pentecost to the following Saturday, (inclusive):
Per émnia &c. Vere dignum et justum est, aequum et salutire,

‘nos tibi semper et ubique gritias agere: Domme sancte, Pater omni-

potens (see page 134)
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ae—t_er-ne I)e-us, per Christum Dé-mi-num no-strum. Qui
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ascendens super omnes coelos, sedensque ad déxteram tu-am

E’E‘E H“H__ _L-_!__ﬂzl_ —H—tﬁ_!:n:.:-:!_ !-lﬂ_ .

promissum Spi-ritum sanctum ho-di-ér-na di- -e in f1—h-os
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- gat-di-is, to-tus in or-be terrirum mundus ex-shl-tat.
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Sed et supérnae vir-tG-tes at-que an-gé-li-cae Potestd-tes,
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Fi-li-o tu-o0, hoc de Spi-ri-tu  sancto, “si-ne dif-fe - , L
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rén-ti-ga dis-cre-ti- 6~ nis sen-ti-mus. Ut in confes-si-6-ne
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ve-rag, sempi-ternaeque De-i-ti-tis, et in per-sé - nis
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pro-pri -e-tas, et in es-sén-ti-a 4 - ni-tas, et in

- hymnum glé-ri-ae tu-ae coén-cinunt, si-ne fi-ne di-cén-tes..

8. De Ss. Trinitate.

On Trinity‘Sunday, and on all Sundays throughout the year mot
having a special Preface.

Per ¢émnia &c. Vere dignum et justum est, aequum et salut:i;e,
. nos tibi semper et ubique gratias agere: Ddémine sancte Pater omnf-
potens (see page 134.) '
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ae-ter-ne De-us. Qui cum u-ni-gé-ni-to Fi-li-o tu-o,
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sed in ~u-ni-us Tri-ni-td-te sub-stdn-ti-ae. Quod e-nim
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.de »t1'1-_a glé-ri-a, revelin-te te cré-di-mus, hoc de
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ma-je-sti-te ad-o-ré-tur ae-qui-litas. Quam laudant Ange-li
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at-que Archdn-ge-li, Chérubim quoque ac Sé-ra-phim: qui
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non cessant cla-mi-re quo-ti-di-e, w-na vo-ce di-cén-tes.

8. In Pestis B. Marie.

On all Feasts of the B. V. M. (except the Purification, when the Pre-
face of¥the Nativity is used) and during their Octaves, and om other
Feasts, falling within these Octaves, that have no special Preface: .

‘Per 6mnia &ec. Vere dignum’ et justum est, aequum et salutire;

nos tibi semper et ubique gratias Agere, Démine sancte, Pater omni-- N
potens (see page 134.) ‘ '
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ae-tér-ne’ De-us. Et te in') * * * bg-4-tae
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) On the Feast of the Apnunciation, insert: in Annuntiatione, ,dnn

“ . that of the Visitation: in Visitatione, on the Assumption: in Assum-
_ ptione, on the Nativity: in Natevitate, on the Presentation: in Presen- .-
~ tatione, on the Immaculate Conception: in Conceptione Immaculata, on -
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‘Ma-ri-ae semper Vir-gi-nis col-lau-d-re, be-ne-di-ce-re
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et vir-gi-ni-ti-tis glé-ri-a per-ma-nén-te, lu-men
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ae-térnum mundo ef - fa-dit, Je-sum Christum D6-mi-num
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nostrum. Per quem ma-je-sté-tem tuw-am &e. (See p. 135.)

10. De Apostolis.

' On Feasts of Apostles and Evangelists (except the Feast of St. John,
Evang.) and during their octaves, and on Feasts within these Octaves ot
having o proper Preface: .

Per 6mnia &c. (See p."134.) 1

‘Vere dignum et ju-stum est, <quum et sa - 1o - t4 - re.
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‘Te Dé-mine sup-plici-ter ex-o-ri-re, ut.gregem tuym

the Feast ad Nives, of her name, and de Mercede: in Festivitate: on
the Seven Dolours: in Transfixione, on the Feast of Mount Carmel: »
Commemoratione, and on Rosary Sunday: in Solemnitate.
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sto-los tu-0s, con-ti-nu-a pro-te-cti-6-ne cu- st6 -di-as.
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Ut i-is-dem re-cté-ri-bus gu-ber-né-tur, quos &-pe-ris
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pa- sté-res. Et 1-de-o (See p. 135)

11. Preefatio communis.

On all Feasts and during their Octaves, and on. all Semidoubles having
10 special Preface. o

Per 6mnia &c. (See p. 184.)
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Vere dignum et justum est, aequum et sa-lu-td-re, nos
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ti-bi semper, et ufbi-que gri-ti-as  4-ge-re, Dé-mi-ne
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sangte, Pater o-mnipotens, ae-tér-ne De- us: per Christum
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Dé-minum nostrum. Per quem majestitem txiam &ec.
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(See p. 185.) .




CHAPTER 28p.
THE PREFACE. — FERIAL INTONATION.

1. De Nativitate Domini.

- For all Votive Masses of the Most Holy Sacrament and of the Sacred
- Name; also prescribed by the Sacred Congregation since 1868, for Vo-
’ tive Masses on Thursdays throughout the year.
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td-tis in-fiil-sit: ut dum vi-si-bi-li-ter Deum cognéscimus
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per hunc in in-vi-si-bi-lium a-mérem fra-pi-d-mur. Et i-de-o
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cum Ange-lis et Archange-lis, cum Thronis et Do-mi-na-ti-¢ -
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. Ha-bémus ad Dé—mi-num W. Gra‘m-as a-gémus D6-mi-no
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De-o  nostro. W. Dignum, et justum est. Ve-re dignum,
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et ju-stum est, aequum et sa-lu-td-re, nos ti-bi semper,

ra-ti-as é-ge-re, Dé-m1-ne sanqte,v Pater
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- mbus, cumque o-mni mi-li-ti-a coe-léstis ex-ér-ci-tus, hy-
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mnum glé-ri-ae tu-ae cd-ni-mus, si-ne fi-ne di-cén-tes.

2. In Quadragesima.

On all Femal days from Ash-Wednesday till Saturday before .Passmn-
Sunday (inclusive).

Per 6mnia saecula &e. Vere dlgnum &c. (See p. 144).
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Pa—ter omni-potens, aetérne Deus. Qui corpo-ri-li je=jé-ni-o
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vi-ti-a comprimis, mentem é-levas, vir-ti-tem largi—ns, et.
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praemia: per Christum Déminum nostrum. Per quem majestitem
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to-am lau-dant An-ge-li, ad-6rant Do-mi-na-ti-é-nes, tremunt
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Po-te-states. Coe-li coe-lorim-que Vir-ti-tes, ac be-a-ta
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4. Tempore Paschali.

- On Ferial days and Feasts “ritu simplici” from Low Sunday till
) Ascension Thursday :

Per émnia &e. (See p. 144.)
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Ve-re dignum, et Justum est, aequum et sa-lu- ta -re: Te
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quidem Démi-ne omni tempo-re, sed in hoc po-tls-s1-mum
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stip-pli-¢i con-fes-si- 6-ne di-céntes.

3. De Cruce.

On Ferial days from Passion Sunday till Holy Thursday, (excluswe)
and tn Votive Masses of the Holy Cross.")

Per émnia &c. Vere dignum &c. (See p. 144.)
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ae—té‘r-ne De~us. Qui sa-latem hu-mé-ni géneris In
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11-gno crucis constl-tu 1 -sti: ut un-de mors o-ri-e-ba-tur,
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rin-de vi-ta re—sur—ge—ret. et qui in hgno vm-ceba,t in -

"""“""‘“"‘_':?:!—l§: —!:-——l—;—n—!.—nalc—
: 7 1= 1
h—gno quoque vmce-retur- per Christum Dommum nostrum.

Per quem majestitém &c. (See p. 145.)

Masses-
" 1y Here we must be understood to speak of private Votive

as wl)len solemn, both the Prayers and the Preface should be sufig in
tono. festivo:
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glo-ri-6 - si-us pra,edi-c:i-re, cum Pascha nostrum im-mo-lé-tus
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est Christas. I-pse e-nim ve-rus est Agnus, qui abstu-lit~
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pecci-ta mundi. - Qui mortem nostram mo-rx-en-do destru-mt,

et vitam re-surgéndo re-pa-ri-vit. Bt i-de-o &o.

5. De Ss. Trinitate.
-To be sung wn prvate Votive Masses of the Holy Trinity. _
Per émnia &c. Vere dignum et justum est, aequum et salutire,

“nos tibi semper et ubique -gritias dgere, Domme sancte Pater omm—
: potens. (See p 144.)
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ae-ter-ne De-us. "Qui cum u-ni-gé-ni-to Fx-h- 0 tu -0,
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et pr-r1~tu Sancto, u-nus es De us, u—nus es Dommus.
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ae-qué-li—tas.

Quam laudant An-ge-li, atque Archéngedi,
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Cherub1m 'quoque ac Se raphim: qui non cessant clamd-re
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qup-ti -di -e,
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u-na vo-ce di-cén-tes.

‘De. Splnﬁu Sancto
In Votwe Masscs of the Holy Ghost, e
Per 6mnia &c. Vere dlgnum &c. (as p. 144)
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tu-am - pro-mis-sum Spi-ritum Sanctum. in fi-lios ad-o-
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Vir-ti-tes, at-que an-gé - li-cae Po-te~sta—tes, hymnum gl6 —..
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-ri-ae tu-ae coén-cinunt, si-ne fi-ne di-cén-tes.

7. De Beata Maria.
In Votive Masses of the B. V. M.

Per 6mnia &ec. Vere dignum &e. (See p. 144.)
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 Ma-ri-ae semper Vh—tn—ms coI lau-dé-re, be- ne-(h-ce re




et praedx-ca-re. Quae et u-,m-ge-nitum tu-um  sancti

Sp1-r1-tus obumbra ti- 6 -ne_con-cé-pit: et v1r-g1-n1-t{z-ns

.
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. glé-ri-a - permanénte, lumen aetérnum mundo ef-fd-dit,
]

Jesum Christum Déminum nostrum. Per quem &e. (as p. 136)

8. De Apostolié.
In» Votive Masses of Apostles.
Per émnia &c. (See p. 144.)
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Vere dignum et ju-stum est aequum et sa-lu-td-re:
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tu-0s, con-ti-nu-a pro-te-cti-G-ne cu-sté-di-as. Ut i-
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-dem con-tu-H-sti praeés-se pa-stéres. Et i-de-o &e.
(See p. 145).
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On Szmple Feasts on Femal days hamng ) specml Preface, aml in
Masses for the Dead R
Per 6mnia saecula, &c. (See P 144) .
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Angeli, .ad-6érant Do—m1—na.-t1—0~nes, tremunt Po-te-states.
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con-fes-si- 6-ne di-céntes. -
The Sanctus, which is selected accordma' to the -
season, O rank of the Fesmva,l (see p. 115. Observ. III)«}
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immediately follows the Preface. During the Elevation .~
nothing should be sung: — “silet chorus et adorat cum”
alits.” The Organ however may play; yet in such a way
~as not to distract, but rather help the devotion of the -
adoring faithful. - “Organum vero, si habetur, cum ommni
tunc-melodia et gravitate pulsandum est.” (Cerem. Episc.
Ub. I, cap. viii. .n. 70.) - RN -
~ After the Elevation the Benedictus should be .
“sung: — “Cantari debet post elevationem.” (S.R.C. 12.
‘Nov. 1831,) This rule certainly holds for Pontifical
~Masses, and for others, De Herdt says it is a praise-
~worthy custom; — “laudabilis.” However if the Samctus
:.and Benedictus should both be sung before the Elevation,
~then it is allowed, after the Elevation, to sing the Tan-
“tum ergo, or other portion of a Hymn or Antiphon to

-" the Blessed Sacrament; provided however the words be
- ot altered. )

CHAPTER 24tm.
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Per 6-mni-a sae-cu-la . sae-cu-l6-rum. R. A-men.
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i . ‘ y Eaxtendit manus.
)

O-ré-mus: * -

FETR

~ 6-ne formé-ti, au-dé-mus di-ce-re.  Pa-ter noster, qui

. - e £ L
e B e e i e o
es in coelis:

Sancti-fi-cé-tur mno-men tuum: Ad-vé-ni-at -

4 J y—— |

e e el

regnum tu-um: Fi-at vo-lintas tu-a, si-cut in coe-lo,

" et in ter-ra. Panem nostrum quoti-di -4num da no-bis

+
G8=1= ,

L R - :
:?:F:""!‘-:jf“‘;"”!“:""g“‘, j—"—’—'-—‘—r}—lﬁu“!—g
hé-di-e. dé-bi-ta’ nostra, si-cut et -

Et di-mit-te nobis
B i | L

THE"-PATER-NOSTER. ——COMMUNION:

L There are two intonations of the Pater noster,
“cone solemn, the other ferial.?)

') See Kornmiiller “Die Musik beim liturg. Hochamte.” In some
places it is customary in Masses for the Dead to sing after the Ele-

- vation the “Pie Jesu” or “O Salutaris,” the latter with words different

~“from those of the authorised hymn. This appears unrubrical, and many
rubricians are of opinion that the permission: quoted above, does not
-apply to Masses for the Dead, where nothing should be added to the
liturgical text.

-+ %) In the Bull: “Quo primum temp.” Pius V. remarks (14t July

1570): “Quare abusus est, in Missa cantata legere tantum, que juxta.
. ritum, modum et normam Missalis cantars debent, uts fit, quando Epistola
. vel Prefatio abrumpitur, cantus Pater noster omittitur vel truncatur de.””

| : — = e o’
|:—:l——n——!-—0—!—?-1_—_0—--—0—1*l*ile-—,i—_:g—i—l—!_—_’g ;
- nos di-mit-timas de-bi-t6-ribus nostris. Et ne nos in-dé - -.

h t T - —— -t o
’j—ﬁ-—-——r—l—.—0%.;,.,————11.;——.——-—o—u——--w!—-g—_—,qiz— e
cas in ten-ta-ti-6-nem. R. Sed li-be-ra nos a ma-lo.

-

2. Tonus ferialis.

To be used on simple Feasis, ferials, and in Masses for the Dead. 2)" L

Per 6-mui-a sae-cu-la sae-cu-l6-rum. R. A-men, Orémus:

" ®)-Also in Votive Masses, of a private not solemn character. -~ =
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Prae -cé pt‘ls sa-lu-t4 - ri-bus mé-ni-ti, et dij- v1 -na, m st1 -,

_,__...________.
__—__

n_o-ster, qui es in coelis: Saneti- fi-cé-tur no-men tu-um.

HE= ‘-H:n:!:hl“r— = e

Ad -vé- ni-at regnum tuum: Fl-at vo-lin- tas tu- a, iz cut

in coe- lo et in ter-ra. Pa-nem nestmm quoti-di -4 -

num da no-bis hé-di-e: Et dx-mlt-te no—bls de-bi-ta no -

. _.'i_
= uﬂ—ﬂ~u——n~l—n——'—-¢—-—-—,.,-—o~ﬁ—o-~—-n~n—3-—
stra, si-cut et nos dl-mlt-tlmus de-bi - to ri-bus no-stris,
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Et ne nos in-décas in ten- -ta - t1 -6- nem. R Sed li-be-ra

o

[

i —

~nos  a  ma - lo.

The Pater noster is immediately followed by a short
prayer recited submissa voce by the Celebrant, and then

Dea;tem tenens particulam super Calice, sinistra Calicem, dicit:

3 __-__j—O—-H-—--—Q “N*._’_'I“H_.%E——ﬂ_h.“&t —

Per é-mni-a  sae-cu-la sae-cu-lj-rum. R. A-men.

—~--o—-o-—n-—0—n—l——r—rq .—-—n—ﬁ-—i——ﬁ =

Extenght manus.

o - . 3 :
H:‘—”—-~—~ --—.——3——&——.—-—-l!~o——n—-3t—;-n—M~ .
tu ti- o ne for-m4 - ti, au-dé-mus d1_—ce-re. Pa—ter

- IL The Agnus Dei is repeated three tlmes con

———-.—ﬁ —.—!-—-!-—-.-—.-—-—-l—--—ﬂ——— »— =

a'--—-—L-~—.~-~~—-q—._-—~~ nhuﬁ:r—#

_ln antem profunde inelinatus alte voce dicit:

-~ Cum ipsa particula signat ter super Calicem, .dicens

- Pax § Dé-mi-ni  sit | sem-per vo-bis-+cum,. R. Et cum .

“Spi-ri-tu  tu.- o.

cluding the ‘third time with Dona nobis pacem, 1nstead
of Miserere nobis. Tn Gregorian Chant, each repetition.

 has a melody of its own, which differs accordmg to the'

class of the Festival. (See Observation II1. p. 115 .~
Immediately after the communion of the ‘chalice — .-

- sumptio sanguinis, and before the first ablution,- the

Communio should be commenced by the Choir. Thls is
a short antiphon or Psalm-verse, pecuhar to the festival, -

“-like the Introit and Offertory, and it is intoned and sung

according to the same rules. (p. 114.) In Paschal time
an Alleluia is added, which if it do not occur in the .-
text, will be found at the end of the Graduale p- 72* s
(8”0 edition).

. R
Observation. Si Communio in Missa solemni distri-
tur~Bmmnwrse*constzthn“Gmw*Epwwhre‘vel“etmwr“-
(iescendct in planum ad cornu Epistolae, ubi, versus cele-

Ton. V.

~ g~ —;l —qf , oy
F 3
Confiteor Deo omni-po-tén-ti, beétae Mariae semper
. __E'—‘ -—Q.__. q - N !‘ .___. 3' —’%ﬁ - ,-Mn-‘, ;
Vir-gi-ni beato Mmhaeh Arch-4n - ge - lo, bedto f'f 3
ol : -} ‘ -
N —S— I] | — i _J:I”‘_L .

Jodnni Bapti-stae, = sanctis Apéstolis Petro et Paulo,
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et ti-bi,

=
g ‘6mnibus Sanctis

Pa-ter quia, pece4vi ni -

e i U B v .__,

,mis co-gi-ta-ti- 6-ne verbo at 6-p -re;

“g—-—._-——q_. e e -,. —q—-—t——————w- ‘

- me-a cul-pa, me-a m4- - xi-ma cul-pa. Ideo precor bed -

—g—-q ! # ._ér_-_l;i'_—_ﬁ_“‘—,

tam Mamam semper Vir-gi-nem,  bedtum Michaélem

:b -E—-“g 4 .—Jl E '—. 31 !‘_t ==
Arch-4n - ge-lum,  beftum Jodnnem Ba-ptistam,  sanctos

R —

= —_—

Apéstolos Petrum et Paulum,
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= =

=

omnes Sanctos,
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-

et te
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pa-ter, orire pro me

ad Déminum BDeum nostrum. — 1)

. Diaconus respondet “dmen.:— Non-

CHAPTER 95TH
ITE MISSA EST. — BENEDICAMUS DOMINO

After the Prayer, called the Poszf—O’ommum'on, .a}nd
the Dominus vobiscum immediately following, h-awe -bg_gn-
chanted by the Celebrant; the Celebrant, (1n Missa-
cantata,) or the Deacon, (m Missa solemm,) sings the
Ite Missa est, or Benedzcamus Domino, to one or otherv
of the followmg formulas; the Ch01r to answer Deo gm-
tias in the same notes.?)

1. From Easter Saturday to Low Sunday (excluswe) Tonus VIII

g a g f g a a gchag fga ag - '
-‘:-:u:l:!~ﬂ—! ;—I_":’— N&'l:i"—_g”::ﬂ;——
! I-te Mls-sa est, al—le-lu-Ja, al-le - 11’1“- ja.

De-o gri-ti-as, oo
2. In Festis Solemnibus. .
ecdeab ¢ ogagf n Mod. XIII. tmnsp
E . T e q—'-*'-nﬂ— = —;.P‘ e
I - te e Missa est. .
De - o o o o0 0 gré-ti - as.

numerosa Communionis distributione. cantetur Ps aut hymn.

de ss. Sacr. ad populum excztandum movendum et laetifi-
candum.

_ ') This form of chant is also employed When the Conﬁteor i3 sung
-~ at Pontifical Mass, where an Indulgence .is proclalmed

‘comparatively recent adoption) is to be employed only

day and Tuesday, Ss. Peter and Paul, All Saints, De-,__

According to the Acta Ephemerides 'T. 1L p. 367, =
6. Sept. 1781. the following Feasts are to be classed
under the head of Festa solemnia: Nativitas D.N.J.C., |
Epiphania, Pascha, Ascensio Dni, Pentecoste, Solemmtasl
Corporis Christi, F. Ss. App. Petri et Pauh Assumptio
B. M. V., F. Omwium Sanctorum, F. tituls vel patrocini.
Hence it follows that this solemn intonation, No 2, .(of .

on the Epiphany, the Ascension, Pentecost Sunday Mon-

“Laudandus est mos, quo chorus eodem tono respondet Deo gra-

- uas ? V1d Grad. Rom.



the Patron Saint (when not de Beata). Christmas Day,
- Corpus Christi, and the Assumption, have the formula

de Beata, and Easter the form Ne 1. A
- On account of the number of notes in- this Intona-

‘v:vi"'der this chant solemn and dignified.

3. In Festis Duplicibus. Ton. I.
ag::#:ga agfde egadeg fede f ¢ d
—g— N~ i j :. - =
A B
I-te e e Missa est.
De-o 0 o gra~ti - as.
This form serves for Feasts of the Apostles,) and
Feasts which are dupl. IT. classis, (magus et minus.)?)
The several phrases should be smoothly and pleasingly

- sung, and not drawled out in separate notes, of equal
- time-value.

{;'diéation of the Cliurch, as well as on all Feasts of théi‘ |
I8t class, in solemn Votive Masses, and on the Feast of

‘tion, it should be sung very smoothly, not drawlingly, - -
and care should be taken not-to commence it too high.
Sufficient attention to the rhythm, breathing marks, &c.; -
“-and avoidance of all ostentation or affectation, will ren-

" The minor third d-f should “never be sung s &
fourth, and the full tone ¢-d (instead of ci-d) ‘should;
be carefully attended. to.

5. Tn Dominicis infra annum, in fest. semidupl., et infra Octava‘s
: quee non sunt beatee Marize. Tolfn. L N

: ’al.)aga. -d i‘fg:::gfe da - ed "r_t

j:‘;“!ll'L—;ﬂ;g!_

i ; 1
3 ey =t
I - te e ~  Missa est.
" De. - o . o . gra-ti - as.

6! From Septuag. to Quinquag. inclusive:

r.-f*‘“i"‘-'4:—“Ti:?i7'!!ﬂ-i};—‘~_“‘”it

[ _-.__
o . AL
Be-ne-di-camus D6 - mi-no..
De - - -0 0 gra-ti-as.

7. In Festié simplicibus, et Feriis temp. Paschali..
ga ¢ ¢cb a h
E=== ==tk
I- te Mis-sa est.
De-o gra-ti-as.

4. Tn Missis Béaté-ﬁﬁﬁge, in Oct. Corp. Chr. et Nativ. Dni.?) Ton. I-IT.

. dfga d . cd fg f ed
I, . : ] e
e e
I - te e . Mis-sa est.
De - o o gr:i~ti-as..

S ")' Ss. Peter and Paul is a double of the Ist class, and has the
solemn It¢ Missa est. N°® 2.

' ?) But Feasts of the B. V. L, de Ss. Nomine Jesu, and others of
the II. classis, or lower rank use the Ite Missa est de Beata, when
. the Prefice is of the Nativity or de Beata.

°) From what has been already said it is clear when this form de
Beata should be used. On the Sunday however within the Octave of

o

the Immaculate Conception N° S should be employed.

8. In /Dominicis Ady. et Quadrag. (Advent- and Lent-Sundays.)

—t
_”E::;‘:u;_—.:n!!:!: P e .
Be-ne-di - ci-mus D6 - - o - m.i-no.
De - - - o 0 grd - ti-as.

9. Tn Feriis per Annum.')

) a fa ' ;c;fefie .
e e e

1
Be-ne-di - ¢4-mus D6 -mi-no.
De-o grj, - ti - as.

o Y K. g. the 3 Rogation days, and private Votive Masses not oc-
curring in Lent or Advent.




10 In Ferus Adv et Quadrag

-—-n—-—o— —m—
EL -' A!:Emr—qf

“Be-ne-di-cé=mus. Dé-mi- ~no.
-0 g1a ti-as.

1. In Mlssa Vlgxhae Nat. Dm? in Festo
—Votms ro fe gmm, qua,ndo non

, —t--l~ ==
".Tr

Ss Innocentmm, et in stms :
Yy dl(:ltur Gloma n excelsis. -

ﬁﬁ"“:*j—%‘

R SRR = ‘3—11..5!

Be-ne-dl ca - mus Dé

12 In MISSIS Defunctorum 3

,TF:I:I:“I—-H r:-:-, .:Ej#‘:.‘.’:.::&é
Re—qul-escant in pa-ce.

R. A—men.

» !) In Votive Masses with
vest, is regulated by the Gloria:
Po ive Masses, which are celebra

assione Domzm, ad tollendum se

’) Etxamm tantum

a Gloria, the intonation of the Tte: Mzssa B
’ 11 therefore is used only in solemn E
ted in purple vestments ,

Pro uno celebratum fuisset, dicitur in Plurali: -

THE DIVINE OFFICE.

CHAPTER 26mu.
PSALMODY.

1. By Psalmody we understand the practice of smg-

- ing the Psalms to certain s1mple melodies or chants; —- -~

“a recitation in a musical tone of voice, with a sho'ht,"“j;i.'
‘“inflection or change of tone at certain fixed points.”?)
‘ All the Psalms, (with a partial exception for the -
113tk “Ty exitu Ismel” are sung to eight different me- -
lodies or chants, corresponding to the first eight Gre- .
‘gorian modes; and these chants are called Psalm-
~Tones, Toni Psalmorum.

- Every Psalm or group of Psalms, is accompanied .
by an Antiphon, which is a verse, taken sometimes -
~ from the Psalm itself, sometimes from other sources,
always suitable to the Festival, and serving as an intro-

I O D NP

duction to the Psalm.—The music of the antiphon is more -
elaborate than the Psalm-Tone, being a regular melodic. "

composition with one. or more notes to every syllable, ¢

and invariably complete, i. e. ending on the final of its"'ﬁf"gf
- mode; so: that the antiphon governs the Psalm; — the
~mode of the former determining the towe of the latter.:

Observation. The words aentiphonal and antiphon
reguire perhaps some further explanation. The custom of

sm ing Psalms is most ancient in the Church. The Epistles -
% %’aul bear witness to it. St. Ignatius Bishop of An- =

1) St. Augustine relates that in Alexandria under St. Athanasms,

such ‘was the smphmty of the chant employed that “it was more like -

speakmg than singing.”
11.




‘of angels, and hearing them sing the praises of God j
“allernate choirs, he enjoined u tioch
“this Imeg]t()dBOf _’lsinging Jthe Psaflglsl. the church of Antioch
... St. basil's time (A.D.371) this cust . i-
- versal throughout the Eastern Chl)xrch,' and ﬁgl (‘;easscrli]}?és
t‘i‘he people “rising before day, and going to the Church
“Where having made their confessions and prayers the;z
‘.‘procgede(_i to the singing of Psalms;” — and he’adds
that in this holy exercise, the choir being divided into two

@Adijhowg). The word antiphonal comes from the Greek word
|- evaupwry, compounded of evee, opposite, and Pwrog, a sound;
.. and means the reciprocal chant of two choirs sﬁlginir al-
.- ternately. In the course’ of time however the word ansi-
.. phon was applied exclusively to that particular verse, which
was to be sung before and after each Psalm; orig’inating
probably from the custom of having the Psalm sung by a
 seleet body of voices, whilst the multitude answered now
¢ and then with a particular verse which served as a burden
~ or chorus. The Text of the 135th Psalm “Confitemini §¢.”
- with the constantly recurring “quomiam in wternum g-c:”
Zvﬂl help to give an idea of this practice. “The Antiphons
Cseem to be to the Psalms, what the mysteries of the
- “Rosary are to the Paters and Aves, furnishing appropriate

“follow them. They give a distinctive colouri 1e
“:Psalms..v..v.-r It—-i-s—-not—wi_t—hin-t e Provitice ome tv(s)rm?éi
- [0 enter into a full description of the antiphonal system
- - with its inexhaustible store of beauties, but enough hag
“been said to shew how sadly mutilated the Vespers of
.any festival must be when the words of the antiphons
are suppressed, or*ra(?ldly recited on a monotone. The
choral music of the Catholic Church once subjected to

“ “unauthorised curtailment, becomes unintellio]
‘“say ridiculous.” %) ’ igible, not to

2. The following few remarks on Psalm-Tones and
their construction will be sufficient for the Theory. In

') See Introduction to *“Organ. accompaniments to the

of the Roman Vesperal” by John Lambert. London, 1851. Antiphons

- tioch, the third from St. Peter, is said to have had a visfoﬁ

~“parts, they mutnally answered each other" (evziywdiiovow

~ “matter for meditation during the religious exercises which =~

" the 34 Part of this book, when we come to speak “of -
the Practice of Plain-Chant, a few rules will be given’ !
for chanting the Psalms, which if observed in practice
cannot fail to prove useful. - PR
a) The Antiphon which accompanies every Psalm
or group of Psalms, must, on a Double, — Fest. Dupl. —
be sung both -before and after the Psalm.?) On Fes-
tivals of inferior rank, Semidoubles dc. only the two.
first words are sung before the Psalm, and the entire
Antiphon after. S T
. b) Every verse of a Psalm is divided into two parts,.
- the point of division being indicated by a colon: or-
_ asterisk*. The first member of each Psalm-Tone, i. e. =
~down to the asterisk, is always the same; the second
member has in the 18t 3d, 4th 7th and 8th Tones various
dings, which are called the Terminatio or Differentia,
and in English the “ending,” or “final cadence.” v
| ¢) The Intonation of the first verse of the Psalm -
may be either solemn, (on great festivals) or ferial -
- (on lesser festivals or Ferias). _ S
d) In the solemn Intonation, only the first verse
is sung with the little melodic phrase or inflection at

—the—beginning;—(ealled—on—this—aceonnt—the—nitium—~or—
- @nchoatio), in all the subsequent verses it is omitted. .
~e) In the Choral Books we find at the end of each:
antiphon, the second member or “ending” of the corre-
~sponding Psalm-Tone indicated in notes; and frequently
under the notes we meet the letters E V O V A E.
These are the vowels of the closing words seculorum
- Amen, as every Psalm is regularly terminated by .the -
Gloria Patri. : '

') When the Organ accompanies, a short interlude after each
Psalm will allow some one of the choristers to read the Antiphon

after the Psalm in a low voice, a practice permitted by the Rubric. .-

11

Vide Cerem. Episc. lib. II. cap. 1. n. 8.
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o f). “A‘svth.é modeA of the Anﬁ'h R S
o phon determines the fone
_of the Psalm, — the psalm-tone in truth dovetailing with

wmitial note of the Psalm, in order that the progression
may be natural and easy. The following Table will show
the relative positions. of these notes in each of the eight
~Tones; the round white note representing the final of

- the Psalm.?)

- I. Tonus. IT. Tonus. TIL. Tonus. 1V. Tonus.
] _
=
D F D ¢ E 6 E 2
: _ V. Tonus. VI. Tonus. VIL Tonus.  VIIL Tonus. .
s e ey 3
F - F F F ¢ ¢ & g

- This Table serves for the Canticles, and the festive
_Psalm-Tones, — Toni Psalmorum festivi. For the Toni
"4-I?salmomm Jeriales, we append another ‘Table. which
. gives the final of the Antiphon, and the firs7t note

“of the Differentia_or_ending of_the Psalm-Tone— This
- note is also the Dominant or reciting note.

L Tonus. II. Tonus. . III. Tonus. IV. Tonus.

C e— = IS T oy e—
S e e e e
: D a . D F E c E a

V Tonus. - VI.. Tonus. VIL Tonus. VIII. Tonus.

- - 3

F C F a G .d g e

Ik
ac

L1

- 3

"~ 1) These final aﬁd initial notes will also in th
‘ ) I ) rove useful -
, tr01ts? but not with the Gloria Patri in the resgon'ses tso t.hellr\lTotcléteirE;. :

&) If the first half of th vers th-a
. monosyllable or Hebrew proper name, then in the 279,
4th - 5th - 6th and 8th Tones the last note is omitted.

. but Juda is an exception. This. incomplete cadence is
called entonatio in pausa correpta, e.g. S

A.the'antiphon, and the square black noté the initial of

‘tical with the first words of the Psalm, the latter are

¥

e Psalm-verse end witha

Such words for instance, as tu, sum, Israél, usquequo,
David, Jacob, Jerusalem, Sion, dc. come under this rule;

Ton. V.

_ﬁ_.-u MWW —¢—m WA F

Cre-di-di propter quod lo-cutus sum *

h) Should the first words of the antiphon be idea-

not repeated on semidoubles and simples. For example
in the Vespers for Sunday, the Antiphon begins with the
opening words of the 109t psalm Dixit Dominus; the

- psalm consequently will commence with Domino meo.

_ Observation. When a number of choristers, or-a =
community are singing the Psalms, all should commence
-and end together, take breath in the same place, and sing
the inflections of the mediation and ending to the same = .
syllables. Most of the words are of course sung to the ..
reciting or Dominant note; and so far no rule is requisite .
beyond the universal rule of pronouncing the words clearly, - -
minding the punctuation, and in long verses where a comma -
may not occur, taking breath together at some convenient
point, so as not to interfere with the sense.') But the
difficulty of laying down. a uniform rule for adapting the
syllables of the ever-varying words to the notes of the -
same mediation and ending, so as to preserve musical "
rhythm and correct verbal accentuation,-is not so easily -

" surmounted. The various schemes proposed by many able «-

writers on the Chant and Psalmody -may be classed -
under two heads, the syllabic, and the accentual. In the

1) In the new choral books the breathing places are marked by
a2 perpendicular line | drawn between the words where breath is to -

~ be taken. , s




! accented syllables, these
syllables being printed -in capital letters. This arrangement

18 theoretically ,the most perfect, but practicalty in conse-
quence of the number of rulés it involves regarding the
treatment of short or unimportant syllables, and the ne-
.. cessity of having the entire Psalter printed e

- Magister choralis; — of which this present

else than a translation; — when ask
followed in pointing the Psalms for ¢
he followed neither; because in his
rules to be observed ip both syst
the chant, and. deprive it of that elasticity and freedom
which is one of its characteristic beauties,

__The principle which he applied in the Graduale Ron.,
Anliph. Rom., Directorium Chor

%, and in pointing the Psalms,
was, “Singe, wie du sprichst,”

Le “Sing as you speak.”
Take a Psalm, read it aloud, minding the punctuation, and

giving to every syllable its just pronunciation-and-emphas ;

read 1t as though you felt ‘and understood it. Then lift up -
- your voice, and recite the same Psalm in any musical tone .
- that suits you, — say G. Then sing it to the Psalm-tone,

“introducing the notes of the mediation and ending, so as

not to alter the emphasis and accentuation you observed

~when reading, and that, after a little practice, will be

+ faultless chanting. It should always be borne in mind,
that the text is the mistress, '

- The words must govern the music, and not the music the
.. words. We must treat th

manual is little
ed which system he
hanting, replied, that
opinion the number of
ems tended to enslave

- : l
:read
lam

) In the Preface to an ancient ¢
“Dominam, ;. e. literam, ancillari;
a jure, quam o ratione est penitus

ollection of Sarum hymns we

ancillam, 1. e. notam dominari,
alienum.” :

*

alterable fetter, but.as 2 Yight elastic drapery that on
4 apt itself to the words. - - ol
to ?%ipgcléts)gdance with this principle, in some of Dﬂi% Ijleycv
choral Books: (Ezequiale Rom., loj)cﬁgﬁéms%{:}vﬁg;h;rherethe
and Officium Majoris Hebdomade) the lables armere- the
iati ding commences, are printed in larger ty ¢
gmlftd%?wgleggrglll usg and answering all requirements, ;viég _
‘simple method of pointi&ig tlae_PsgllltélsveI;;i ?3?51}{ ;,mg}z)m :
. F. X. Haberl, and used in the 2 Romanum
'gl}l’dRieI‘lr z}: little Book containing the Vespexillf,lael;n%fm%&
entitled Psalmi Vesperarum.') Over the sy g o woing
mediation and ending in gﬁChSV%:ﬁ glf%”gnge Ognu wha%é'wf g
' indicating the 8-Psalm- - On whatever
fr(l)igblle t’é)hg ’ﬁlgu;e 1,g2 or 3 &ec. is found, ﬂmlit ﬂfl)‘id'llcf)lf.;
;?;ction for mediation or en%mg %g%;%s alll.le tllllgwevér tras
3d Tone, as the case may be. Jre however thred -
i In the third and fourth ending > 3¢
f»ﬁg?ﬁ’f_‘f;fé, tﬁzz inﬁectionldoes1 nog {agnozlh éh:yi)zll)allghia ﬁ?;;%x_'
hi figure 3 is placed, but on .
gg%c%}lly %l;%ceging. 5) In the third ending of t}’i‘% iif;r‘;%%?if
the inflection falls only on the last syllable. ¢) sl
of figuring is not applicable in the mediation fc'o e ferdal .
formb of the 1st Tone. In the 6th Tone, the "fwmces’é]a’i'y’ .
in the ending may be sung to two_ syllab]%s, 11 Og& essary.
By way of example we give here in full the ] e
The figures 5-8, 4-8 united by a dash, comprlseVI_H/ nter-
" vening figures 6. 7. or 5. 6. 7. The mark Iéi’ ol 2 pll
stands for st Fone;3¢ending,8t—Tone;2né-ending ;&

5 4 158 23
1 37 4 6 2358 4 32D s,
1. Dixit Démi-nus D6-mi-no me-o: * sede a,,de):_;:n1 is.. :
| §-miccos tn-os, * : e-dum tu-G-rum. -
in-i-mi- -08, * scabéllum pe-du um.
2. Donec ponam in-i-mi-cos tu-os, cabéllum pe-dum o
i 5-mi " Si-on: domi
3. Virgam virtatis tuae | emittet Dé-mi-nus ex Si-on %
. 4-8 ! 23 A ' ‘ ’ s
in médio inimi-cé-rum tu-¢-rum. . N ;l i‘)éé
4. Tecum principium in die virtatis tuae, | in splendo-ri- S -
) T 1-8 ‘1 23 :
3 35 £ 3 ;
s;n-éfiis-l'um: * ex dtero ante lu-ci-fe-rum gé-nui te

Tl Dot : te i i d of figuring the. -

i ", Pustet, Ratisbon. This metho guring the.
j?sallll)lsljigb;iggei%lgl{llii}l thue Cantica Sacra of Hauber and Ett, re edjt?d ;
by Witt. v R T




A 1847 6 25g-
5 Juramt Démmus et non poe~m

15-8 2.3
: cerdos in aeternum l secindoam ¢r- d1 -nem Me]- chxsedech
1 847 6 238

15-8 28
6. Démmus a dex-tris ty-is:

4 6 258
7 Judlcéblt m natlombus [ im- ple bit ru-i-nas: * conquassibit

1

aplta m ter -8 mul ~térum.

1347 6 258

8. De torrénte in vi-a bj- bet:
187 4 ¢ 258

9 Glorla Pa-tri, et Fi-lio, *

15-8 23

propterea ex~al td - bit caput.
148 23

* €t Spi-ri-tu-i sancto,

1 347 8 238 .

principio, | et nunc, et sem-per, * et in saecula,

Amen,

" 10. Sient erat in
T 4 158 23
:..'sae-cu 16 -rum.

VP

[ 4

CHAPTER 27rH,
THE PSALMS IN TONO DUPLICI ET SEMIDUPUC!

- L The following Psalm-Tones are used :
Feasts of the 1st apq 9nd class (majom),
‘the entire Divine Office; 2ndly Jestis
Dominicis et festis sem?duplzczéus at Matin

18tly on g}t
throughout
duplicibus,
8, Lauds

té-bit e-um: * Tu es sa~‘~

* confregit in die 1rae su-ae reges,

Fmahs 2. Fmalxs 3

, L_i_E:.._.—— ]{::—H—lmi———j___. —-—“l—j’«_-%—m-—r——h——“‘ v

me-is. Se—de a dex—tms me -is. Se-de - a dex.-v .
Finalis 4. g Finalis 5.
S . ] ‘:'_“:u::i:ﬁ’*..‘ IC
i me-is.  Se-de ‘a dex-tris me-is.

- 2, Vers. -n..““’""'t““‘"!""" = *«“—ﬂk"" "'”“‘—
T

*
Do-nec. po-nam i- ni - - mi-cos tu 0s, scabellum

e =

pe-dum tu - 6-rum.

' Initium. , Me(:iitxig.
| Tonus IL.: Eg—l—%&————-; SRR e

1. Di-xit Dé-mi-nus Dé-ml N0 me 0:.%

Finalis.
— 1 —
) _._.__.—_H—-——l—--_ —a—
_]_E ] .

se-de a dex-tms me-1is.

l—n——.—-——-———-!—ﬁ :H:n—h—i——-ﬂ—l-:w :

2. Vers, 18=

and. Vesp ers.only.

N

Observatl on. The white note = before the Initium
- represents the final of the Antiphon; the black w is the
recxtmv note or Dommant of the Tone.

: Initium. —
— ] — T —y—— Pl
‘Tonus L === L R o

1 Di-xit Do-mx-nus Do—mJ-nO
Mediatio. ~ ‘
e oaus 1.
n “::; (R — W= W

——— —
———— - —
~ “—-._. . .’

Froe s

—

Se-de” a det-tns me-is.

._Ax
me-o: N

be—de a de-xtris,

Deﬂee~p0n&m-}rnmieos~ttt=or*‘scsr-bél'lum”"p‘ 4

I Intonatio in pausa correpta. - .
e i e e
oS

Ps. 131. 1. Me-mén-to Dé-mi-ne Daryid: &e.

tu - 6-rum.

‘Init_ium.

—giE

..._=- D SRR |

Tonus I1I. :

m | .
1. Di-xit Dé-minus. Dé-mi-no

=M
1 -

iati Finalis 1.

Mediatio. _
:E—:‘“—-n—%n—n*—-——!—-—— e e e
= o :

me-o: * se-de a dextris me-s. Se-de a dextms ,




 Finalis2.  Finalis 8. . Finalis 4,
\E*'-'-.ﬁ*- & "“'*'--~~-~.~§E"“' =
me-is.  Se-de a dextris me-is. Se-de a dex—trls me-is.

Intonaho in pausa correpta.
—R 3 e u—u—-n«-o—n—o——- -——-!—I(E—’:————-

=l

Dé-mi-ne proba sti me’ et co-gno-vi sti me.

g 2. Ver S. :Q:—:FSIE :‘—.:na——l-—ip-— ;———x—'—: . o Inltlum. ) '
| == e e e e e
Donec ponam ini - mi - cos tu-os, &. b.TOHUS VI P '§ B

=

o - ’Initium. . Mediati . Finali
Y - e = W S~ e poutrepa ~ y : €ad1a.t10. . malis.
TODUS IV. _*.‘:s:= ﬁ' !1' -8 5“‘ C n-—:§!-——i—n——-~—’~———-l H—-—:]}:
: 4
L Dl-Xit‘ Dé-mi-nus Démi-no «
) A ‘ me-o0: * se-de a de‘{ tris me-is.
: Mediatio. Finalis 1. v ’ . Ny
———— —_ PP —x ' ’ R — =
:F . :HI - ' ] 5 ad ._~ :]E_—. N— ﬁ‘“i .—,w— 2. Vers. _i:!‘ .-.—!':L : T . " ——
4 ’ ; c - s e 4
me-0: * se«de a dex-tris me-is. Se-de a dex-tris Donec ponam inimi-cos tu-os, &c.
Finalis 2. Finalis' 3. ' : . ‘ Intonatio in pausa correpta.
; : R AN RN W[
; '—'PF‘_ -hu—qLE—~i!-l - l-—-—h—-l —u 3& e ——— —_— _jg_-_.l M——a—N 5 —y—N iPE
. - il .
Y edis. Se-de a dex—trzs me-is. Cré-di-di propter quod lo-ci-tus sum, &e.
] . Initiam. ’
e U S TR—— W A= - e — =
% Vers. yy—*wmmy eSS i S E R Tonus VIL P e Rt
1 “ . , , 4 = — -
Donec ponam inimicos tu-os, * sca-bél-lum pedum 1. Di-xit Dé-minus Dé-mi-no o
Intonatio in pausa correpta. : - Mediatio. Fmahs 1. ' A ‘
T e b e e e B r~-—-”—%——- : :gznt:g:n*r—n——i-—n = JE L!‘:ﬂ“‘" v,
HENE. -k=1= :
tu - 6-rum.  Cré-di-di propter quod Io-cx’x-tus sum. &e. me-o: se-de a dex-tris me-is. Se-de a dextris
S : Initium. _ ‘ Finalis 2. N Finalis 3. - " ‘.__ .
R V. - o o™ :n._... TR e My — :n:u: o
Tonus V. F== gEE_____.__ T F 3= A ==
1. Disxit Dé-mi-nus Démi-no me-xs. Se-de a dex-tris ‘me-is. Se-de  a dextris
. Mediatio. ' Fmalis.‘ Finalis 4, - u Finalis 5.
‘_nﬁ{rg_.g_a.__._n_ﬁ‘__ﬁ_. = p— | ____Tw_n——glé— =N "‘7.7"‘.‘!—3{5
me- -0: * se-de a dex-tris me-is. me-is. Se-de a ﬂex-tz‘ié me-is.

' 2 Vers. -:E--_E,t

e
Y

-

7 4
. Donec ponam inimicos tuos, * scabéllum pedum taérum.

2 Vers, Jp=memmm————— :"*iﬁtn!:{:!:ﬂ:ﬁ_ !-——-‘Iii;ig‘g

. - ’ 5
Do-nec po-nam i-ni-mi-cos tu-os, dc.




172

Tonus VIIL ;E:—az if[r‘;;.!——.l—o—'i‘—un‘—o-l—dﬁ—

T Pmtst—
4 —R

df:ll—' r = ———
Nos qui vi-vi-mus be- ne;di-ci-mus D4-mi-no.

= E e R 3k

, 1. Di-xit Dé-minus Dé-mi-no
‘ “Mediatio. ) ~ Finalis. 1

1. Finalis 2. : The 28 remaining verses are sung in the following

— R N R T e — = pou 1 o e ' : '
S R T simpler style. o -
DT T . = [ ' 8 — VR . —

“me-0: * se-de a dextris me-is. Se-de a dextris me-is. ] —— o : —* ”_'—:}TLF—?L——'
9. Vers. :_—-——F—————H}F:'jg— —— Fa-cta est Ju-dae-a san-cti-fi-ci-ti-o e-jus, *
v ' e w . S — =

| Donec ponam inimicos tu - os, . : %E”,—‘—”—”—ﬂf’-g_!! W

- Intonatio in pausa correpta. . o I-sra-61 po-té-stas e - jus.

i~ Wi~ ™ s B B —d—T. : R

e e SRR L e

: ; 8 .
Meménto Dé-mi-ne David, * et o-mnis mansn-e-td-dinis

ejus.

~ . IL For the 113t Psalm In emity Israel, there is a
- special chant constructed from a combination of the 1st
. and 8% modes, and called Tomus mixtus, (also peregri-
nus), irregularis. This irregular tone is only used with
. this Psalm when the Antiphon Nos qui vivimus accom- .
- - panies it; on other occasions, when this antiphon does
. Bot occur, such as the Sundays in Advent, the Epiphany,
- Easter, Pentecost and Trinity Sundays and on the Sun-.
days during Paschal Time , this Psalm is sung in the
... Tone correspondingto—the—Antiphom— ‘
o The first verse of the Tonus peregrinus and its
- - accompanying Antiphon are as follows: ’

CHAPTER 281m,
FERIAL TONES FOR THE PSALMS; — THE CANTICLES.

I. The Tonus ferialis is employed: 1st on minor
Doubles, in Festis dupl. minoribus (i. e. on all Feasts
which are not of the 1st or 2md class, majora), and
on Sundays and semidoubles, at Prime, Terce, Sext,
None and Compline. 284 in Festis sz’mp?zczbus et
- Feriis throughout the entire office, and in the Ofﬁ,cevr
~ for the Dead. ' _d Porial Toned f(;l-‘

bservation. As the Eestive and Ferial Ton
the Ig)s'alsms differ only in th%nz‘tz’um and partly in the

-—-b-‘——-— ——

] i —— - ‘*‘*El”-g—f—!—!:u—m—i—'-

I N ——— b -gi‘fé : - mediatio, whilst the endings r}&lamaﬁintthe S{)lme (;fitthgvggrs%e :
TS I - ~ . ' . » to. give the first member, ARSI
. Nos qui vi - vi-mus. fn x-i-tu I-sra-el de Aegypto, '(j)&nllly tﬁ??:?ggs h::_‘g gun%; alike. The Intonatio in pausa
i :L"'th:hln_:_.-zi__._._. I correpta in the prescribed Tones, will be the same as o -
IF J—A—g— M~ |

preceding Chapter; the Initium only is ferial.

: I Initium. Mediatio. o
3 S —E—N—N— ——-—k-—-Q—ﬂ— W=

I Tonus. Rt e WE

n According to Gerbert the Tonus peregrinus came from France
where the Roman Singers, sent there in the 9th and 10th centuries,
heard it, and brought it back with them to Rome. '

L] R
ir Di-xit Déminus Démino me-o: * &c. L
5 Finales.




Initium, " Mediatio.’

1. Dixit- Dommus Démino me-o: * &e.

Initium,

Mediatio. -

III Tonus —E——g: I

- -e_

4 Finales.

Initium. . Mediatio.

. IV TOHHS. *F---F_. ig:s—l—l n——o-—y—.-:t_._ - ﬁ——

‘_.—~

3 Finales.

Initium. Mediatio.

. V TOHUQ. _"E—}- Il—i-iE—H—h———l—o—l——n—o_ -_i-..-.g}:N

3

ﬁ

1. Di-xit Do-mmus D6-mi-no me-o: * ge.

Initmm Mediatio.

i VL. Tonus. 35

1 Dixit Déminus Démino meo: * &e.

Initium. Mediatio.
s --u—"'--0~~~— e
R =

) 'VH. Tonus

I Tonus. 35=Fxm= R S R e

- —h—n—o—o—!--o—n—,, "‘jE“'.

1. Dx-x1t Dé-minus Dommo me-0: * &c..

1 Dixit Dommus Démino me-o: * &e. -

TIE_e Elg Ts—l—u—ii;o—-—u-rﬂ_u__ sl

‘versum solemmtef etla,m in - ofﬁcm ferlah vel Defuncto—-
rum.” (Direct. Ckom “page 37%.) %)

The first verse of the Magmﬁcat has not enough
“of syllables for the usual Psalm chants and is intoned
in each mode as under; the second and following verses;-
“and the first and all the verses of- the Benedictus are‘
- sung accordmcr to the chants in preuedmg chapter

v Imtmm Medlatxo. Fin, 1
1 Magm’ﬁcat " énimzi mea Déminum. :

S .H—I—H—I—O—i—ll‘—i— e —¢—p¥ 7§E

1 Ee-ne- dlCt!lS Do ml-nus De-us
2. Et ex-sul-td

I-sra-él;* &e. .
- - vyit Spi-ritus me - us; * &e.

Initium. Mediatio. Finalis.
e - :;_____
——eE“—le_.-”"q LR t:"%f:

Magnificat * 4nima me-a Domlnum.

I Tonus. 3

2\

_‘;= — et b e _N— i
8 .nnno-uuloi%

i iy
-1. Be - -ne- - dictus * &e.

Dé-mi-nus De-us I - ‘sra-él;

1. Dixit Dommus Démino meo : * ge.
o 5 Finales.

Initium. Mediatio.
EEE w EE—n~-—-~o—-—u—o---ﬁ—uL —

o VIII Tonus.

— e

1. Dixit Démmus Dommo meo: * &e.
2 Finales.

“and in that of the B.V. M.;— the Magnificat, every verse

should be sung in the solemn form used for the into-
‘nation, even in Ferial offices and the Office for the
Dead: “inchoantur et /decantantur usque ad ultimum

IL. In the Canticle of Zachary — the Benedictus, 8

Initium, Mediatio. Fin. 1.

E_ IEE_ “ro—nq—---o-n-- = 5 Soug }

, Magmﬁcmt * dnima mes Dé-minum..

_III. Tonus. F=

_______ . P
--——y—l 'H — e éIL
1. Be-ne-di-ctus Dommus De-us I-sra-el * &e.

2. Et ex-sul-t4 - vit Spiritus me - us; * &c. : :

') Where a custom (consuetudo) e*usts the ccmtwa may be sgng o
et -

in ferial form when the oftice is ferml S. R C. 9

9. Maji, 1857.
Ephem. Tom. III. p. 587.




. s Initium. - Mediatio, * - Fm_ 1. ‘
N IV Tonus 1‘% t:'%‘: TR S e H—r_ﬁ
. {

Magmﬁcat * &nima mea, Dommum

R NN e = i e W=
== "';__;h" e i —F

1. Be-ne- -dictus Dé-mi-nus De-us I

- CHAPT ER "QQTE' G
o MATINS.

R Every Ofﬁce has seven parts or hours )
" viz, Matins and Lauds, Prime, Terce, Sext, None VeSpe
' "and Comphne ‘The ﬁrst part Matlns (kom matuting

'Sl‘a &L * de. , or-morning prayer, to which Lauds-is always: 30111e
- 2 Bt exsul-ti - vit spi-ri-tus me-us de. was ongmally called “vigilie noctumae because recited
o e [ ts during the night, as the Romans wer.
L _ Initium. Mediatio. Fin, : Am three par -
' - t into three watches. -Late
V. T o et Y D e B R acciistomed to divide the nigh
V. Tonus. T ey = |

on when the recitation of the office was confined - (as.a
Magnificat * inima mea Do'mmum "‘*duty) to the Clergy, .these three parts were’ united, and
Lauds or vigilie matutine joined with "it, 50 as to make,:

one important hour of prayer.

Matins begins with a Pater, Ave and Credo szud in-
silence,. then the Verse Domme labia mea dc., chanted»
aloud, and then the mtroductory supphcatwn Deus in -
adjutormm de. After this comes immediately the Juws
tatorium with the 94th Psalm, Venite- exsultemus. ‘The
Hymn and the 3 Nocturns follow (each Nocturn consists

Initium, Mediatio, Fin.

: VI. TOHUS .|h_e F §E_.quﬂ't_ﬂzi"‘-—.’jﬁl_—~:‘:¢§g

Magnificat * dnima meg Déminum.

—_——

i — :_?_::u—r. —! ::u—'

E=== === =r=3
1. Be-ne - di - etug Déminus Deus I-sra-g]: *
2 Et ex - sultdvit

spi-ri-tus meus &e,

’ Initium.  Mediatio. Fin. 1. of 3 Psalms with their antlphons of a versicle a,;ld re(i
~ VIL f ONUS. RN e ANea 4 e il . sponse, and of -3 Lessons with their Responsoria); an
E E EE - ’5* 4nima. mea D .@E g LLLs-elgsed—(e&eepHn—Fem&l—-ofﬁceS‘the*(‘)fﬁWS"G‘“FW 3
: e —— ' i ‘days, and the Office for the Dead) with the “Ze Deum
i ‘L“*I'“'_H_rn" e then Lauds are intoned. In both festive and fenal

1. Be - npe - dzctus Déminus De -us I
2. Et ex- gy]- -t4 -~ vit

Matms We commence the chant with
s1a-e1, * &e.

Spiritus me - us; * &e.

B —-—o—n—q—n-—o—-—u-u—n u—o—u—gﬁg
| —)

Hebiomad. - Dé-mi-ne, lé bi- <a me-a a-pé- rx-es
C’homs Et 0s meum | annuntléblt laudem tuam.

flll

- ’ Initiom. Mediatio. Fin. 1. .
VIL Tonus. F=x T E =i
' Magnificat * 4nima mea Démmum
’ -E:—-—.n—— R

. 1 Be-ne- dlctus Dé-mi-nus De us I-sra-al; * &e.

The Deus in ad;mtomum has a f estive and &
: ferml mtonatlon ) The f estxve mtonatlon Is as follow

—

: ') Also in Lauds, in the hore minaves and: in Vesper and Co l.ine ;
lt hag these festive and ferial mtonatlons ’ In thefOfﬁce of. Holy eek,

T

R A T VNN NN




S a) T ‘Festo dupl.- et ,sémid. ad Oinn.ei:horas.;'
" Hebdomad. -~ - . - ST
~l——"~ 51" N—u—N

-u!:—o—--—-u-—iq—!—.n}—g—qjjf——-.——f

« 'De-us, in ad-ju-t6-ri-um me-um in-tén-de,

b
3
o

o —

. - K
Doémine, ad-adjuvdndum me fe-sti-na.

.-m——-——‘-—”——_h—q——mn%
. 1 H ;I ) . !_

. et Spi-ri-tu-i san-cto; sicut erat in principio, | et nune,

: .i%_-in!——»————

.. et semper, | et in saecula saeculérum. Amien. . Al-le-ld-ja.

 From Septuagesima Sunday until Thuorsday in Holy"
-Week, instead of the dllelwia the following should be

‘sung:
o EiE

“The ferial intonation for Matins is as follows::
b) In Festo simplici et Feriis ad Matut.

Laus tibi Démine, rex aetérnae glériae,

‘Gléria” Patri, et Filio, -

AR

SEESE—SESs

= ; ..:..'_l‘ : ’ hat{
Hebdomad. __F—-'—i-ﬂl‘- —h’;

Deus in adjutérium meum inténde.

RN W
- - | )

—

Chorus.

——H—I!~g~—0—~'—w
Glé-ri -2

D6-mi-ne, ad ad-ju-vén-dum me fe-sti-na.

B o B o P e B~~~ e~ e~ ey el
'I | J . | |
Pa-tri, et

-

Fi-li-o, et Spi-ri-tu-i sancto: Sic-ut e-rat in

- and of the Epiphany, the Office begins with the Antiphons and PSalms,

©are to be said.

and in the Office of the Dead with the Invitatorium, if three Nocturns ~

- words “Venite adoremus.”

o verses of the 94th Pgalm

it

™ oy Yo~ e~ e~
3= ]

T e e~ e o
3 - ] -

- prinef-pi-o, et nuie, et” sem-per, et in sae-cu-la sae-cu-
i e o~ e e b - Bt e J~ e
—2 s | ) L

16-rum. A-men.  Al-le-ld - ja.

e

¢) Infesto simplici et Feriis ad Laudes et ad reliquas h‘ofas.'__

'——~—~—————~.:H—-~—~——-~—-————u— e
e . o o BT H.%‘v,

¥. De<us in ad-ju-t6-ri-um me-um in-tén-.de. o
' Chorus responds as at b.

verse adapted to the Office, and so called b ‘
sort of invitation or encouragement to.the work of praise
which immediately follows.

by an asterisk *, and the entire verse or latter part

3. Then follows the Invitatorium. This is a ShOI‘t
ecause it is a~

") It generally closes with the
It is divided into two parts

18 sung antiphonally i. e. alternately with - every two
, “Venite exultemus Domino,” ..

In the Office de Tempore it is found in the Proprium
de Tempore; for the Feasts of Saints it is taken from -

the Proprium Sanctorum, or if there be no Proper, from' -

the Co :

Vi nctorum; on-the-feasts-of-Virgins—from-

the Commune Virginum, on that of an Apostle, from the'.';
- Commune Apostolorum, (if no special one - be provided - :

in the Proprium de Samctis) § ., ,
. On the feast of the Epiphany, on the three fast days

~.of Holy Week,’) and in ordinary Offices for the deadf
((except all Souls Day, and all days when .three N octurns. -
are to be sung), the Invitatory and 94th Psalm are .

') The Imvitatorsum is supposed to have been introduced by Pop”e'j :

Damasus, or certainly by St. Gregory. . )
*) The reason given for there being no Invitatory on the prpha_nyy,ﬂ
is, that the Office of the E iphany is of older date than the Invitas:
tory; and as the Liturgy of P?oly Week is all of a mournful character;
- the joyful summons of the Invitatory is considered out of place.

12%
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;,0m1tted In Paschal tlme (from Easter Sunday till Satur—
‘day after Pentecost,) an dlleluia is joined on to the
Invitatorium. The 94th Psalm (as indeed ordinarily speak-
‘Ing every Psalm) closes with the Gloria Patri, except
n the Officium “de Tempore (Sundays or Ferlas) from

‘the. Gloria Putri. Should the Inwitatorium be taken from.
“the 94th Psalm, (as on Ferius) then the same words in
the-Psalm are ‘not repeated.

The ten different melodies for the Inwtatory-Psalm

~ for the 8 Tones given i full, for the 4t Tone in
. three forms, for the 6t Tone in two.?) The Cantores?®y
- sing first the entire Im;ztatormm the choir repeats it.

- .Then the psalm “Venite” is sung by the Cantores, whilst

3 verses) the entire Invitatorsum, or the latter part of it.
We give as examples the Chrlstmas Easter and Requiene
Inv1tator1es The figures 11* &e. md]cate the pages of

' the Direct. Chori whence these e\amples are taken .

. i_r—rE_:——-‘Hhi Hi—ﬂllﬂ W —gi—] Hp_‘.-ii‘-' ”-3——-..!—.— o oo

1 Chn-stus na- - tus est 'no - - bis: * Ve -.ni-te

. ‘J
- ad -o0-ré - mus. Ps. Ve-ni-te, ex-sulté-mus Dé-mi-no, &c.
Ton. IV. pag. 11*

. ") The 8t Tone is not found in the Commune Dmectom as it
~“only occurs once m the year, in the 3¢ Nocturn of the Feast of thc
.. Epiphany.

*) Fuller mfoxmatlon for the full ceremonial in solemn vespers.
when the ministers in cope, as Cantores, must give the Intonations
“to the officiating dignitary, Vicarus,. Caunonicus or Episcopus in a-
-determined order, may bé obtained fFom the several liturgical bookc :
and in a short form from Schuéider’s Manuale Clericorum. :

Passion Sunday to Thursday" in Holy Week. In Offic.
\‘Defzmct -the Requiem. ceternam d¢c. is sung instead of .-

. ;_t n—u—j—m:‘: e, oy e

are found in the Antzpkommum and Directorium Chori; . -

 the choir repeats after each division of the Psalm (two

;__‘nll = ‘.'g' W jE—-Vl ] :I—l-—O-—l—H—-H—;—n_j E '

_laudis honorés in the 1%t strophe, should be sung instead

" “of the saint’s death, and when mdlcated in the Calendar
or Ordo by MS or mut. 3. vers.

Ve fm-te, ex-sul-té-mus Do-mx-no do.

_'.",‘:—nl:n‘_—u:n:hl:g:—: | —J_“.—:HHJ—”R_. ﬂﬁ
3 Re-gem, cu-i é-mni-, v1-vunt * Ve-ni-te ad-o- re-mus-,

) 3 I
~

Ps Ve- i ~te, - ex-sul-té-mus D6-mi—no, &c. Ton. VI p. R
4. In Officium de Dominica et die- solemni the

_. Chanters intone - the first words of the Hymn to the-
~officiating- prlest or Hebdomadarius, who repeats them. :

If the Office is not solemn or de Domzmca, the ch01r ;
intones the Hymn. The Hymn is taken on certain feasts, -
from the Proper of the Feast, or from the Psaltermm

dispositum per Hebdomadam, the Propr..de Tempore, or -

the Commune Sanctorum. On' the three days precedmg
Easter, during the octave followmg, on the Feast of the .
.Eplphany, (at Matins only) and in the Office for the &
Dead, the Hymn is omitte'd. — The last strophe of _

“the Hymn is often varied according to the season. “This .-

alteration is generally moted in the Calendar, (and m
Direct. Chori) and applies to all the parts .of the Office.
In the Hymn Iste Confessor the words meruit supréemos-

of meruit beatas scandere sedes, when it is not the d'ay

T
'

5. The Hymn is 1mmed1ately followed by the Nocturns

(hor@ nocturne) three or one. All Festivals ritw dupl. :

et semidupl. (except Easter and Pentecost) and all Sun-
days have three Nocturns. Festa simplicia, ferias and




.

out one Nocturn, - | |
. The Nocturns consist of Antiphons,?) Psalms,?)

Benedictio, the Lessons and their Responsoria,

- In Dominica et die solemni one Chanter intones the
first words of the first Antiphon at Matins to ‘the Heb-
-domadarius, who repeats it. When the Office is not de
Dominica or solemn then the officiating Priest alone in-
- tones. In Festo duplici the choir sings the remaining
~words of the antiphon to the end, ' ‘

- Psalm;®) on Vigils, in Quarter-tense and on the Ferias-
- of Advent and Lent, only one chanter intones the Psaim.
- When the 1stPsalm with its antiphon is sung through,
then in Festis et fersis one chanter intones the initial
" words of the other “antiphons to the Canons or clergy
- -assisting in- choir according to their seniority and rank.

~ (ther Psalms are intoned in order by the chanters in
‘the same way as the first. It is only when the Psalm
- Is, immediately followed.by an antiphon, that the next
_psalm is intoned by the chanters ; if several psalms follow

vigiis' and Easter and Pentecost vs}_ith théfr bqtavgs have e  .O‘b's':éfii;'v;atti‘o'n:?“"'Oni-”thé_‘three'last‘-idays.;o ‘HolyWe

a Versicle (¥) and Response (R), the Absolutio and

EEENEIE R G. Ps. 23, V 'Top‘, 10Vers

Two Chanters then intone the first verse of the first

- The Canon or other in choir repeats the intonation. The

the Gloria Patri is omitted at the close of each Psalm
Consequently for the last member of the last verse,
special ending is prescribed to be ,u,sed"for every Psalm
without distinction, namely: ~—-~ - :

- " Mediatio. © . L
T Na— R — S — : o

~ - = I

Quis est iste Rex glé - ri-ae? Démint1s'vi1'tﬁt.um'ipse :

w LI

—]
¥ —m —
est Rex gl6-ri - ae. “ ; -
“And so in all Tones and on all final verses.

i
E—a—N——n i
7 3

-1

6. In Dominica et die solemni two or more’ chanters
sing the Versicle; in' Feriis et festis non 'solemm'_b@s
two of the music-choir; on Vigils, in Quarter-tense, and
on.the Ferias of Advent and Lent, only one of the
music-choir. S

[
ot

Toni Versiculorum.

~a) In Festo Duplici. ahchaga e

" on without anantiphon, only the first is intoned by
“'the chanters. ‘ '

') According to the season and rank of the Festival these should

of lower rank only a few words (as far as the asterisk) are intoned
- before the psalm.” Paschal time each Nocturn has only the first
‘antiphon with Alleluia for all the Psalms, except on the Ascension
- and Pentecost with their octaves. ' ‘ .
- ) The 1st Noct. de Dominiea has 19 Psalms (4 for each antiphon)
.. -the 2nd and 34 Nocturns have 3 Psalms and Antiphons. The Ferias have
" 1 Noct. with 12 Psalms and 6 antiphons; the festa dupl. and semidupl.
have 3 Nocturns with each 3 Psalms and antiphons; the festa simplicia

- is 6 antiphons and 12 psalms.

». accompaniment,

A

. be sung (in »itu dupl.,) both before and aft er the Psalm; on festivals .

. and Vigils have the antiphons and psalms of the Feria occurring, that .-

°) When the Organ is played this verse should be intoned without.

' o — T
T . : i l._a_i.!i.!.__af B
¥. Constitues eos principes | super omnem terram, a, . a - n?% l)
R. Mémores erunt | néminis tui Démine, . e, &
. ' b) In Festo Semiduplici. L
z — - — - ; b 1 g
 — : '5' Ma-d h”!"d::FE———f“" :
¥. Di-ri-gd-tur Dé-mi-ne | oritio me-a, a. .
R. Sicut incénsum | in conspéetu ty-o, 0. ,
¥. Angelis suis mand4vit de te, e.- _
B. Ut custédiant te in 6mnibus viis tu-is, - s '

*) Should the word end with a consonant, the vowel should have -
the ”)Wma; and the.consonant be only pronounced at the very end,i,
and then quickly. _ :




-J"Thls method of smgmg the Versmles and responses

Ivals (mtu solemmni to semid. mcluswe)

. N c) In Festo ‘S_lmpl. et diebus ferialibus per totum officium.
: "‘.'-’,: : B -"l

'last days .of Holy Week,
of the Office for the Dead the versicles are sung as follows
e -—-In-!- : : : n-—‘--.—ﬂ~ : l;lt

¥ Avertantur re- tror—sum | et e-Tu- be scant.
R Qui cégitant mi-hi ma - la.
¥ A - porta infe-ri.
 R. Erue, Démine, dni - - mase - 6 - rum. ')

: 7. After the Vers. and Resp the officiating Prlest
smgs

K :E—h—l‘—ﬂ

- |

n—] c 3 ﬁg

 Pa-ter noster secreto. ¥. Et ne nos mducas in tentati-é-nem,
. _Chorus. B. Scd libera. nos. a.

-ma-lo

ds also to be adopted for the versicle and response afteraj
the Responsoria brevia in the.minor hours on-all Fes-

i
I —J1-
':JV Domme in coelo ] mlsermordla ‘tu-a. - -
':R Et véritas tua | usque ad. ~ nu-be - 8.

Observation. In lVI‘LtlDS and Lauds for the three-
and in Vespers, Matins and Lauds ..

__‘ J E—

; Chov us R Ameu

vivis ‘et regnas | in saecula saecu-l6-rum.
" vivit et regnat | in saecula saecu-16-rum.
et miséricors Déniinus. -

Then a mmzster clzoro ‘assistens goes to’ the Lectem\

—l—n —u— ~—u—n—§ 4 =
Ju-be domne benedicere.

The Hebdomadamus answers Wlth the Benedictio. Of

the 12 customary blessmgs we gwe here only a few;
as the chant -is - alike for all. o

A

“or readmg desk and sings:

E—— T — o

Benedictié

==

{
*

1]
'
i
1
I

ne per - pétua,

Dewspa - - - - - - ter o-mnipotems, -
Evangé - - - -° - - 1i-ca léctio S
- Per evangé - - - .. li -ca dicta

it = “ﬂt—““'_"_ﬁ“

benédicat nos Pater ae - -

tér-nus. _ B
sit nobis propitius et cl’eme.ns. 1R A-men.
sit nobis salus et pro . - - - té-ctio. . :

deledntur-nostra-de—— o l-w gt

v Hebdomad Absolutio. . :
";,—-—n-q— ' — -

Exaddi Démine Jesu Christi | preces servérum tuomm, ]
Ipsius pietas et miseri - - - - - - -
A vinculis pecca :

et mi-se-ré-re no-bis qui cum Patre et Spiritu sancto |
cordi - a nos ddjuvet, qui cum Patre et Spiritu sancto[
té~rum nostrérum absélvat nos | omnfpotens

S ') In 1: Noct. Offic. Deﬁmct this response remams in the plural
“even though the Ofﬁce be pro uno Deﬂmcto

In ritu- simplici, feriali-and in Offic. B. V. M. and ..
wm Sabbato the Absolutwnes and Benedzctzones are sunoF
~as follows: E . - S
A.bsolutio.

= =

Précibus et méritis. B. M. semper V., l et ommum
Sanctérum | perdicat nos Dommus—— :

an

. ¢ a‘ .
Fw o ——w—a—r
!_ 3 o .

| — S

ad re-gna coe-l6-rum. R. A-men. . S




;Benedidtio.: ! : S
= - S SE=mEs el

S | ] ™ N ") '71—"
. Nos cum prole pia | benedicat Virgo Ma-ri-a. R. A-men.

8. The Lector (minister choro assistens) sings the
‘Lesson in the following manner : :

Tonus Lectionis.

] — —

e -
E l‘laqt

- De Acti-bus -A-po-sto-l:i-rum.z

l4ad

R T
-}

Petrus autem et Joannes

. , ‘Sie_dicitur Punctum.

=
] =
| Y |
ascendébant in templom | ad horam oratiénis no-nam . . .

—

i Sic dic. Monosyllabum

§—-~mt—--——————— T —

—  — ‘
Intuens autem in eum Petrus cum Jodnne dixit : ré - spi-ce

i

aut accentus acugus.  Sic can. Interrogatio.) Sic regulariter finitur Lectio.

- R — Y = § B Yo o1
= &= ——===_
in nos. — Quid ergo erit no-bis? - Tu au-tem Dé-mi-ne
R e e py e ey oy ey 5
i 3 o 7] JL - o——d

T mi-se-ré-Te mo-bis. R. De-o gra - ti - as.

. Observation. The Lessons in Offic. Defunct. and o
the three last days of Holy Week, have no désolutio, Be- -
- medictio or Tu autem Domine at the end. The Reader be-
- gins the lesson after the Pater moster (recited in silence),

he uses the punctuation noted in the above éxample, but
does not close with the fall to the fifth, or with a dif-
- ferent phrase, but on the reciting note sung somewhat
~ ’slower and more solemnly; e.g. :

) In the 9t Lesson on Christmas Day (and in all similar in-
stances) where on the words factum est, the accentus acutus and inter
. rogatio seem to come in collision, the tnterrogatio should be sung on
~est, and the accentus acutus be allowed to drop out. - ‘ S

“'has for Lessons the so called “Lamentations” of the

~official Direct. Chori and in Officio majoris Hebdomade.

..,_ — e - T _Qh_ — — - e
- 5 ¢ [ n;{ !0!}0 n—n jon LH'E}..;.J_"”W—»

~an idea of the old chant for them. Some changes were made, but so - ..

e S e - -t~ e g iy~ -
; J ] | ] ] i s 1 S—

cu-sto - di-vit Spi-ri-tum me-um.

" The first Nocturn of the three last days in Holy 'Wéék

—

Vi-si-:4-ti-o tu-a

‘Prophet Jeremias, and they are sung to peculiarly solemn
and affecting melodies.’) We give a portioii of one here as
a specimen. The 9 Lamentations are given in full in the

Tonus Lamentationis.

ISR AR w A Qg*izn;iﬁ!: Hﬁ}_t!ﬁggétﬁ‘_; i
De Lamen-ta-ti-¢-ne Je-re-mi-ae Pro-phé-tae. = Heth.

—tp

] R
Co-gi-tA-vit Démi-nus dissipire murum fi-liae Si-on: teténdit

~~~~~~ i e ey e e ety S e Vo R u:_
T e R I B S R e B e B S

funiculum su-um, et non avértit manum su-am a per-di-ti-6-ne:

v e o B @ - I 7_..._.._.__...._ .._!;Z'H;__._.‘_._‘... _>
,315_'”"”“ —a-4—9¢ _I] r&:]] ] ! ° 50 ) g;_y.q&;_g!%& ;

lu- xit-que ante murd-le, et murus pa-riter dissi-pd - tus est &e. i

"} These “touching elegies,” as Card. Wiseman calls tlfem, when  *
ell-sungform-one-of-the-most-striking—features-of-the-solemm Office——
of Temetre. At Guidetti’s time, as Baini tells us (Vol. IL pag. 103

- Memorie Storico-Critiche) the Lamentations were not usually sung in

Plain-Chant but in figured chant or read; and & manuscript in the « -
Vallicellian library containing the three Lamentations of the 3¢ day, -
was the only one Baini knew that could have furnished Guidetti with -

judiciously, that Baini suspects Palestrina to have had a share in them.
The figured music for the Lamentations of Carpentrasso, introduced in' : -
the Pontificate of Leo X, held. their ground in the Papal Chapel to'
the end of Greg. XIIIs reign. But no sooner had Sixtus V. ascended -

- the throne than he ordered that the 2nd and 3¢ Lamentation on each

evening should be sung in Plain-Chant; whilst the first. might be in =
figured chant, but not that of Carpentrasso which he did not relish,

- and the genius of Palestrina was not slow to correspond with the

Pontiff's wishes and é)roduce his incomparable ;erangg‘nxehts. In the
preface to the Plain-Chant lamentations Guidetti says presertim_cum
sanctitas vestra. lamentationes, quas ego ad musicam rationemt restitue--

“ram, in pontificio sacello voluerst decantari.”
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‘ Ev'ery'; Lamentation concludes with: -

bl e e ‘g:'}:li;tg:tjgilﬂfhj—"ﬂ —— 5—’—':“'1

- Je-ri-salem, Je - rd-sa-lem, con-vér-te-re ad Dé-minum

L ';.jg—_"“’g:u:,;._g;[g._;rg P —

Deum tu - um. : S

. or Response, which consists of three parts. The first
. part is the response properly so called; the 21d part
.- begins with a wersicle; in the third part, the second
- half of the response, or first from the asterisk * ig
. 'repeated. , : :

Should the Office have three Nocturns, then the 34
- Tesponse of the 1%t and 2nd Noct., and the 21d of the
34 Nocturn (except in Passiontide) have a Gloria Patri,
after the versicle, and when this is sung, the second
~ half of the responsorium should be repeated. When the

‘Office has only one Nocturn, then the Gloria Patri is-
- attached to the 2nd response.

If however the “Te Deum” is not said, then the
- Gloria_Patré is_attached to_the -34 response—of—the-34—
or only nocturn, as the case may be.

Observation. Any alterations in this order of the -
Responses in the Matins of Christmas, Easter, Passiontide,
: Holy szeli &c. are clearly indicated in the Choral books.

)

= ') The responsoria are not to be confounded with the short response
In answer to the versicle, of which we spoke in parag. 6. of this chapter.
. They are of greater length both as to words and music. The ancient
- Tithalists are not agreed about the reason of the name; some saying -
they were so called because one singing, the whole choir did answer
them; while others say they had their name, because they answered
to the lessons. Baini tells us that the Responsoria were amongst those

portions-of the Chant that required cutting down because of the length =
of the neume. - ‘ =

rius, — sings the ninth Lesson.

‘gives the Intonation of the “Te Dewm” to the Hebdo

9. Every Lesson is followed by its Responsorium,?) .

Tt may be ‘added, that in Festis soleunibics et Do
minicis privilegiatis, the officiating priest,— hebdomada

- 10. In Festis solemmibus et Dominicis the Chante

-madarius, who repeats it. “If the Teast be mnot solemn :
or a Sunday, then the Chanters in medio chiori intone
it themselves. - ‘

Intonatio Hymni Ss. Ambrosii et Augustini. B

e ga Ton. III. et IV..
- M — gy ——
PRI — —— = - iy
| '_'TE:I—"':' L . :

Te De-um lau-d4 -mus.
- The extended ‘(ﬁompass of this Hymn éomprises fhe:" ."‘7"5
eight degrees of the scale, from C to c. o

A

CHAPTER 80a. -
LAUDS AND BENEDICAMUS. B

I *Tie officiating priest begins Lauds with the Dews
wn adjutorium, intoned as at page 178. R
In Offic. de Dominica, the Antiphons are found in

_the psaltery (psalterium dispositum per hebdomadam),y

on Feasts of Saints they are taken from the Proper or: -
Common of Saints as noted in the Directory, on Feasts  °

.of our Lord from the Proprium de Tempore, and -on

Ferias from the Psaltery.?) During Paschal time ‘z'm :

‘1) The three first psalms have only one antiphon. The Sundays of -
Advent and Lent (Septuag., Sexagesima -and. Quinquag. included) have - ®

. Special antiphons and psalms; also Low Sunday..

?) The 6 ferias preceeding Christmas, and the ferias of Holy, Easter v_'if;
and Whitsun-weeks, have special offices in the Propr. de Tempore.
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. Should the last.-be a word of one syllable, as in the

Cap. Epiph. Domini : Surge dluminare, — on the ?3‘1’81111-_
~day of Advent, — on the Ascension &c. ; then it ends
with the accentus acutus as in the Little Chapter at
Prime: Regi seculorum, as follows: o '

Alleluia is added to each antiphon.” "The Psalms at -
Lauds are, for all Feasts and ordinary days, except
“from Septuagesima to Palm Sunday, and the Ferias and
Vigils, (but not those of Easter week,) the following five:
1) Ps..92. 2) Ps. 99. 3) Pss. 62 and 66, joined so as
t0 count as one, 4) Canticum trium puerorum, 5) Pss.

e D ESEE
iQ N e T 1 LT e - T g Af R
1487 149, 150, all sung as one. o o . Su-per te or-ta est.  In saecu-la sae-cu-16-rum. A-men.
- In Dominica aut die solemni the Chanter gives the '

iati i i . Deo Gratias remains always the same
officiating priest the first Antiphon. On other occasions The Response , “

the officiating priest himself intones i

. After the Intonation?) of the Antiphon, two or more.

. chanters, according to the dignity of the Feast, intone
“‘the Psalm as prescribed. . :
In diebus festivis et ferialibus the Chanter gives the

. first words of the remaining antiphons to the Canons or -
- assistant clergy in the order of seniority or rank.

: ‘When the Psalms are ended, and the last 'antiphon ;
- sung, then the officiating priest sings the “Little Chapter,” -

- — Capitulum,?) which is generally the same for Lauds,
- Vespers and Terce.

In Dominica et die solemmi the Chan.ter. gives the
first - words of the Hymn?) to the ofﬁcmt_u{g priest; -
who repeats them. On other occasions he hmlself in- -
tones them. ST : :

The Hymun is followed by a‘vers%cle and response

sung as at page 183; in Paschal tupe an.AZZgZzaz.a.ls :
added. The Antiphon for the Benedictus, in _Domm_zca, :,
‘et die solemnt is given by the Chanter to the officiating
priest; otherwise he intones it himself. The Benedzcws
is intoned by onme or mor¢’ chanters according to the'
dignity of the Festival, but always .solemn~1v'ter (see |
Page 174), and sung in alternate choirs to the end.

Tonus Capituli.

When the singing of the Antiphon is coneluded, the -

oy -

i

officiating priest sings Dominus wobiscum, and then thg
Prayer (see Pages 118, 119 and 120). .
" The Preces when prescribed are sung alternately
by the officiating priest and the choir, aft.er t_he. manner
of the versicles in commemorations (Zoni verswz_tl(_)mm .
i ‘commemomtz'one) which we are just about to gn.rc?'ix
" In Commemorations?) the versicle in- Dominica
et die solemmi should be intoned by two or more -

Bedtus vir, qui invéntus est sine mécula, et qui post
aurum non 4biit, nec sperdvit in pectnia et. thesatiris.
Quis est hic, et lauddbimus :E:”:“': vt

' e-um?

Fecit enim mirabilia in vita su-a. B. De-o gré-ti - as,

) : i ul i : the last sﬁrophe
- Y When there is no capitulum, there is no hymn: the e
is oft)en varied according to the season. (See above,. page 181.) fal

) A Commemoration occurs when two or more Feasts fall on
the one day. -As only one office can be recited completely, the feast

. ') If the Feast be a duplex, the Psalm is mnot intoned until»the"'_
whole antiphon is sung through by the choir. :

, *) From Holy Thursday till Saturday before- Low Sundajr., and in.v :
the ‘Office for the Dead there is no capitulun. : o




chanters at other tJmes a bzms musicis vel ab uno. The
versicles- and responses to the Preces, Commemorationes,
“Antiphons of the B. V. M., before the Oratio Ss. Sacra-
menti, at Processions, Benedictions, and on other such
~.occasions, are sung as- follows. o

Tom Benedma,mus pro Ofﬁclo.

1. In Festo solemm.

e EErr :
Eﬁ—j =How 3— “ﬂ—ﬂﬁ .nl”'n_cn,. iﬁ.
Be-ne—dx-camus D6 - 0 - o .=+ 0 - mino.’
"R.De - - o 0 0 ,_... 0 . v.g'ra ~ ti-ag

P

'

» Toni Versiculorum in Commemorat. &ec.

.'_‘—_G—E — g " i[t 8, De beata Vii'gine ')
¥. Ora pro nobis | sancta Dei Gé*- ni- trix.

1 E—h‘”— ._’—'—u q“"n“u.-' ‘"h_ﬂrﬁ
Be - ‘ne-di-c¢ a-mus ‘D6 - mj-no;
.&.De - - 0 -gra - ti-

R Ut digni efﬁciémur | promissiénibus Chri - sti.

In a monosyllabm ending of the versmle the accen-
tus acutus IS employed, as follows:

3 De Apostohs et in Festls Dup11C1bus. :

E misericordi i o T — I—0 " _. —
¥. Fiat misericérdia- tua Démi-ne super nos. ' . _'3‘5_ pa—A " ﬂ “l—”—ﬂ—nl-ﬁ w_!_n_ji:
- Quemddmodum sperdvimus Coin te ' ‘ Be-ne- d1-ca. mus D6 - o - - .0 - - mi-no.
_ : , ' R De-0 o o . gricti-as.
= R — -
P b ! JC .

'y' Angeli’s suis Deus man-dé-vit de te. ~ 4..In Dominicis, (etiam Adventus et Quadrag.) Semldupl et mfra,

- Octav., quee non sunt B. M. V. .
The Tone of the Prayers in Commemorations is the Ty -
- same as that for the principal prayer. , 'r ——%— —Il—ul"'hl.!‘_ 3% ; :
e B - . Be-ne-di-cd~-mus, D6 - - mi- no ‘ e uE
II. After the Prayer and prescribed commemorations -

R.De - -0 gri - -~ t1 - as.

the officiating priest sings: Dominus vobiscum. In Do- '
minica et dze solemni, the Benedicamus Domiino is sung
by two_or. more chanters .on other occasions by two or
even one of the choir, — @ binis musicis vel ab Uno, —

to one or other of the followmcr chants:

L5 A Vesp Sabbatl sancti. usque ad Vesp.- sequentls Sa.bb exclus. :

‘--Q:u:u:at:n:n:n:;:!_:j: :n:!.ﬂ.i—.r_'n_.-'—ﬂ .% |
Be—ne di-ca-mus Dd-mi-no, al-le-14d- -ja,. al-le - 16 -,Ja.
R. Dé-o gra-ti-as, ,al le-la-ja, al-le - 1la e [

\

of higher rank takes precedence, and the other feasts are commemo-
rated in Lauds and V%spers To this class also belong the Suffragia :
.. Sanctorum which are found in the Direct. and Breviary before Com- -

..pline, and except on- duplicia and infra Octavas should, at certain
-"seasons of the year notu’led in the. D1rectory, always be said. o

: | Et in_vesperis Ferie VI s qu(mdo fit se_q Sabbato oﬂ” de B.V.IL.
also during the oetaves of Christmas- and Corpus Christi, and on all’
Feasts where the Hymn closes with Jesu tzbz sit gloria. ' Com

13 -




. 6. In Festis simplicibus ad Matutin, Laudes et Vesper. " entire Office is closed: by Divinum auxilivm maneot sem-"
' " e d e-dec ha cdfed per nobiscum which the officiating priest chants in-a sub

- = ‘ _—_:“"'_l!‘:;_—.g:~ dued voice, and the. choir *answers Amen on the same
: ———F R = note and in the same subdued voice. :
- 'Be-ne-di - ci-mus D6 - mi-no. N ' C -
R.De - o gri- ti-as

S A

7. In Feriali Officio per totum annum ad Vesp., Matut. et Laudes. . »

EESSS
Be-ne-di - c4-mus Dé-mi-no.
R.De - 0 gri-ti-as.

.

CHAPTER 3ls.
PRIME, TERCE, SEXT AND NONE,

L. At Prime, after the preparatory Pater, Ave and
- Cedo, said in silence, the officiating priest sings Deus .
in adjutorium as at page 178. The Hymns at Primé,ﬂ:yf.'
‘Terce, Sext and None have (according to the season)
different melodies, and are generally sung to the same -
- melody as the Hymn at Matins or Lauds, if the latter =
- be in the same metre.

Observation. This general rule is set forth in the o
Direct. Chori as follows: In the Offic. de Temp. in Advent "
and Lent (& Domin. et Feriis) the melody of the Hymn. :
for Lauds is employed. In Passiontide, that of the Vezilla T
- Regis. At Christmas and during its octave, the melody of
the Jesu Redemptor answers; on the Epiphany and w thin .
1ts octave the Crudelis Herodes. At Faster and during its
octave, and on all Feasts occurring within that period,
~even though the Office be not de Tempore, the Ad regias
gives the chant; on the Ascension and during its octave,
- the Satutis humanee; on Pentecost and during its octave
the Jam Christus;?) and on Trinity Sunday, the Jam sol
7ecedit. On Corpus Christi, and on all Feasts of ‘the
~B. V. M. with their octaves, and whenever the hymns.
. should close with Jesu tibi sit gloria, the hymn Quem terr.
furnishes the chant: on the Feast of. the Transfiguratio
‘the Sofutis humanee, and on All Saints, the  Placar
- Christe. On Feasts of Apostles and Evangelists, and

8. In Officio Defunetoraum.

J
Re-qui-é-scant in pa-ce. ‘R. A-men.

The above eight chants are used at the close of

Matins, Lauds and Vespers only. '

‘ The following Benedicamus is employed at Prime,

-~ Terce, -Sext, None and Compline, as well in Festis 50-
~ lemmibus, duplic. as in semidupl. simplic. ac Feriis.

9. In horis minoribus ac Completorio.

R e e e e —F
s~~~ ™
Be-ne-di-c4-mus Dé-mi-no.
‘R. De-o gri-ti-as.

The Benedicamus is followed immediately by Fide-
- . Y e a

lium anime per misericordiam Des requiescant.in pa-ce.
“a ¢ : - -

~ A:men. .Tf ‘an Antiphon of the B.V. M. should terminate

Lauds then the officiating priest, after a Pater noster in

' ¢ a
~ silence, sings: Dominus det nobis suam pa-cem. R. Ef
: a ¢ '

vitam @ternam. A-men. in the tone of a versicle. The.

» . of Peiteoost is the 7
') The Hymn at Terce during the octave of Pentecost is th
. Creator Spiritus, which of course has its own special chant.-

13*
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duplzczbus,,when the hymns of the ‘minor hourb are not

written -in the same.metre as those at Lauds or Matms*.

as for example, on the feasts of St. John the Baptlst

Dedicatio ‘S: Michaélis, the Angels guardian, Dedication of
a Church &c. and durmg their octaves, the melody of the

“ Hterna Christi munera 18 always adopted also in Comm.

“plurim. Martyrum sub ritu duplici. Within the octave -
“however of a Feast de Comum. plur. Martyr. or when it is -
only a semidouble, the Hymns at the minor hours are -
-.chanted to the melody of the Rex gloriose Martyrum. The
-same melody answers in the Office of Comm. Conf. Pont.,.

“.and non Pont., Virg. and non Virg. whether doibles or semi-

- doubles. For the most part the chants of the Hymns are -

“specially given in the Directorium.

+ 7 The Hymn Jam lucis at Prime is omitted on the
“three last days of HO]X Week and in Easter week. The

~ Antiphon before the Psa,lms is merely intoned, (first. -
- word or two) and is generally the 1st antlphon of Lauds

- "On Sundays, Ferias and Vigils, it is found in the Psal~

~ teriwm or Propr. de Tempore, on principal Feasts in the

- Propr. de Temp. and on Feasts of Sa,mts in the Propr.
.or Commune Sanctorum.
The Intonation of the Antiphon is given by the of-

ficiating priest; the Psalms are intoned and continued by_ »

&) aWa

- the Choir; -after—the—chant—givenr—mr €hapte 0
‘ The Psalms at Prime vary: according to the season

“or rank of the.Office. On Sundays and Ferias, now one,” -
~now another Psalm, is added .to the 53d and the two '

sections of the 118“1, which ate invariably sung.

- The officiating priest sings the Cupitulum as at_'
page 190. The Responsoria brevia, or short responses -
with the wersicle that immediately follows, should at.

" all the minor hours be sung by two chanters of the

capella musicorum ; on Vigils, Advent, Lent and Quarter-

"'Utense Ferias by one. only _
. The melody of the Responsorium breve. 1s at all ‘the
' _mmor hours of the Ecclesmstlcal year usually the same,

the dlﬁerence of text sometlmes | makmg shght ‘&Itera

tlons this melody is- found m extenso in, the I)’&’}" ckom

o Toni “Responsoru Jorevis.” -
£ e |

| «qE———-——---—u‘:l-n—-!—‘— —fl— —!"—Hu—-—l—-—ﬁ

It
R Chri-sti fi-1i De-i vi-vi, . . Mi-se.- ré-re . no-bis. ’

- The choir repeats the entire Responsorlum
a ab g a g f g ga

~--h—!—“‘”—n—ﬂ—' !:r:_:l_h‘qJE Choir: Mlserere nobls

‘l’r
¥. Qui se-des_ad dé-xteram Patrls

—n —o—n—llnh—-—_?i—.—gf :H:-'l— % i:;‘_._!_.l ElrFr
Glé-ri~a Pa-tri, et Fi-li-o et’ Spi-ri-tu-i san-cto. -
Chorus: Christe Fili Dei vivi, miserére nobis. ¥. Exsurge Chrzste

adjuva nos. R. Et libera nos propter nomen tuum. (As at pages 183
-or 184 b Yor ¢.)

In Pasehal time and on several feasts during the

year two Alleluias are added, and then the chant runs
as follows: -
3 E——u—n—n—n——-—u—l—-—ﬂ o u‘—‘i‘——'—'iﬂj n Ny
A
R. Chri-ste Fi-li. De-i ' vi-vi, mi-se-ré-re 'no-b1s. * Al- le-

! — § —
It - .l:l;FﬂJE Chorus repetit Respons.
s ——

la-ja," a.l le- lu -ja.

'-|E_-—n—0—i—i—.—':‘—. “EIE Chozr: Alleldja; a,IleluJa
N

- ¥. Qu1 sur-re-xi-sti ‘a mér-tu-is. :
Y .:.—_—.:p—lH— —“—O—H—ZI—I—I-I!—;—#—-_._ _—
Glé-ri-a Pa-tri, et F1-11 o, et pr—rx—tu i sanecto. Ce
Chorus: Christe Fili Dei vivi miserére nobis, * alleldja, allelgja.
Vers Wlth Allelwia (p.7183, b), in fest. -sz'mpl et dzebus fer c) P 184)

Y This verswle (atter the Resp. br.) is chanted as at page 183 b),
_vfest solemn dupl. et semzdupl, . fest szmp et feriis as at c) page 184 -




"‘Then the- Ofﬁcmtm ' IS G _.
g prlest sings the Preces if pres - L . -
8 rlbed, in the orflinary versicle-tone, page 192, Dfmz-z 3 'E_"-'-L : . = """":* ‘ — ._.un._.i__i{-_. ;
s wobiscum and the prayer Domine Deus as at pa(re 120 - - \Tatlwtas Démini mostri - Je-su Chrlstl secindum car-nem.

or 121; Dg o
a,t page 194mz§z;sgvoézscum and Benedzcamus Domino as_ For the concluding sentences he returns‘ _to the Tonus

- Lectionis as in the beginning.

:t@ds Ai;e; ﬁ;ﬁgﬁg&fggwﬁ”i (a;d its l“eSp?nse) Deo gra- After the Martyrology the officiating priest- sings
without asking the b{essm e 1; c}]lmr ) The reader alternately with the Choir, in versicle-tone (p.-192)
~the “day immediate] foll g, reads the martyrology for- Pretiosa, then Sancta Maria (in ton. fer. p. 121), Deus:
. ately tollowing®) in the Tone of a in adjutorium in versicle-tone, the prayer Dirigere as.

: Lesson see .
' bage 186. at p. 121. The Lectio brems as at p. 186. )
S , b :
_|__.'—f"'—"'“'“’—'q—'-l—h-j— Femam ‘ . IL Terce, Sext, and None after a preparatory.:
Ca-léndis Ja-nu-4-ri-i,  lu-na pr T, . Pater and Ave in Sllence begin ‘with Deus in adjuto- .-
P — pn.ma Ciroumefsio D- . riwm as-at page 178. Each hour has its own special. -
B e ‘jE— ' “Hymn, the melody of which will be varied according
mini nostri Jesu Christi, | et Octdva Nativitdtis e-st-‘deI.n _ ~ to season, (see Observation in the present chapter). -
' The Antlphon for Terce is usually the second of Lands,
On monosyllables, thus: E_ H—h——-—g’é aaseeel% = ~ for Sext the third, for None the fifth. For the Sun—'
At a-dé-pta est. . days from Septuafresma untill Holy Week, ‘there are.
the close-he adds: Et aliti . special antiphons for the minor hours, indicated in the
. : : wliorum ph. . pectal antip ! 2
,S“'M“”l’/””m et Confessorum atqu: sanctarjzom?mmmm Propr. de Temp.; on all other Sundays and Ferias they.

- iE N T - are found in the Psalterium. The Psalms in all Offices ‘_.*_j-_gé

nN— ————

_ﬁ- — -

] _er_ :‘m:" s s e et s =S - are for each hour the same, namely three portions of -
o EBLN. Chorus:Ru-Domo—gré—tias— — ~—the rrwmmmmm “CIUSTHQ*WHWW
In leza Nat. Dornmz?) the re L Patri. The first verse of each portion should, according :
ader ascends a fourth. - K P .
When he . . - t for .-
comes to the words “Jy Bethichem;” thus: . - :ﬁeﬂll’geszanlgr0f1sthfhefe§;11?él as ethl:;w?:rd Pr;l:ll: Cgfjless Oa:
special Resp. be indicated in the Psalterium. REEN
Maria Virgine factus ho-mo. . -~ _Observation. In many places.the solemn celebratlon;
' t
Then louder,— solemmiori of None is customary on Ascension Day and Pentecost

: v modo, et in tono Pas- | Sunday. The rules already given are applicable here, but,
v.rszoms he smcrs the followm0 passage: o * the antiphon and Resp. br. 1s as follows: .

—— —_—— -
—_— — -

) On th Ant. in Ascens. Ton. VIII. Fin.1. o
n.the three last days of : rom— S~ —— =
) For the spocial nt;eys of Holy Weel there is no Maltyloloory B e e e ——

see i the Martgy ology e fOf this portion of the ofﬁce on this day—

Vi-dén-ti-bus il-lis. - Ps, 118. Mirabilia testiménia.

-




s ‘A”t-:f’:n;‘Pente_C;i Ton VIII Fin. 9> o
,— —_‘————' S L _l——- . . ~' o

e R e Ny ="
-Lo- Que~bantur “Ps 118 erabxha testlmoma —

. -

“if ﬁna,lly the Vespers be d1v1ded i, e. th_ first ‘por
‘be given to the Office of the I’east ‘being’ celebrate
_ and the 2rnd pOI‘thIl to the Feast of the followmg day
“then the direction is: Vesp. a capitulo dz sequenti; i.e
vespers from the Little Chapter -of the following: “the
Copitulum or Little Chapter being the point of division
The Vespers are arranged in the same way as- Lauds
namely 5 antiphons, 5 Psalms (which vary with “the:
. Feast), the Little Chapter, Hymn, Versicle and ResPonsev
“and the Magmificat instead of the Benedzcms Then the
Prayer and Commemorations.
~ After the Priest has recited in s1lence the prepar
atory prayer, he intones Dews in adjutorium as at p.178.
‘The Choir answers with Domine ad adjuvandum &c... -
- Allelma (from Septuagesima till Easter “Laus tibs Do-".
mine’ &c. ... instead of the Alleluia). Then follow the -.
5 Antlphons and Psalms If the Feast be of higher rank
than a semi-duplex, the entire antiphon should be sung
_both before and after the Psalm;"). if of a semé-double or -
any lower rank, only the first word or two is intoned - =
before the Psalm, and the entire Antiphon is sung after. ..
The- Antiphoris should in all cases be commenced by one
0 0 Chan ers,_and_then__coanued_b)L.the_fulL_ehom...__
-In the same way with regard to fthe Psalms, the first *.
. verse of each Psalm should be intoned by the O'(mtores 5
-and then sung through alternately by both sides of_the.
choir. - As soon as the 5th Pgalm and its Antiphon are
" concluded the Priest sings the Little Chapter as at p. 190,
‘the choir answering Deo Gratias, and then the Hy,mn.
'1s sung The same ceremony is observed in the m-

—ﬁ——-% F——‘— e — !—-—4 —H—h —w—n —M;%E: ’
~In Ascens. Ascéndo ad Patrem me-um,
In Pentec. Replet1 sunt

et Pa-trem vestrum, *
' ‘ omnes Spi-ri-tu" san-cto, * 5
S ] ; .
SN — g ——T
Al-le-lija, al-lo-lija. - -
~ Al-le-liga,  al-le-I-ja. Repet. Ascéndo or Repletl ’
. ] ) I
i -T“§—“— NI —w- -—.—'— "

——

: ¥. De-um meum, et Deum vestrum. Repet. All

eluJa allelu a.
¥.Etce - .- pérunt lo -qui. “ » . !

: Then Gloria Pétrz see 7 -
page 197. - Repeat Ascendo or

" Replets. . Dominus - in c@lo, Alleluia, or Loguebdntur &ec. =
as at page 183. b. Déminus vobzscum the Prayer as at
 page 120 Then Dominus vobiscum, Benedzcamus Domino,

~.as8 at page 194, 9. Terce, Sext and N .
deelzum anime, as at page 19 i il l\‘One are closed vslth

CHAPTER 320,
VESPERS AND COMPLINE

I Most Feasts have two Vespers the flrst on
- the Vigil, and the second on the evening of the Feast.
~ The Dlrectory or Ordo must be consulted in order to
know the Vespers for each F Feast. If they be 1st Vespers" :
~of the following day, then the Ordo says, Vespere de
. Sequents (Vespers of the following): if Vespers of the day
1tself they are descnbed In II. Vesp (in 2nd vespers),-

') When the Organ accompanies,. the antlphon after the Psalm‘
may be recited submissa voce on the recxtmg note of the mode the
-organ continuing to play. :

*). When the Organ is played the 1st velse of each- Psalm shouId ‘
be mtoned without: accompaniment. :

< hit s




tonamon of the Hymn as at Lauds
‘comes the versicle and response as at page 183;

is intoned by the Chanters, as at p. 175 or 176, and
sung through by both s1des of the choir alternately, the
solemn intonation (or initium) being observed with each

Prayer (as at page 120). If any Commemorations or

-After the last Prayer follows Dominus vobiscum; —
- Benedicamus Domino (see p. 192—198), Fidelium ani-
e dc. on one note and in a subdued voice.

, II. Completorium or Compline is usually joined
to Vespers and is almost invariable. The official Direct.
Chori gives Compline in its entlrety, antiphons and psalms.
The melody of the Hymn varies according to the rule
~ given in Observation, page 195.
_ the Psalms, should be recited, not sung, by the offic-
_iating Priest and Choir. The Responsoma brevia, have
“a special chant given in the Direct. Chori. The Ocmtzcle
isza])zmzttzs---1-s“a,1warys~-m—the~3—~Tene~1—iendi a9,
-is intoned in the same way as the Psalms and sung to
~the-end. The Preces, if prescribed are sung ‘as indicated
~.at p. 192, the prayer Visita as at p. 120 or 121, and
“Benedzcamus page 194, Ne 9, ~ After the Beneclzcamus'
" the dignior Chori sings Beneclzcat et custodiat nos ommi-
‘ potens et misericors Dominus. R. Amen.

~ Then follows immediately rone of the Anthems of the
B V. M. according to the season.

AN
sav

From Advent till Candlemas excluswe
- —
———-EF—,,-!- EEeil L e

Al . ma.

Till Hely Thursday.
_%Ltl s—ihn_n..fﬂ:—-———

- A -'ve

After the Hymn7 o
» and
then the Antiphon before the Maguificat. The JV[agmﬁcatb

verse. The Magnificat concluded, its antiphon is repeated, _
“and then the Priest sings Dommus vobiscum and the

’

“theé Preces be prescribed, the same order is observed
with regard to them as already described in Lauds.

The Confiteor before .

- From Trinity till Ad
e | b—[’.‘—t

‘ F1 om Easte1 to Trmxty Sunday ercluswe y
: _.é“—-._-_._-!-- =
18 .

- Re-gi-na coei. Sal -ve. -
" The Chant for these Anthems is given in full in th
Direct.Chori p.. 60*—64*%. The Prayers after the’ Au:
thems are sung in Tono feriali p. 121. Divinum auailivn
maneat semper nobiscum. R. Amen. is recited in a low-
tone of voice, on one note and without any inflection..

R L N

SPECIAL FUNCTIONS,

A CHAPTER 38v.
THE ASPERGES AND THE LITANY OF THE SAINTS:

L. On all Sundays throughout the year Holy Water ‘
is sprinkled on the altar, choir and congregation, be
fore the principal Mass. The Celebrant intones:!)

” Infra Tempus Paschale.
From Easter until Trinity Sunday exclusive.
ga alag gag g
i —

5— The Choir follows after with: Egre-- -
“"L' !”-"!'—.ﬂ]L diéntem. Grad. Rom. or Ord. Misse p. 2% @ « '
'Vx-dx ‘a - quam. T

———

n i [m-x
Sae. ¥. Ostende nobis Démine mlserlcordlam tuam Al-le-li-ja.

. .Chor. R. Et salutire tuum da I].OblS, Al-le-14-ja.
~Sac. ¥. Démine exaudi oratiénem meam. .
Chor. B. Et clamor meus ad te véniat. -

Sac. ¥. Déminus vobiscum. '

Chor. R. Et cum spiritu tuo. Oratio in tono fer. p. 121,

AY

*') Sacerdes, inclinatione aut genuﬁeane facta, ﬂectlt utroque genu. -
Super infimum gradum altaris, accipit aspersorium, et 1n01p1ens cantare:
antlphonam Asperqes vel Vidi aquam, cantando ter aspergit altale &c




" Extra Tempus Paschalo. © Ly ©manum (§v0). 'Wé‘_’SubJ.o‘inqi-""]géréffa;,. few of the invocations
o o S N S . for sake of practice. Special attention is directed to the
Rp—gi—"—JF e Choir continues with: Démine hys- s - minor third d, by, and not b.fat as is commonly hear

e — R0~ BT 650 as in page 1* of the Grad. Rom. or o Ao e 5 , d all -
“A -spér-ges ‘me.  Ordinarium Misse. - S -at the word Deus (in Pater de celis De’_”‘?) and atl s
e ' , . T . milarly inflected words. :
- Should the Celebrant commence  the intonation of . e . e ‘ o ‘
the Asperges with d for the first note (d, e, | g, f3, e, [ . SR 1. On Easter Saturday and Vigil of Pentecost, .
4, g, | a,) -the choir can easily continue in, the same ' - e a o ' . .
" pitch .with by, ¢, d, &c.; should. he however choose a F—n= o---:j{-.\--ntk 0~iﬁ~—§~ u_g,_._._,—__—*#g:q_—_j—_—i:ﬂ_
_higher note, then, on account of the high range of the - S e 6-i-son. Kvpioa -
Y . .. th : s O ~ Ky-ri-e . e-1é-i-son.  Chri=ste . e-16-i-son. . Ky-ri-e =
" Piece, it being in the 7tk Tone, g transposition becomes . - o . L
. necessary, either to the original setting, or that commen-

a ga f . o SRR
- ¢ing with d. On Passion and Palm-Sundays the Gloria | _m._,,_,;_,.,jbg_;,'___.,_.__H__._g‘g_,{_-_._.i_‘_._ﬁ'ﬁ:;",é
- Patri is omitted, and the Antiphon repeated immediately * . : - hapot. VL A
: ’ p peate y oo + e-1é-i-son. Chri-ste au-di nos. Chri-ste ex-aéi-di nos.
. after the V. Miserere. Versicle (without Alleluia), &c. T ' S BRI
-and Prayer as with Vidi aqudm. ' ¢ _ a :i h B ah : _ 1 i
IL On the Feast of St. Mark, and on the Ro- | == = i]":._!"""‘”—“’_f'"tf
-gation Days, (the three days immediately preceding - - Pater de ceelis De-us, . Mi-se-ré-re no-bis. .
- Ascension Thursday) the Litany of the Saints should be o o - .
- Sung as in the Directorium Chord, p.[63].Y) On Easter e e e e
. Baturday and the “Vigil of Pentecost the beginning and ‘ Sancta Ma. - - ‘ri-a,  O-ra pro mobis.
~end of the Litany differ-in a few notes from the chant

h ~Omnes sancti Do - ctéres,  O-rdte pro no-bis. T
brescribed _fQL.ﬂ%_aﬁommeek;.anmthesg—uvé—ﬂajzs—mer - : R -
over several invocations are omitted and the order of

~ -the Virgins is changed.?) The Litany for these two oc- : T " .
S >, - v ‘ . - ' Saneti, et Sanctae De-i, In-ter-cé-di-te pro no-bis.."
- casions will be found at page 224 of the Graduale Ro- ‘ an\es anetl, € Sanotae De-1, In e R

'l
|
[l
L
;
1

{4

> : : ~ MR . i~y e e sv—rm—" ]
- . . o == e N w ,
') Duo cantores litanias cantare Incipiunt, ceteris singulos versus- . A A : T iy
.. €adem voce respondentibus. If there be a custom of singing the Litany - T PI‘O‘EI ~ti-us e-sto, Par-ce no-bis Dé-mi-ne. v
- divided, (thus, Cantores: Sancta Maria, Chorus: Ora pro nobss, or Can- Pro-pi -ti-us e -sto, -Ex-~at - di nos Dé-mi-ne. = - .
fores’one entire invocation with its Response, arid the Choir the follow- - " “Ab . o-mni ma- lo, ~ Li-be-ra nos Dé-mi-ne.
Ing one in like manner) this is tolerated. But the rule for the . In di . df - oit “ € w0 e .
- Tepetition of each verse and, Response by the choir, remains. S. R. C, e A0 A -eogu - dif - el R B
©" 16. Sept. 1863. S o P :
?) On these two days it is not allowed to curtail the singing of " .
- the Litany; each invocation and response must be sung in full by the
" chanters, ‘and repeated by the choir. ’ S
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. Pec-ca-té-res, Te ro-gi-mus au-di ‘nos. -
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\1_—73. A-gnus De-i, qui tol-lis pec- o - ta mund1,

4§“4H—H——MZN—E—'+!— ;—hl—!—g——ul—i—:,tt— --mos, Christe esmmdz nos, Kyrie eleison, Christe elezson, as.

_1, _par- ce mno-bis Do ni - ne.
2, ex- au’- di nos D6 - mi - ne.
3. mi-se-ré-re no - bis, "

(

LT - — .
Chri-ste au-di nos. Chri-ste ex-ati-di nos.

LN

“of the Mass; on Easter Saturday at p. 6* of ‘the Grad.
Rom., on the Vigil of Pentecost at page 9*.

2 At the Procession on St. Mark’s day, the Rogatlon days, and .
~ on other occasions.

_ Before the Procession the Ritual _prescribes the An-
tlphon Ezurge Domine.?)
‘ ¢ch ahaga

Ky-rize_e-=lé- ~"LscmW_CJhns,t;e--e-—»le-=~1r---soatr;---—--K—y—mﬁ-e-«-

a ga g a ,
e — ’ N | - -
F—w—R— ---—l—.i-a:u—l—:l PR A —
i-son. Christe au-di nos. - Christe ex-afi-di nos.

NS

 fores. Agnus Dez &c.?) as above under Ne1, and as in

) See the Rii: Rom. page 2925. and Gwrad. Rom. page 379.
_?) On_the occasion’ of the canonization of the Japanese Martyrs

‘the Litany. (T@mes June 16.) “The Papal singers chanted the Kyrie
- eleisom, and the words were taken up and passed from wave to wave
-of this vast sea, and the Litany of the Saints was sung by thousands
producmg such a body of sound as I had never heard before, an

_E—n——.w—a:,__._qf_.‘_n__.__ Jﬁ_‘-ﬂg——-- . |
' ~or longer ending, then they are sung in Towo simpl. -

At this point the Choir begins immediately the Kyrie |

EE!'—!—-—-—n—.—u—qE-q—--—ﬂ—n—.—-—e&—!—-o—n_uw |

the Dwect _~kom p [63] &c Then follows Clmste audi

above under N¢ 2, and at the close:

AN

) :-—“—!—q*“nﬂ'n_.h_o— iE‘ "

- Ky-ri-e e'-' le - i-son.

The Psalm Déus in adjutoriwm is- sung a,lterna,tel).
in Tono feriali (Ton. VI.); the Verse and Resp. -as at.
page 192.

If -the Pmyers conclude W1th the clausula mayom'

JSer. -page 120; if with the clawsula minori or shorter. :
“ending, in Tono Jeriali, page 121. After the Domm;usv.;,
" vobiscum the two Chanters sing L
- ———q——-————:l—O—O—E—r—!_.._’_”:%t ..!H

T

¥. Exaudiat nos omnipotens et mi-sé-ricors Déminus. B. A-men. -

V. Et fidelium anime is recited in a low voice, and‘ -
its response Amen on the same note. :

AW

- Pater de caelis. Sancte Maria. Propitius. esto. Pecca- g

“ revelationem (Gmd Rom. page 37 8)

8. June 1862, the Times correspondent thus describes the-chanting of -

gy electrlfymg every one Who had the shghtest feehng k) (See Prose an}dl
_ --Verse by 'che Rev. Dr. Murray of Maynooth College Appendlxp 130)

CHAPTER 341m, )

BLESSING OF CANDLES ASHES, PALMS, PASCHAL CANDLE
‘ AND BAPTISMAL FONT.

- L. The ﬁve Prayers at the Blessmg of the Candles ;
on the Feast of the Purification (Febr. 2nd) are “all
sung in fomo simplici feriali page 120. During the_q'
distribution of the candles, the choir sings: Lumen ‘ad




“Before ‘the Procession: Fasurge -Domine is.-sung, - Jidem in tonosimpl. fer.page 120.° The Preface in
(Grad. Rem. p. 379). The Priest then sings the Prayer _ fomo feriali. The Choir sings Sanctus and Benediotus +
Exaudi nos, (if after Septuagesima with'a previous Fle- . a chant identical with that of the Missa pro Defuictis

' 3 : . (see Grad. Rom. p.170). "Of the six Prayers. which: no
follow, the' fourth: Deis qui per Olive ramum is & ung.
| ' as at page 121, the ‘others in fono simpl. fer. p. 120
e e e 3 = - Durmg ‘the Dl.strxbu"clon .Q_iflPalms;_thg;Ch.o.lirv sn?’gs;_'.fl?zge?’
] S i A ——5=3 : Hebreorum (Grad. Rom. p. 171 or ‘Offic. may. Hebdom
-mi-ne Christi.” A-men. ~+ P- 12). The Prayer Omnipotens in tono feriali p. 121.
- -During the Procession the Choir sings the Antiphon: - ~ When the Procession is about to move the Deacon
- Adorna thalamum or Responsum accepit; when re-enter- sings:. Procedamius in. pace, p.. 208: The’ Choir during
“ing the Church, Obtulerunt pro eo: Grad.. Rom. p. 380— the procession sings oné or other of the Antiphons: Cum.
'883; Rit. Rom. p. 245—248. o R appropinquaret, Cum audisset populus, Ante sex dies,
_IL On Ash-Wednesday before the blessing of the _O’ccmrzm; fm*b(fz, Cum angelis, Turba multa, (Grad. Rom.:
p. 172-177, Rit. Rom. p. 248-252; Offic. maj. Hebd. .
13-18)." On the return of the Procession, two -or four
chanters enter the Church and sing the first two verses
of 't]le H}}flmn: Gloria laus. The Celebrant and Pro-
L ur : s o cession wno remain outside, repeat it. The Chanters -
- rigli, p. 122. Whilst the ashes are- being distributed, then sing the . five following_7 Strgphes,‘)'-the procession

“the choir sings the Antiphon: Immutemur habitw, or . . L . - .
- - ~ , S . answering after. ; _
Inter vestibulum, and at the close: Emendemus in melius - \ as foll Owgs .a‘ther each strophe with the words Gloria lazbs{

Wlth the V. Adjuva nos and -Gloria Patri (Grad. Rom.
1 p. 78—76). The Prayer after the distribution is sung
in Tono ferials, p. 122. e '

III. After the Aspergeé," on Palm Sunday the Bless-

3

- ¥. Proce-ddmus in pa-ce. R. In

. ashes the choir sings the antiphon: FEzaudi nos, with
- -the Psalm-verse Saloum me fac, Gloria Patri dc. and
- “then repeats the Antiphon (Grad. Rom. p. 73).

. The four prayers which follow are sung in fono fe-

T

Gléri-a, laws, et ho-nor, ti-bi sit, Rex Christe, Redémptor: *

_“ing of the Palms commences with the Antiphon Hosanna o e | #!Ln. e——
- filio David (Grad. Rom. page 167 or Officium majoris. ,_ -1 'z_j:-r’-le d6-0u5 Dromosit Ho - sin. R —
" ‘Hebdomade p. 2). The Prayer, Deus quem diligere is ‘ pare-n TOUS prOmopsit Bo-sin-na - plum. -
_-sung by the Priest, in fono simplici feriali, p. 121, 2. When the Subdeacon knocks ‘at the door with the foot
" Then comes the Epistle as at p. 126. As a Gradual, - - of the Cross, the door is' opened and the Procession enters :

|-

R e e e
] T

-.the Choir sings Collegerunt Pontifices or' In monte Olivets the Church, singing Ingrediente Domino. AR
“(Graduale Rom. p. 168 and 169, or Officium majoris : A o o
"Hebdomade p. 3 and 5) and then the Deacon follows SUDTIE ) :

‘with the Gospel more consueto, p. 130. The Prayer Auge . . ") Onfhies, vel partim, prout videbitur.’

w




IV At the Blessmg of the Flre 1) on Easter Satur-" »
day, the 5 grains.'of incense to be fixed in the Paschal
candle are also blessed. The Deacon who is charged -

vnth the benedictio ceres. Paschalis, enters the Church Wlth

the procession, bearing the triple candle;, and sings three:

times during the procession, each-time raising hlS voice :

= ==
Lu-men Chri-sti. Chorus. De-o gra—tl as.

.- The Chant for the Blessing of the Paschal Candle
fcalled the preconium paschale or Emultet; it has a -
‘great -similarity with the chant of the Pref‘mce and per-
haps surpasses it in beauty and sunphcltv We give it .

in full.?)

a

- — oy — e
E———i"’. e e e ]

Exi-lil -tet jam An-gé-li-ca tur-ba cce-16-rum: ex-sﬁl - éent A

:E—"":'—-—l" 0—!—!:————'—-—._ —

d1 -v1-na m) -sté-ri-a: et pro tan-ti Re-gis " vi-cté-ri-a

:—l-—o—l—o—o—l—._._ —

_‘E— =g _q—!—-:h;.—.— —,.- - i—:l—tl—oﬁ—-.rw

1Iv-lu-st1a-ta to~t1-us 01'-bls se sen t1 at  a - nu—qzs-se

Z —| i—o—u-,—-—!—o—n-f—n 0—»«
E H._--.— . -1--—“ .
S

.ca-li - ginem. Lae-té- tur et | _mater-Ec clé-si- a, tan-n :

lﬁ-lni-nis_ad-or_-nzi-ta ful-g6 - i'i-bus et magnis po- pu-lo-rum o

;—E_.._Q—I—E! —5__ —= Ey.—.l_;.‘_r AEE_T-—.H—I—O !1

vé - ci- bus haec au-la - sul -tet. Qua-pro pter aa—stan—

—0»——H—E-I'—q—i—‘—’—l-:l—l—!—I—I—-I—O——I—O-—»w
fra-tres ca-ris-si-mi, -ad tam mi-ram hu-jus san-cti -

tes vos,

_—._‘-—.'_ J— FPPO Y L " P g l—,
EEEssETas T

= -
u-

la=mi-nis cla-ri - ti-tem, na me-cum, quae-so, -De-i o-mni-

‘H —dz o =
SR 3—.-—-—0—1-:—;-—.—”—- u,_ ot e B, S
po-tén-tis  mi - se-rl-cor,-dl-am in-vo-cd - te. Ut qui me-

R " y— o—-o——l—n——n—w
. -—r—.—!-——;—t—: —1» uﬁ;.%:iw‘ =
sa-lu-ta -ris. Gati - de-at et tel—lus' tan-tis

tu -ba in-so-net

[

“i-ra-di-4-ta ful':'gé-ri-bus’: et ae-tér—ni,Re—gis‘splendére -

-

l) The Prayers at the Blessmg of the F1re are only 1ec1ted not

. sung; see foot note page '121.
*) Baini in Vol. 2. of his Memorie Storico-Critiche page 93 in the

hote cites 2 most ancient manuscript of the 9th century preserved in
the lerary of Monte Cassino, and containing the chant of the Bwultet

~ note for note as we give it here. It was composed by Lzmdulph who.
was BlSIlOp of Capua A.D. 81 . _ _ T

S—e—W—W—n—¢ —-—3—-—-—0—0 e L e = ;

=

non me-is - me-rl-txs in-tra Le-vi-td-rum namerum dig- na-

.- _,_,._”_ ; _u"riln —!—o—n—-—- ey
li-mi- Tis su-i cla-ri - té-tem in-fim - -

tus est ag~g1'e-g.a-re<.

_— 5

—-—-]-;.i—o—u—-—o——n—-§—-—._.__,- _-_3. —
dens, Ce-re- i hll-Jl]S laudem nn-ple-re per - f1- ci- a,t

er. D6 rmnumno-strum Je sum Chrlstum Fl -h—um su um

14




“ qui cum e-o vi-vit .et veg-nat in - ni-td- te Spi~ri-tus_

_ ' a e g a b o

" —-i—.—-—w n~'—o~--—-—o "rn—:U:w—
san -cti’ De -us.. Per ¢-mni-a sae-cu—la sae cu-16- rum.

gah

3 - N A A e
S e e e Ee
“B. A-men. ¥. Dé-mi-nus vo bis-cum. k. Et cum Spi-ritu tu-o.

'

hahag ' ’ ¢ h

.C
: _g_,_____v — - —t— __!’__'_AH
e —n‘ 4E-l A H——-‘—o e i A

IT=
© W. Sur-sum cor-da. R. Ha-bémus ad Dé-mi-num. ¥. Gri-ti-as

-5 ) | ‘ I —t
o g e Ry ™ o I
a-g:’x-musDé-mi-no De-o nostro. R. Dignum et justum est.

e ey ey ey Yoty ey Yoy ey o Sy - o ol
il ) J i

] )

Ve-re di-gnum et Ju-stum est, in-vi- si-bi-lem De-um Pa-trem
e . ) ‘
e W=y — g — M — P — A — O —— ] .
__e_g_L.l._xn_n_g_._’_g $BR—9—¢—N—¢_h ﬂ_%m,

o-mni-po-tén-tem, Fi-li -Gmque e- jus u- ni-gé~nitnm, Dé-

- ‘“"‘-'-~3E~EH‘E.*L"“'“H“n—hﬁ‘thﬁqm—‘
-de. ter-sit. - Haec sunt - -mm fe-sta, Pa-schﬁ-h a, m «qm-

.

—h __. — —_- ——
— ! ¢ — A .u ;.4@ N __uj_
bus ve~rus il-le A—dnus 0c - -¢f - di-tur, . cu-jus sau—gm—ne po

aodch

stes fi - dé-1i- -um con-se— ran-tur. ngc nox est, in qua‘

. \ - . R
R W —--—;—n —. —o—:—ﬂ N —u ~—u—

=

=

pri-mum pa-tres nostros, f1 li-os I sra-el, e-dﬁ-ctosﬂ.ide_'

E_u, e ey “Hi]“u?:l:':t:u:-_.ﬂ___.._wz
Ae-gyp-to, Ma - re ru-brum sic-co ve-sti-gi-o tran-si < re .

‘“—LEZH:E‘—T-%E'—- —;—n —y =

fe-ci - sti. Haec 1-g1-tur nox est,-quae pec-ca-to-rum té-ne -
- - N

.
o ”-:‘—'Hn——-. —-”——l.-l- t*r‘—l———-

bras, co-lumnae il- lu-mx-na ti-6 -ne pur-gd-vit. Haec nox

,i
.

_"_‘_--—h—— —]) _—Hﬂ_——h-:-_ ;_L”’_“.‘“-—-H“-.“‘H“W

‘mi-num nostrum Je-sum Chmstum, to-to cordis ac men-tis

e r:_'—:
af -fé -cm, et vo- 01s,m1-n1~ste-11 -0 per- so~né-re. .

.
Ep— e

RN e B e D l ——;—,.- =R

Qm pro no-bis ae-tér- N0 Pa-tn ‘A-dae de—bl-tum sol-vit:
. N .

-0 "o -r!:u e n§_ N —H-g

et vé- te~r1¢, pi- 4-cueli - Cdl:tl - 6-nem pi-o cru-6 - re

! - W
—H;ﬂ_T;S—0~l—l—f0——0-'—*.——-1‘—'”“« f*l *—H}: ..o

est, qu:Le hé-di-e per u—'n1~ver~s‘um mundum, ~in Chm-sto

-.—:_:L":-j —5—'. “"‘"*‘*."q—.-‘—. -—'5—’ .‘——"’“‘

cre-den-tes, a vi-ti-is sae-cu- 11 et’ ca-li- g1 -ne pec-

__.. -

| -:E——o—-—-l——'—ui:.n n:‘]_ﬁl'n—n.—n'—!~@—'%"~imz_§

ca- té—rum se-gre-gd-tos, red - dit gra-ti-ae, s¢-ci-at

) ._.._F._l-:l_‘ﬂt“‘ml—f—!ﬂ‘_—"*'"'“'h’-.‘—h‘l =

san - cti-td - ti. Haec nox est, in qua de-stri-ctis vin-cu-lis




N b

=

_mor-tis Chrl-stus ab in-fe-ris vi-ctor a-scen-dlt - Ni-hil

.e-nim no-bxs"m-sm pré - fu- 1t ni-si  ré-di -mi pro fu fs' -

-set. O m1~ra_,. cir-ca nos tu-ae p1 - e—ta -tis - di-gnid --

ti'-o' O in- ae-stl ma—b1 hs di- Ie-ctl-o ca-ri- td-tis:

N Pl—rtu_j_ u-_ﬂ ”—‘—Hn—p-—”—n"—--i’E 3—'*’7"

“ut’ servam re-di-me-res, F{-li-um tra-di-di-sti! O cer—te

| -~fb-g—-_'_.—’_’_!;_-—'l—h' H.-g_ :': :';Hti.—_u-—

‘ne-ces-si-ri-um  A-dae pec—ca—tum, quod Chri-sti mor-te de- "

E Et 1’5_!' —- M—-—l —H_-:.I:l-— oy~

Ie-tum est ! 0 fe- lix cul-p a, quae ta lem, ac tan- tum

:En--@_u:.—: _q_;_n__i___,._-_.-_.jf;—._ﬂ_,; ;
E—ﬂ—'—'}—‘i-'}—r—.u—t:u:‘l_ ._H_!!_!_ e .

‘--—:It— "“ ',_!-—'h@_ _-_n :_.,, .,_-_.h-,w_

—i— 5— ‘Zﬁ:.—o— I:El—ﬂ_i—i.— O—i__-l—n—}t-,w

Et. nox il- Iu ml-né ti-o me a - in de h - ¢i- is. me-1s.

~

? .— —I—O—Q—I—Q-—O—I—;—‘._H“:- _E}— Otk_‘tm

Hu-jus 1 -g1—tnr san-ctl—ﬁ-ca—tl.- 0" no~ctxs, fu - gat.-scé: Ale

f-_nfg— h.-.rn:‘l_. 5—-——-—0 'Tiu—':i,—!il-_il-mc

’ . ra, cul—pa,s la-vat: et red- dit m-no—centx-am " la~psis, et -1

—E—l.—.l—l—l"—o—i-q-t—t-—"—l.—n-—‘—'ﬂ—q = 'n—wf

mee-stis  lae-ti-tiam. Fu-gat 6- d1 a, concor—dl-am
: ) ) _ !

S SR,
E_.u—-_—;_u_..__._.n:h!—o—-—'ﬂrﬁ—u 5‘ - "', 5"’“

pa-rat, et -cur-vat im-pé fri-a.‘) In hu-jus i- gi-tur

A

—.—H—H—o—lH—u—o—!—l—o——h— q—o—-n—o—n——n-w

" no-ctis gra—tl-a,_ su-scx-pe sancte ‘Pa-ter, in-cén-si hu Jus

——0—0—!— (. N—..—a: — n—o-—o—-——n—o—nw

]
=

- sa- cr1—f1 (u-um ve-sper ti-num quod t1-b1 m hac Ce-re 1 _*-

—l_-n—.-— e n""""""'l*
i
me~ru-u ha-bé-re Re-dem—pto-rem! 0 ‘ve-re be-{x-ta

e e e

‘10X, quae so-la mé-ru-it  sci-re tem-pus et he-ram, in_qua.

-@-_g: :I-l-;_.- _._I_.n_._q_j_._l_q_._"'“‘"
Chmstus ab in-fe-ris re- sur-re ‘nt’ Haec nox est 'de qua

E__!q_,__._q_ A R - n——..—..—, T s

seri~ptum est Et nox 51-cut d1—es '1_1-1u-m1-m1~b1.-tur:

—E——-—-——0—-;—.—H—!—H—-—'—-—o—-—i——n—-—q—n—l~w '

T

ob-la-ti- 6 -ne so- le-mm, ‘per m1-n1strorum manis de 0-~

F= L.-_hc.‘a_.--—H—.—ﬁ“—-‘——-‘——li‘-—o—-_it—__ﬂv_—:

pé-ri-bus a- pum sa—crosancta red—dlt Ec~cle ~si-a.

s A
]
Sed ]am co- lumnae hu]us praecé-m a

' ‘) Hic Dzaconus infigit quznque gmna mcensz benedzctz n C’e'reo .
modum Cmms, hoc ordine: & g 5 :




l——w:!—ﬂ—-‘—'l--.—.u——ﬂﬁ—-—:ﬂ_-u B ’1‘ :
ho-nérem De-i  ré-ti-lans i- gnis ac-cén-dit.!) Qm h -cet .-

-._’—.—":HFHH—#:E,_.:! !:i_._u*.—;—._r—;;

sit di-vi-sus in 'pa,r-tes, mu-tu- é ti ta-men ld-mi-nis de~

_'._ —h—nqt*—“'—"""'“rﬂ- .g—w
tri-mén-ta non . no-vit. - A li- tur e-nim' li- quantl-bus ce-

s

'_:-ﬂ_. H—O—_g—o'—l—o—o—-—q—._h 5‘ _!"l‘q pyvm

5
. ris, quas in substzinti-am pre—ti 6-sae hu-jus Iam—pa dlS

2.-pis ma-ter;e-du-mt.’) O ve-re be-4-ta nox,

e B e ﬂ--—-r.n——"_'i'—!—*t*“

quae ex—po-h -4-vit Ae-gy-pti-os, di-t4-vit He-bracos!

4—0—1—’—1‘11“"-? ﬂ:lJ'Ef:”ﬁ““:'_'tE—w

-+

Nox, in- qua ter-ré-nis cee - le-st1- hu-md-nis di-vi-na

se-vé-re‘t. ‘Et in  o- do-rem su-a-vi-té-tis ac - ce-ptus e

———

—----—-—-—:—-1—1—-.—.---—--#--- --I—E-t!‘—lq—!'—.— -
 su-pérnis lu- -mi-nd-ri-bus mi-sce _av. tur. - Flammas e- Ju_s ,

e :l:!—i.:.-—ﬂfi‘l—o‘-nf%—i‘———-'—:— -:b'l——

Ih-ci-fer ma-tu - tf - nus in-vé -ni-at. . Il-le, inquam, G-

. _1_-_51:14_..__-._- I J_T_—O—H—::n._ﬂ;

ci-fer, qui ne-scit oc-ci-sum. Il-le, qui 1n-gress_us.ab.-,

W — :i:l-:.g_:_n:n_E‘:-u_'n:hu_.—_?Ft_Tﬁ :

R —~—~u_—:._5{:_ :

- in-fe-ris hu-mé-no gé-ne-ri se-ré-nus il-la-xit. Pre--

—N—¢—N — _-. .- —‘_“:l —“— !—I —0—!—!'—.”—1—‘. —x

'1"—_1 -

E—'—'LIL —:f—-—g—_’tﬁ:uzu.—ﬁ._;_.—_q_-_—n—o—--w_-

. jun-géntar.  O-rémus er-go- te Dé-mi-ne:  ut Ce- re-us

-s——l—u—0—o—u—h—.—u—ﬂ—o—l——i—y.:.u—n—:l N

-ste in ho-né-rem tu-i né-mi-nis con-se cra-tus, a,d no-

'§“'—“—’—"'—"'—'—- :ﬁ—-ﬂ——-——r:twu-
ctis hu-jus ca-li-gi-nem de-stru- end\m * in-de-f{-ci-ens per-

*) Hic Diaconus accendit -Cereum cum una ex tribus camdehs n
arundine positis. v . ,
*) Hic accenduntur lampades.

camur er- go te Do-ml-ne: ut’ nos fw-mu-los’ tu-os, om-

-E—il—‘ _H—- —q—u—-n—o—ll:;—n.?_,.ﬁ_i_

nemque clerum et de-vo-tis-si-mum po-pu-lum, u-na

—E—-——o—o—u—o—u—-—-—-—;,_—..:u—_—] 0——!—0—-0«»«— :

eum-hd us_smo_.EappMmstpo—N———*etr—Am&-st}-te““m-
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o-stro N. qm—é te temporum con-cés-sa in his

“r

‘—0—-—0—0—n—0-llq e e e e N

Pasché-libus gau-dl-ls, as - sf~du-a pro-te-ctl -6-ne 1ré-’

-t

‘f—:!:ﬂ:--—*" !-3—_—':"—!--@.—.-—!—-& e

ge-re, gu'-ber-na-re, et conser-vi-re di-gne-ris.. .') ,Pexf

2) Oratio “Respwe - .. .. cum omni populo suo” in fine Prceconn -
Paschalis Sabbato Sancto, ob sublatum Romanorum tmperium, non am=

plm recitetur. S. B. C. 14. Mart 1861.

rg. -
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e undem Dommum nostlum Je-sum Christum Fl-h-um tu—um'

7

Qm tecum vi-vit et 1egnat in. u- -ni-ta-te - Sp1-11-tus san-cn

De- us per - (’>-mn1-a sae-cu-la sae-cu-lé-rum. R. A-men.

The Blessing of the Paschal Candle is followed im- '

mechately by the 12 Prophemes -which are sung in the

Tone of a Lesson thus: »
" Punctum. Monosyll_aba.
e AV

——— N o — ] [ ——
- — —1c f
In principio creivit Deus coe-lum et ter-ram.  Dixitque

. Dixit ad

et accentus acutus. A Interrogatio.
-~ I—El’c—l——l—u—u!ﬂ'ﬁ—-ﬁ;—‘
Deus: fi-at Jux.  Quid vis, fi-1i? Reqmevﬂ:
eum: Abraham, A-braham.: .
Sio finitur Prophei’ia.
E — 1
-n-g n ! —IF

i —l—-—l—i—o—o—ﬁ—l———.—l—-—H——l—H—;—p‘_.g_ﬂ -
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hefore the Preface as a,t page 120 The Preface isin:
the same Chant as the Preface at the Mass. “Towards.
-the end of the Blessmg, the following is sung by thy
Priest three times, ralsmg ‘the voice each time :

——i—-ll!;- = o—l—;:;:—g:.:]—q_ — ;.—.‘:_‘l_ﬂ[:_ :

Descendat in- hane: ple-m-tudmem fontls, vu -tus Sp1 rltus sa.uctl' f

‘The last note but one. (e) serves as the ﬁrst note forA
the repetition.” Returning from the Font to the Altar:
“two Chanters intone the Litany of the Saints in the
- curtailed form, (see Grad. Rom. p. 224) the Choir'r
peating #n full each invocation and response The same
takes place on the Vlgll of Pentecost.’ : .

C‘HAPTER 35TH,

HOLY THURSDAY GOCD FRIDAY, AND EASTER SATURDAY
~ . AD MISSAM.

I Mass on Holy I‘hursday has httle special about

" die sept1mo ab umverso opere, quod pa-trarat.

* Each Prophecy Y is followed by Oremus, Flectamus
genua and a Prayer intono simpl. fer. p. 120. After the’
4th gth and.11th Prophecies and before the Oremus, the

Cho1r sings a Tractus, (see Grad. Rom. p.219-223).

Observation. The six Prophecies with their Prayers .
" are sung in the same manner on the Vigil of Pentecost;

- the Choir singing a Tract after the 2nd, 3d and 4th,

V. In the Procession to the Baptismal Font the
" Tract Sicut cervus is sung by the Choir. The two Prayers

) At the end of the 12th Prophecy Oremus only and then the
Prayer in tono simpl. fer. ] .

_the Glo:m on Easter Satmday

it'y except in Cathedral Churches, where the Bishop con-
secrates the Holy Oils. Twelve Prlests seven Deacons .
and seven Subdeacons assist. the Bishop. The Mass pro--
- ‘ceeds more consueto up to that part of the Canon. where
we meet the words “Per quem hec omnia, Domine,
semrper bona creas,” ewclusive. The BlShOp .havmg

. assumed ,his ‘mitre proceeds’ to the table prepared, and

‘seats hlmself at it, . facmg the altar. Then. the Arch—
~deacon s1ngs alta voce in tono Zectzon/s..- R ‘

U] The Oloan is layed at the K J)1,e and Gloria, and at the latter -
the bells_are rung, after which both Organ and Bells remain silent till. .

. '
e




S
0-le-um in - fir - mé-rum.

: One of ‘the Subdeacons with two acolytes retlres to

the Sacristy and brings the Oil of the Sick, which when
onsecrated is brought back ‘in the same manner to the .

Sacristy. = Then the Bishop having washed his hands,

-ascends the Altar and resumes the” Mass at the Words
Per quem &c. and continues- it up to the communion of

the Chalice. Having administered Holy Communion to the

~'Deacon,?) Subdeacon and assistant Clergy, and placed in
‘& vase spec1ally prepared, the host consecrated for the

o ceremonies of- the “following day, he resumes his place at.

blesses it more solito.

".the table, ‘and the Archdeacon smgs in’ tono lectzoms-‘

R NN —

! - 3 — 3
.0 -le-um ad Sanctum Chrisma.

And immediately adds in the same tone:
-g—-—o—l—-—-—-—o—-——qg—

=

O -le -um Ca-te - chu-me- né-rum.

The Blshop then puts incense in the thurible and

" and Subdeaconswith—the—Acolytesamd—othermmimiste

go processionally to the Sacristy and bring, cum onns
“decore et reverentia the Oil of Chrism and the Oil of
Catechumens. Returning to the altar they proceed in the
: followmg order; 1¢t the Thurifer, then one Subdeacon bear-

" ing the cross between two Acolytes with lighted candles,

then two Chantérs, chanting the verses “O Redemptor.”

Ton. II.

Then the 12 priests, Deacons '

 The ch01r repeats the same verse andzf‘the Chanters
contmue the following verses as in Offic. maj. Hebd. 0.257;

the Choir repeating after each, the verse “O .Redemptor”
“as above. The Blshop then proceeds with the Blessin,

of the ChI'lSIIl as in the Pontif. Rom. and Of. may. Hebol.
p. 259 et seqq. When the Blessing is completed “first.
the Bishop, and then the twelve prlests in order salut
‘the consecrated Chrlsm saymO'. - SRS

—E—-—-—n——n—u——m—_— =

A-ve san ctum Chrlsma T

ThlS is sung three times by each the voice bemg ra1sed,'
at every repetition. After the thlrd salutatmn each:- one

~reverently kisses the edge of the vase containing the

Holy Chrism, and retires to- his place.
‘The same ceremony is observed with the Oil of '
Catechumens the consecration of which 1mmedlatelv fol- -

-

. lows, except that instead of the word (*lmsma the word

poleum is substltuted ' -

-a—l—!—l——l—l =
- | Vo—

A -ve san ctum 6 - le-um.

'—’—u*jnt.

;'rE—!—-H—' —_-,.;—3_-‘-'5"'— ;H,—';-l_‘——._—.!.g
0 Refdc" ptor, su - me car-men te-me‘t con - ci-nén-ti-um.

’) The Deacon standing at the Eplstle side sings the Conﬁteor, as

at page 155, )

- Then the consecrated oils are brought back to the"
‘Sacristy with the' sanie ceremony as before, the chanters
continuing the verses Ut novetur sexus, and the choir
answering each verse, with <0 Redemptor as before..

- Mass is then brought to a conclusion and preparations i'
.are made for bringing the consecrated Host to the Altar -

or Chapel prepared for its receptlon The Pamge lmgua,“"

1s sung during the Procession. .

~ II On Good Frlday a Lector reads the Prophecy .
Hec dicit Dominus, as at page 219; the choir singing
the Tract Domine audivi which follows. ‘The Celebrant.
says Oremus, Flectamus genua dc. p 122, the Prayer

g : e




@ quo (p 1‘)0) n ton Simp.

“the ‘Passion according.to- St. John. is sung as on Palm-
Sunday. - From the words Post hec autem the Deacon

of the. Mass sings the rema,mder in the usual Gospel .
tone.’ (p. 130.) "The Priest- then sm0's the nine’ prayers

as at pages 123 d&c. -

 The Prayers cencluded the Prlest at the unvelhng
f the cross intones the Antlphon Ecce lignum alone;

from én quo salus the ‘ministers join him, and the ch01r‘_f'-_

- Answers with Venwite adoremus, as follows ,
: - Ton. VL.

Sac f de fe dc Sac. cum ministris.

o .h—:—PI—H—‘.EA——I---!'H‘__H_ﬂ.F__-i —*‘.n“—l—l‘n Hﬁw.

Ec-ce li. - gnum-cru - cis,  in quo sa - lus mun - di

. ;ﬁg ni"n n""'—'ﬂfh——'u—:-».—t—th. R

pen - d1t Chor. R Ve - nf - te ad-o -ré - mus.

- 'This Antlphon is sung three times, the, voice being-
“raised. a tone higher at each repetltlon During the ado—

~yation of the—€ross: the*@horr*smgswthe-rep e

- (Imyproperia) Popule meus; and then the- Hymn O'mx__ '
.~ fidelis. During the Processmn of the Blessed Sacrament
“from the “altar of J:epos1t10n the H) n Vemlla Regzs

~prodeunt is sung. - - .

After the Orate fmtres the' Celebrant smgs Ore-~

"'mus, preceptis salutaribus . . .. i tono ferjali (p 153).

. He says dmen in-a low v01ce, and then sings in ferial -
" 'tone without Oremus (page 120) Lzbem nos, the Choir

i ‘answering Amen. : :

III. On Easter Saturday, the Chanters, -When the
L_ita_ny AIS ended, intone Kyrie eleison; (see Gmd Rom.

‘ for. - Thie Subdeacon
ings, in Epistle tone, the lesson In diebus illis: and. " .
“as soon as the Choir hasa concluded the Tract Eripe me,

‘The 'Pra,yer o tono festwo _‘_j(p 120)

the Celebra,nt smgS' S DR R
";;-———-n-'-uﬂ_-'--— CEE _ﬂt—

Al yle T R e Iu—Ja

“each time, and the- Ch01r repeats it after h1m each
-in the same tone. .

After the 3d repetltlon of the Alleluzw, the

“continues with " COnﬁtemmz and ‘the Tract Laudate D
minwm. - After the Communion of the Priest, Vespers

which on this -day are united. to- the Mass., are com-
menced. The. Choir intones the. Antiphon Allelma and:
the Psalm Laudate Dominum, then repeats the Antlphon
There is no Little Chapter, Hymn, or Versicle, but the

‘Celebrant” then intones the Antlphon of the: Magnzﬁcat'
" as follow D

“——-4—'—1-—-&— n'n.u—t_n—il:_

Ve spe Le au tem Sab - ba-ti.

~heir -begi sﬂat_guﬁ_lucescztuﬁ_..«and—smgswt ,‘
Magmﬁcat gth- Tone ‘1st-ending.  As soon as the Anti-

~phon is repeated, the Celebrant sings Dominus vobiscum,

Oremus dc..in tono festivo (p 120), Domvinus vobiscum,
and then the Deacon _Ite missa est Allelma Allelma
(p. 157, N° 1).

9 ,‘The O;gan 'is playéd and the bells are rung.: -

s




 CHAPTER 361,
VARIOUS INTO'N.A‘TIONS.

1. Hymni coram Ss. Sacramento ex-Rit. Rom.
R Ton. I

-~-—-F§"""”5ﬁ5“‘%

_ _ Ton. I, )
bt ) —- . —h— R . R —
: -?-?—.—-.-“.!H—-. i = .l. ) ~. = -
b) Sa-cris so - 1é-mni-is  jun-cta sint gaudi-a. B
Ton. VIII.

_— - ) o
] S T N——m—dr
¢) Verbum su-pérnum prédi-ens.

d) Ae-tér - ne Rex al - tis-si-me.

i

- _*:.:-:g:p‘ﬁntu:—;_:i:]i!—"‘h JE

e) Sa-1d - tis hu-m4-nae sa-tor.

9. The Devotion known as the “Forty Hours
“Adoration”") extends over three days. On the First
“Day, ‘there is the Mass of Exposition. After Mass

-~ solemn Votive Mass pro’ Pace at 4 side alts -

out Gloria or Credo; and on ‘the _third-day the Selemn
Mass of Reposition is celebrated at the principal altar
coram. SSmo. On the third day the Litanies ‘are. sung
before the Procession, but only up_to. the verse Domine
-exaudi &c. inclusive; then the Procession takes place,

~and after the Procession, (the concluding verses of the

Hymn “Tantum ergo” and “Genitori” being sung” at

‘the Altar, and the chanters at the end of the Hymn

adding “Pamem de calo” &c.) the Celebrant sings the
Prayers as on the day of Exposition, all concluding with

‘Beriediction of the Most Holy Salcrament..- '

, 3. Invocatio S. Spiritus,
g e f d fagfg S

- e T
F"*‘*”—-_‘T“F!'i'—‘—“,jt—*ﬁ“iﬂ*!mﬁ;—
~Antiph. Ve-ni sancte Spi - ri-tds. Hymmn. Ve-ni Cre-4-tor -

= o o ; - . -
R —— —— ==

]
—

Spi-ri-tus. ¥. Emitte Spiritum tuum, et creabin-tur -
' ~ R.. Et renovébis ficiemr . ° . ter-rae.
Oratio: Deus, qui corda, as at page 120.

“a"Procession i “formed, during which the Hymn Pange

 lingua " (intoned as above) is sung alternately by the
- Choir, and by those taking part in the Procession. When

- the Procession is over and.the Blessed Sacrament placed
“on the throne prepared for it, the Litany of the Saints,

- as on St. Mark’s day, page 206, is chanted, with the
Prayers &c.; concluding with Ewxdudiat nos &ec. and

Fidelium anime &c.” On the Second day there is a \

) For_the full ceremonial of the “Forty Hours Adoration” see

“Manuale Sac. Ceremoniarum d&c.” by the V. Rev. Mgr. Forde. 8. T. D.
Eec. Met. Dublin. Canonic. Dublini apud Jac. Duffy. 7. Wellington
Quay. MDCCCL VI N .

4. Benedictio Pontiﬁca]is..

| The Pontifical Blessing is given by a Bishop in?'-tlwo;
- forms; one, when a sermon is preached within the Mass.
~and an Indulgence published. In this case the Preacher-,

words T%bi Pater and Te Pater. .

After the Confiteor, the Preacher publishes the In- -

-dulgence in the.form prescribed in the Ceremoniale Episc.

- having concluded his Sermon, remains in the pulpit; and
* the Deacon going to the foot of ‘the Bishop’s throne .
sings. the Confiteor as at page 155; genuflecting at the: -

~cap. XXV. -Then the Bishop sings in fono. simpl. fer. -
- the words: Precibus et meritis Beate Marie semper Vip-. -




qzms Beati Zl[zclmelzs Arckcmgelz Beati J oanms'Baptzstce
Sanctorum Apostolomm Petri et Pouli, et ommium San-

clorum, misereotur. vestri Ommpotens De%s et, dzmzsszs .

peccwtzs vestris, perducat V08 ad mtam cetemam

~ - —.
"T6 which the Chon aliswers on one note = R E

Amen.

) Then the B1sh0p contmues “Indulgentwm, absolutzo-._
‘:nem, et remissionem peccatomm vestrorum, triduat vobzs :

ommipotens, et misericors Dominus.”
Choir answers:

Then assuming the mitre, the Bishop Blesses the.
~ people more consueto, sa,yan' ~— “Et - benedictio Dei -
, ommipotentis Pa T tms et Fi 7 lii, et Spmz‘us T Sancte

descendat” super .vos, et maneat semper.”
Choir answers: -E—HA—8—JF
. S . A-men.
" The second form is when presiding at Solemn Mass
 the Bishop gives the Blessing at the end.of Mass, thus:

s et ol ey _H ATIE e
.—. : . H _ﬂ_ = - - —
: Ant. Si- 1-n1-qu1-t{t-tes.. Ps. 129. De profﬁndis clamivi-™

i . i " po | :iE
"~ quis su- sti-né-bit ?

. = 'E! - .—Zf:E

5 In Lxequns

may have to be mtoned bV the 0fﬁcmtmg P_r;est..-

- Parochus. Cantores.

'

ad te Do—ml-ne Domme exaﬁdx yocem me-am VII/

i

——|'|~0 -.—.—u_n-:;:-—u:n—.—,ﬂ_.—,..- 3—L.—H—‘

8i i -m-qu1 té tes  ob-ser-vi-ve-ris D4-mi-ne, - Do-nu-ne,

' Parochus. o ‘ Cantores.’
; — = P — 0—.—.——‘2.—._ —
ie e e o e :r“

¥, Sit ‘no-men Démini be-ne - di-ctum.
#R..Ex hoc punc us-que in sae-cu- lum.

: i
__' T

|
¥, Adjutérium nostrum in némine Do - mini. .
‘s?Qui-'.’f;ecit. ceelum et . - ter - ram.

e o e A e

Benedicat yos o-mm -po-tens De-us, Pa- ter et”

SRR Ay ey

——.

——I—o—--q—-—-—u—-o—-wl——»—:ﬂt:g—!-— -l:——f—~—-

CFi-li-us, et Spl-rl-tus san-ctus. RB. A-men.

-

Ant. Ex-sul-tdbunt D‘oml-no. Ps. 50. M1-se-re-re me-i, De-us,:

u—y —.. _l'::‘p‘ _:H:

ecundum magnam mlsencor-dl-am tu - --am, I/,

' The Chanters-intone the Resp. Subvenite, the Clergy»
(Choir) answer. The Prayers which conclude with Per

Christum Dominum mostrum, or -Qui vivis et. regnas in

- secula seculorwm, should be sung in Tono feriali p.121,

the others in simpl. fer. p. 120. After the Libera me,.

~ Domine, the Priest sings_':.'"‘ NN "—*EL[E*———-* and

' v _ o : Pa tor noster secreto,
o 15%*




cas m tenmtw—nem R Sed Zzbem nos o ma—lo. V A L

’HC a

. After the Blessmg of the grave the Pr1est mtones“?t

Cantores

5§74:~‘—3—3E

: Ant E- go sum. Cant. Bene- dlctus Do-m1~nus De -us 1- sra- el *

S ; : y - .v pr— )
o S . Lol | e
“quia visitdvit, et fécit redemptiénem? ple-bis su-ae. . II.

In exegmzs parvulomm he sings :

. Ca,ntores _
H—t B it e R

T . E

r

" u~l-0—n—.l—9—g—o—!-;f@ ’

o

. .__A"te Sit nomen Dém;m. ,1?3{112.‘, Laudéte . “pﬁeri_,“:]_),c’)minum, s

t____;_____"—_—u_: a '3.’5_-
" lap-dé-te nomen D¢-mi-ni. II.

'

- debet deformare. contum planum.”
seem to comprehend‘this principle!” How few again are -
" thoroughly instructed in the nature, construction, or im-,
‘portance of the instrument! Many plead the wretched.

APPENDIX

CHAPTER 37TH
THE ORGAN N GENERAL

I For centuries past the Organ has become 5

~ domesticated in the Church,’ that-it is now regarded a
_almost indispensable. It is true indeed that Church de-.
crees bearing om music, do little more.than.tolerate
this instrument,?) and at certain seasons.and eccasions.
formally prohibit it; the Chant being the only musie
- prescribed in the Liturgy., Nevertheless the organ is re-

cognised and its use sanctioned.in sustaining the Chant ;

and it must be admitted that the majesty and- solemn'
-grandeur of its tones justify its employment in religious
worshlp Even those who hold that Plain-Chant should.

never be accompanied, must nevertheless be desirous that

‘the Preludes, Interludes and Postludes permitted

on the Organ, should be of a grave, devotional character,-

-and—not—out-—ef—keeping—with—the—Chant—itself;—4

condition or 1nsufﬁ01ent size of their instrument as an
excuse for a very indifferent performance.

' i s oL, . . R - - : o -
‘), “Hoc solo mstrumento utitur Eeclesia in diversis cantibus, et in
prosis, in Sequentiis, et in mms, ]iopte? abusum histrionum ejectis

alits ecommumater instrumentis” Aegld amorens1s apud Gerbert. Serip.
Tom..1I. p. 888. The Cerem. Episc. decrees “mec alia instrumento
musicalia, prater tpsum organum addantur.” Lib. I, cap. 28. N° 11. It

must be remembered that the organ has never been admltted into the
. Papal Chapel. .

- No doubt

-+

- How few Organists"




‘many organs- are sadly neglected, and allowed to fall -
into_disrepair; but'it is a mistake to imagine that good -
Organ-playing can only be obtained on an instrument .
of imposing dimensions. The really clever Organist will -
‘be speedily discovered on a small chancel-organ of four

tops; whilst Organs of eight “and twelve stops allow of

‘numerous and effective combinations, if* the Organist only - :

-takes the trouble to study carefully the nature and con-
Struction of his instrument. It is also necessary for those

who have to manage Organs, to be able to remedy the =

«-more trivial accidents which will occur from time to time
in the most carefully constructed instruments, and to
suggest to thé Organ Builder such’ alterations or im-
provements as may tend to-balance the tone more evenly,
~and enbance the value of the instrument as a' work of
~art.  Every ergan, no matter how small, should have -
. the so-called long pedal, i. e. a full octave of Pedal
"pipes from ¢ to ¢ (or to g if the Organ be what is
..called a G Organ). Where this is wanting, it can be
~added on without much expense. The mixture stops should
1ot he too shrill,) but yet powerful and sonorous. A
“4-foot stop can be used without coupling it to an 8-foot,

.érerﬁiam7 such as: Béckér,_’f)ﬁéz’hﬁch,ﬁ“")ﬁ jdébbs, ”)ch te

Seidel,%) Schlimbach.) But Topfer's exposition in’

“Lelrbuch der Orgelkunst” (4 vols. Weimar; Vogt); -as

- well as in the smaller work: Die Orgel dc. (Erfar

' 'Kérnér) is. considered of the.greatest useflylnefss anﬁd,lme
portance. For English readers “The Organ, its Histor

and Construction” by Edward J. Hopkins, Organist of
the Temple Church, London, will be found invaluabl
(Cocks & Co. London.) . R
II. This instrument is so complicated in construe-
tion, and presents so many difficulties in the just em-

" ployment of its varied resources, that constant, earnest

persevering study is of paramount necessity. The skilful
organist should be able not only to execute faultl,ess}y
whatever music may be placed before him, but moreover

to improvise, or create music, guided by the well-

established principles of a good school .and the rule‘s_qfw
‘composition, and not exclusively by his own peculiar

fancy or musical taste. But to do this well, he must.be -

‘a thorough master of the theory of music, he‘ must be -
gifted with fair natural talent, and have acquired good

“executive ability by patient and well-ordered practice. -

Anyone_acquainted_with the biographies of great Musi-

_if the pie.ce,.v..b.e}.transpdsedwzyn-@et;wémlampr#he;larpge‘;t

- the Organ-is, and the more numerous the stops, the
~-more varied are its tone-resources and poss.ble ¢ombi-
nations, and the more’ imperative does the duty of the

.‘i"j-'Organist become, to study well the mechanism and the

“-arrangement, the Tone-power and general effectiveness.
. of the instrument entrusted to him.

) Several valuable works have been compiled on the
Organ, its Construction &c.; which to the diligent stu-
- dent will prove most useful. Most of them indeed are in

. 1) In old O‘rgans we often meet with exceedingly shrill Mixtures .
‘and Fifths, which if remodelled would furnish good material for more
solid “smail”* work. .

- cians, cannot but remember, with what care and fore-

thought such masters of the instrument as Sebastian

- Bach, Hindel, Albrechtsberger and others, prepared themf

" 1} Rathschlige fiir Organisten. ... Leipzig, Schubert. o
'z)) Orgellehrg, Structur und Erhaltung. Glogau, Flemming. g
3) Prakt. Anleitung zmr Erlangung der Kenntniss der Orgelyeaﬁs__
&c., nebst einer Aunleitung zum Stimmen der Zungenwerke. Ml qzt'nezf
. Bagel. - Amongst the most recent works of this nature, we mayk_m t--
Sattler, die Orgel nach den neuesten Grundsitzen der Orgelbaul légsé
Langensalza, Gressler. Schmdls, finf Recensionen iiber vers.chleBn‘
aeuere Orgeln. Hamburg, Griming. Schubert, die Orgel, ihr Bau
ihre Geschichte und Behandlung. Leipzig, Merseburger.
‘) Katechismus der Orgel. Leipzig, Weber. Y
5) Die Orgel und ihr Bau. Breslau, Leuckart. Very goo i
" ©) Ueber Structur &c der Orgel. Leipzig, Breitkopf & Hdrtel...
Good but dear. . R

d.org " _
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'm0 organist should be tempted to regard the momentary
fancies of an oftentimes untutored taste, as subjects on

-the King of instruments. . . . S -
- Chr. Fr. Schubart?)- remarks with truth “that as the

~ “study it, should possess good intellectual and physical
- “abilities. Amongst these I would reckon Genius and
“Application. One that has not a natural talent for
~ “the instrument can never become a clever organist; .and

~ “to educate it, or neglects to study the peculiarities of the

QCatholic organist should understand Harmony, Thorough- -
Bass, Counterpoint, Fugue (or at least Imitation) so as-
~to be able to guide himself in modulations, suitable
- transpositions, and pedal work; for all this is indis-
~pensable in the accompaniment of Plain-Chant

selves vﬁfhéxi ‘about to perform on 1t ; “and what ' minute
- attention they bestowed even on the most insignificant
- of their compositions. With such memories to haunt him,

“which . to expend the multiplied and varied resources of

‘“Organ is the first of instruments, so is the Organist
“the first of musicians. The management of the Organ .
“is exceptionally difficult, and whosoever undertakes to

" “one who relies solely on his ‘talent, and takes no pains .

“instrument, must always remain a naturalist.” Every .

- bini,) Dehn,*) Herzog,*) Hohmann,*) Marx,?) Oberhoffer
Richter,”) Ritter,%) Schiitze,%) Dr. Crotch, Organ fugues
 C. H. Rinek’s Organ School edited by Best, and- Hen
Smart’s works. Many-of those works "are exclusively:for
practical Organ-playing, but are of little use to Catholic’
. Organists except so far as they furnish manual and pedal
_exercises. Amongst works suitable for Catholic purposes.
we may enumerate Albrechtsberger,®®) Bach,*) Becker, -
C.F.'*) Brosig,*) Oberhoffer, Hesse,™*) Kothe's) and:
Bt 1) e LR _ A

- !) Theorie des Contrapunctes und: der Fuge. Leipzig, Kistner, -
_?) Theor.-prakt. Harmonielehre. Berlin, Schlesinger. st

. %) Orgelschule. * Erlangen, Deichert. h P e

' ") Lehrb. d. mus. Komposition, Harmonie und Generalbasslehre.:
Niirnberg, Sehmid. . o ) PN
" ) Compositionslehre. Leipzig, Breitkopf & Hirtel. -~ =
%). Die Schule des kath. Orgamisten. 2 Theile. Trier, Lintz. We -

- understand, this very useful work is being translated into English by

the author’s son, at presemt Organist in the Catholic Churc‘I%, York:
To this class of useful works for Catholic Organists belong ‘“die Be-
- handlung der Orgel,” by B. Mettenleiter. Regensburg, Pustet; and. the -

“prakt. Orgelschule” by B. Braun. Gmiind, Schmid.. o
') Lehrbuch der Fuge, des Contrapunkts, der Harmonie.- Leipzig
Breitkopf & Hirtel. ’ S
. %) Die Kunst des Orgelspiels. 3 parts, a very useful book, also"
his Handbook for harmony. . . s N
- ,’i’) Prakt. Orgelschule.- Leipzig, Arnold.

0 3 [;

gues for the Qrean.. Vienna. Haslinger o~ :

" pieces, then-miore difficult compositions for the Organ,
o h1s talent for improvisation -will be developed, his imag-
- Ination. enlivened, his memory well exercised, his taste

fqrmjity and style gradually but securely acquired. From
the innumerable works compiled on the Theory and
‘Practice of Organ-playing, we select the following as the

) Tdeen zu, einer Aesthetik der Tonkinst. Wien 1806. p. 280,
., %) Collected "writings on Thorough-Bass, Harmony and Composition -
for self-instruction. Novello Ewer & .Co. 1955. .

" .. By playing from memory, at first short and easy
- improved, and.a correct musical comprehension of uni-

best known -and most useful. - Albrechtsberger,? Cheru-'.'

') The “well-tempered Clavier,” and especially his compositions -
edited by Chrysander.. Leipzig, Peters. Above and beyond all, Sebastian
"Bach remains the grand mqge} for all organ players; and his weorks
are an inexhaustible mine of Taste, Thought and manner of ‘grasping
the subject. S o
- ) The “Organ archives” edited together with Ritter's work is de-
- serving of special mention. 48 pieces from different epochs. Leipzig;Friese. -

"8) A Catholic Organist of great distinction.

.- ) His works to be had mostly from Leukart in Breslau.:
' %) Haridbuch fiir Organisten. Breslau, Leuckart.. A very useful,
practical ‘work, to be highly recommended.

') Cadenzen, Versetten, Priludien und Fugen. fiir Orgel, 20 im-

proved edition. A most useful, and one might add necessarytwprk for
.- all Catholic organists. . ‘ :
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CHAP TER ’éSm. g
THE ORGAN IN PLAIN-CHANT.

T “As Plain-Chdnt_ is pure melody; and was invented :
-“and composed without harmonic accompaniment, without

“time and with free recitation of the text; so any har-
“monic accompaniment to it is an evil” Thus writes
-Dr. Franz' Witt.') He would indeed -except the simple

antiphonal chants, such as the Responses and Psalm-
“Tones, which do not belong to the scientific chant proper, -

‘and are for the most part only a recitation of the text
_“-upon one note, with certain cadences and melodic pas-
- ‘sages, according to fixed rules at the comimas, full-stops,
&c. But for the scientific chant itself, he' regards -“any

-~ “harmonic accompaniment, even if it be by the first artist .
~“in the world, as .the greatest misfortune; in fact its -

“death.” “Twenty years practical experience” he adds,

“_“h;as convinced me, that singers who always sing Plain-
~“Chant accompanied are quite incapable of singing it with
““proper feeling .. .. An Organ accompaniment, though -

‘“liked by almost everybody, is and must be monotonous;
i “a proper change of the registers, the perpetual accen-
. “tuation.-and. non-accentuation—the-crescendo—and dimi--
“nuendo, with which the text should be declaimed, cannot
“-by any possibility be managed on an organ. — The
 “countless embellishments (the newme on short syllables,
%20 or more notes, in old books, 160 to 200 notes on
.~ “one short syllable) which resemble the arabesques round
 “the initial letters in ancient illuminated Missals, and
~ “which must be treated with the same delicacy, become
“quite unmeaning with ‘any accompaniment; moreover
Heverything else becomes, to say the least of it, coarse,

L ') See Preface to “Orgamun comitans ad Ordinariu}n Misse@” trans-
~lated by H. S. Butferfield, Author of “The Reform of Church-Music
in Germany &c.” (Tablet.). :

“colourless. and spiritless, and a want of spirit and of e
“pressiveness, or singing every thing alike, as people say
“kills any music, any melodic outpouring of the soul.”’)-
Nevertheless as the Organ proves so useful,.and
oftentimes indispensable in sustaining the voices, espec-
ially in weak or insufficiently-trained choirs, this “evil”

“must be tolerated, provided however that the accompa-
‘niment be regulated by the principles and peculiarities’

of the Chant itself, and not by the laws of modern’
harmonisation. The first thing to be borne in mind is,
that the Gregorian modes are totally different from our-

" modern major and minor modes, and any attempt -to

harmonize them according to the rules of modern har-
mony, will -infallibly destroy the Chant. In the modqr_nﬂ'
modes, for instance, certain notes have a peculiar affinity
or attraction towards others; such as the dominant and

“sub-dominant and the leading-note of.the key, and mo-

dern music is harmonized upon a consideration of such’ .
affinities or attractions: but in Church modes these af- -
finities have no existence; so that to clothe them with
harmonies creating anticipations which are inconsistent

" with the progress of the melody, must necessarily destroy .

their—distinctive character. The peculiar tonality of the

“Gregorian Modes, as we have elsewhere observed, (See

Chap, 9) arises from the varied disposition of t]'Je inter-- .
vals of the scale. The 1#t and 204 modes, for instance,.

_.are treated by some harmonists, as if they were.thfe‘
" modern scale of D miénor; from which however they

differ in two important particulars. In the first place,

. the Gregorian mode, being purely diatonic, has the sej§

not p; and in the second place, it has the do always j,

i ) The esteemed author of Loss and Gain makes one of his char- ..
acters say, with reference to harmonized Gregorian music, that “it is
o, mixture of two things, each good in-itself, and incongruous t(‘)ge’the}‘. "

- VIg’s o mixture of the first and second courses at table.” — “It's like |

‘the architecture of the facade at Milan, half Gothic, half Grecian. .

ot
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‘never #,so xt'}'iatf,i‘ if “the Otrgaﬁist "harr'nonj'ses beither‘of "
~these modes as in the scale of D menor, he will con-

= stantly introduce chords in the accompaniment which will
.~ prepare the ear of the singer for notes the Very opposite
. of those which he is required to sing. On the same prin-
. ciple such harmonists would treat the 34 and 4th modes,

:as in the key of E major; the 5th-and 6th modes, ‘as "

- In Fomajor; and the 7% and Sth as G major, all which
_“treatments would bé wrong. "The fundamental rule for
. accompanying Gregorian Chant, is, that the “Harmony
+of the Church Modes, should on no account alter
“or interfere with the melody; the melody must in
- all cases and under all eircumstarices pre dominate, and
- the accompaniment be, as far as the laws of harmony per-
-+-mit, strictly diatonic. The construction of cadences in
the accompaniment of Plain-Chant is subject to the
‘same rule.” “Nothing is more simple,” writes M. Danjou
(Revue de Musique for Dec. 1847 and Jan. 1848) “or
. Tore easy than the accompaniment of the Church-Song,
- if the rules of counterpoint laid dowr by the Masters of the
middle ages are followed; but on the contrary nothing

more complicated, more difficult or more uncertain, than™ -
the attempt of -assimilating modern harmony with the -

As. & general' rulé it may be stated that all the
notes of each diatonic scale maybe employed in’

~the construction of chords, but the closing chorg
~should be constructed on the final of the mode.”

Observation. The great need of having some sys-

. tematic method of harmony for Plain-Chant, has given rise

to various schemes, especially of late years. In Rome the

~ Chant is never accompanied, et koc laudo; in France '-pheﬂv
"~ cantus firmus ‘is usually given to the Pedal in the organ,
" or to a deep bass wind instrument; and the harmonies con-

_structed thereon, oftentimes meaningless and unconnected, .

-make the Chant itself heavy and wearisome. F. A.Gevaért

“and the Abbé van Damme, two Belgian #zirfuosi, lay down

. -as a fundamental law, that the accompaniment should be
-~ strietly diatonic, and that no note ‘should appear in the -
- ‘accompaniment that does not exist in the melody. This-

system, in melodies of a small range, say five notes, would
'reduce the possible chords to a very limited number. The..

‘late Father Schneider of Ebingen would harmonise Plain-
. Chant without any diésis or flar (¢ or V) appearing even -

in the cadences. J. G. Mettenleiter gave to each note of .
the melody a distinct chord, mostly however according to.
the laws of two-part counterpoint (nota contra notam); —"

h - a system which demands great executive ability on the™,

part of the organist, so as to keep on with the melody in"
this endless succession of chords, and produces decided

*ancient tonality.”~The moderi Modes close With The chord

¢ of the dominant.leading into the chord of the tonic; not

- 80 the old modes. Modern modes have a leading or sen- .
- sible note; in the old modes you would search for if in

- vain. In modern pieces of music the close of each period

. and of the entire piece must be made with the chord of:

. the Tonic; in'Gregorian Modes this is not necessary.’)

. ') J. G. Mettenleiter in his organ accompaniment to the Enchi-
.. ridion Chorale was gunided by the same_ principles. “The organ accom-
Paniment ‘employs only those harmonic progressions which are by na-
ture purely diatonic, and which are constructed on and bound up
. with the theoretical rules, and elaborated praxzis of the great masters .
. of counterpoint of the I5th and 16tk and first half of the 17t centuries.

-monotony, for most of the chords- and chord-relations of
the same kind will be constantly recurring. D_r. WlFt ﬁ: ‘
nally in his organ accompaniment to the “Ordinarium Missee”

adopts the diatonic system, but with perfect harmonic .

closes, not- overlooking however the rhythmical movement. -
of the Chant; and to this end he allows. connected notes, -

= - and meumas or phrases that must be sung rapidly and .

- together, to be accompanied by keld-down chords, a change
béing made to a new chord when some ‘important note in
:the passage demands it. “The advantages of vth;s theory,

Their progression is as a rule confined to the diatonic triad and
its first inversion: but by the application of ties” on certain notes of -
the chord, it prepares the most surprisiné\ dissonanees, resolves them
in the most pleasing manner and allows them to pass into perfect and
effective consonances.” » . :
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- effective consonances.”

el,y be stated that “all the
notes of each diatonic s ale may be employed in -
the construction of chords, but the closing chord
should be constructed on the final of the mode.” -

Observation. The gre&mt need of having some sys- " -
tematic method of harmony for Plain-Chant, has given rise.. =
to various schemes, especiallﬁ' of late years. In Rome the |
Chant 'is never accompanied ,Let hoe laudo ; in France the .
cantus firinus 'is usually given to the Pedal in the organ,
or to a deep bass wind instrument; and the harmonies con- .-
structed thereon, oftentimes meaningless and unconnected,
make the Chant itself heavy gnd wearisome. F. A.Gevaért -
and the Abbé van Damme, two Belgian virtuosi, lay down
. as a fundamental law, that the accompaniment should be-
. strictly diatomic, and that np note -should appear in the

As a general rule it m

- system, in melodies of a small range, say five notes, would
‘reduce the possible chords to a very limited number. The .
" late Father Schneider of Ebingen would harmonise Plain- .-
. Chant without any diésis or {fiat (§ or ) appearing even -
in the cadences. J. G. Mettenleiter gave to each note of . -
- the melody a distinct chord, jmostly however according to -
the laws of two-part counterpoint (note contra notam); — -
. a system which demands gx%eat executive ability on the" .
part of the organist, so as ta keep on with the melody in
this endless succession of cﬁords, and produces decided -
monotony, for most of the chords and chord-relations of
the same kind will be constantly recurring. Dr. Witt fi-
nally in his organ accompaniment to the “Ordinarium Misse”
-adopts the diatonic system, but with perfect harmonic -
closes, not overlooking however .the 1‘hyt%1mica1 movement
. of the Chant; and to this end he allows. connected notes, -
“and newmas or phrases that must be sung rapidly and: ..
- together, to be accompanied by Zeld-down chords, a change - .
- being made to a new chord when some important note in °
- the passage demands it. “The advantages of this theory,” -

Their progression is as a rule confined to the diatonic triad and - -
its first inversion: but by the application of ties on certain notes of -
. the chord, it prepares the most surprising dissonances, resolves them .
in the most pleasing manner and allows them to pass into perfect and
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he ‘says in the Preface, “are fourfold; a) the accompani- -

“ment. is’ easier to play because many notes have not a -
- “distinct chord; b) it suits the simplicity of the Chant bet-
““ter, and therefore is less monotonous; c) in the melodies -

‘themselves all the notes are not of equal importance -

“(accented); many are ‘passing notes,’ and this is_decisive

. “for my theory; and lastly, it allows the melody to be -
“more prominent, for a melody over a held-down chord
“stands forth much mere boldly, and is therefore more .
“effective.”” A choice between these different systems, — -

-all diatonic however, — is of course a matter of taste:

The experienced author of the “*Magister Choralis,”

after testing all of them, selected Witt’s system as the

‘best, and on the same principles prepared the organ ac- -

. ‘companiments to the new official edition of the “Graduale
- Romanum,” now published by Pustet. A perusal of the

- Preface to Witt's “Organum comitans” will repay the in- -

‘terested inquirer. We would again beg leave to caution
“Organists who may use these published accompaniments,

against a mistake not unfrequently made, that of regard--

ing the fluts or sharps in the beginning of the stave, as

- the signature of our modern keys. Their presence only -
~“indicate that the pitck has been transposed, and they are
- placed there to preserve the original position of the sems-.
" tomes of the mode, and not to indicate a key.

The accompaniment should be generally speaking, a

- four-part.-one-in-close—or—extended _harmon 0__large

~choirs where there is a considerable number of singers, and

" the church itself of considerable size, the accompaniment

_should if possible, be all through in extended harmony.

At the right time and place it may become five, six and .

_ eight-part, and the good Organist will exercise his judg-
ment in employing the resources of his instrument, and
_always with the view of rendering the performance of the

Chant effective. It is self-evident on the other hand that an
~immoderate number of notes and doubled-chords produces

& bad effect, and that excursions up and down the man-
- ‘uals, variations, appoggiaturas and other such modulations,
should never be permitted to obscure or interrupt the chant.

- “The Prelu des Should have a reference to the Chan

_coming on, and serve as an introduction'to. it;‘one o
‘more ideas from the Introit for instance, might form the :

subject of the Prelude, which should close on. the final

“of the-mode in which the Chant begins. This requiremen
is in mo way preposterous, as the Preludes in Catholi

Church-service, can never be so long as'to create any
embarrassment to a skilled organist. The Organist must:
take Masters for his models, study their compositions

- be mot ashamed to play from the copy, and try in writ

ing, to work out short organ passages in the old Gre:

“gorian modes. ) “The least that may be expected from:

an Organist who has to accompany Plain-Chant, is that’
at all events, in the last 10 to 12 bars of his Pre=
lude he should employ a strict Church'style, and
so introduce his singers to the holy function in’
‘which they are to take an.active part.

The Interludes, where they are introduced with
judgment and taste, should for a still stronger reason
be invested with the character of the Church Tones.
Operatic Overtures, military Marches, Fantasias and

"Ariettas, favourite pieces with so many Organists, are

scarcely the character of interludes that would fit well

" modulations in the old

after the Gradual or Offertory in an Old Gregorian Tone,
The Postludes should put the seal on the sublimity

and dignity of the Chant that preceded, and not draw

off the singers or hearers to ‘another train of thought

' N , . > .
) Franz Commer published (Trautwein in Berlin) a collection “of

" Organ-pieces from the 16t and.17th- gcenturies. Father Schmidt, Ka-.

pellmeister in Mtinster, is the compiler of another collectiofr; alse
Riegel “Praxis Organoeds;” and Kothe: “Orgelstiicke in den alten Kirchen-
tonarten (ﬁegensbm‘g, Pustet). In Herzog's “das kirchliche Orgelspiel”
you will find in, the Appendix very.pretty short and long pieces and.

ghurch Modes. A most practical method for
acquiring a facility of playing'in the old modes, would be to study
‘the seores of the “Musica Dwina,” especially the 3d-vol., or other si-
‘milar works of the old masters, and write out for ome’s self, short.
-and striking passages, transpose them if necessary, and then play them.




“When several pieces in different modes follow one an- -
‘other; e. g. the Antiphons. at Vespers &c., care .should
‘be taken to modulate naturally’ into -the new mode, so
as to mark its distinctive character. * It will be there-
fore necessary for ‘the Organist by free transposition F - Lo ,
to be able to give the. Chants ‘in . different pitches .ac- ' o RT T
cording as circumstances ‘may require. For this purpose - R P A R‘ T I I I
exercises in reading the ‘different clefs and the system - PRACTICE OF PLAIN-CHANT
~of "transpositions (as in Chapters 3¢ and 14th) become. - . ' _ } o
~-absolutely necessary, until the player is no longer em-* : o B
“ barrassed by them. Above all it can never be too often_ _
- stated, that conseientious practice, steady self-criticism, S T oy o
'.'zealous'workjng out of the old models, coupled with un- - CHAPTER 39ra. _
- interrupted theoretical study, must form the- distinctive S TO THE CLERGY AND CLERICAL STUDENTS.
~ qualifications of a good Catholic Organist. ?) :
“ . We may close this chapter with a short quotation -
- from the musical historian Ambros.?) “The: innate vital
. “power of these chants is so great, that even without
“any harmonization, they can be made available for
~ “the most intense expression, and nothing is required out-

. “side themselves to mark their great importance ; whilst’ g v ot e i 79, €
%05 the other hand, for the richest and most artistic naArrantes carming scripturarum”) as stitably describing

- “harmonic treatment, they furnish inexhaustible- matter, 1/:}£e ChamCteflSt{C virtues of many amongst her Sa,m?g;j
- “and their- accumulation —through-the comrse—of Contircs (\i:n‘ﬁ’amm Conj."Pont.) but also embellished her ent:lr,ef
- ¥form a treasure, of which art has now the benefit.  Music - Ritual, and brightened 1t up with the songs of holy and.
- “has- waxed strongin the mighty vitality of Gregorian - enlightened men; and Bishops, Priests and Clerics vied
. “Chant; she has been formed out of its melodiés, from with each other in rendering in a worthy manner the

- “the first rude attempts of the Orgamwi, of Diaphony, splendid melodies of St. Gregory; and Councils encour-
‘ ' ' N hiohect o ‘aged the conscientious study of the same.?y

“tand Foug Bowrdons, down .to - her highest perfection - , ,
AT Y54 - . - ] » ] - o
S the AP aIeSt_lma sty le _ . Co - © 1) Laicus in ecclesiis non debet recitare, nec Alleluia dicere, sed

1. ‘GENERAZI} INSTRUCTIONS. B

The zeal and industry with which the Clergy in the
_earlier ages cultivated the Chant, is a matter of history. )y
From the same source we may learn, how the Church."
not- only adopted the words of Ecclesiasticus, cap. 44. 5
(“Landemus viros gloriosos et Dbarentes nostros in genera-

- tione sua . . . in peritia sua reqiirentes modos MUSLCOS, €t.

A

.

- In these old compositions there is a rich collection of pieces, in which - . ﬁsog;";s t(mtm'n sne Alleluia. Theod. of Canterbury. See Gerbert. T. £
the -parts do not cross each other too often, and which thereby ‘be- *) 8 Council of Toledo, Can. 6. Couneil of Trent, Sess. 23. can: 18,
come most useful for the organ. R » : . d¢ reformatione. Council of Rome (1725) and numerous National and

" i knyone who does not feel thoroughly competent to accompany - Provincial Synods and Pastoral Addresses. The National Synod of
Plain Chant, should not at_tem&t it. He would do mdre harm than good.. - Thurles in the Chap. de Eucharistia, can. 38, says: “Nullus cantus wist

~ *®) Geschichte der Musik. Vol. 2. p. . o : gravis, et ecclesiasticus, in Eeclesiis adhibeatur. Rectores Seminariorum.
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" “If then,” writes Jannsen

depend principally wpon them. ... But it is, alas! too

-~ true, that many’ amongst them, through carelessness’ or 2
want of knowledge in this matter, furnish the best pos- .-

sible reasons for its decay and depreciation. We are

forced to say with Cardinal Bona “Ut fatear quod res -
est, pudet. me plerosque ecclesiasticos wviros totius vite -

CUursi i canti versari, ipsum vero camtum, quod -turpe

est, ignorare.” (De cantu eccl. §. III.. N° 1.)%) Stein;.
‘who in his excellent little book?) extends the duties of =
.the Priest as Master in his Church, also to the depart-

- ment of Church Mausic, mentions, that formerly musical
‘culture was especially to be met with amongst the Clergy,

" -and that the greater and better portion were only turned -

" away from it when the degenerate style of Church-Music

7 was first introduced, but with unpardonable carelessness.
they remained inactive. “But for this indifference the - -
.ignorance we have now to deplore would never have be- -

“come so great or so universal.”?)

S ‘ ,i"~"We7~address- Gur'selivéis:'fe o
the Clergy first, we. do so under the firm persuasion -
that the study of Plain-Chant .and its good execution

"~ " He thereforeé counsels scientific- instruction in singing;

at as early an age as possible; and if at all feasible;
in the Pianoforte and Organ, for those whe ‘aspire to the

Sacred Ministry. “If in early life. the education of thi
~future Priest does not embrace the science of music an
" its practical application, later on, when he enters the:

Ecclesiastical ‘Seminary, and is engrossed by other. and
more important studies? this instruction can no longe
be efficiently imparted. Here it will be too late to be

gin the musical education of a young man; too late even:

to direct him in the proper rendering . of the simple
liturgical Chants of* the Altar.” Proksch:*)-“The Priest:
himself in his .Church, must be a Singer, even.if he

‘only have to sing at the Altar.: for he has the super-
" vision of the Church Music, of the popular chants, and

 of the Organ-playing . . ..” Antony: “If however many

persons seek to excuse themselves on the ground, that...
in the matter of musical capabilities . nature has treated. -
them after the manner of a step-mother, and conse- -
quently they do not know their errors in singing, nor
how to correct them; they are bound nevertheless to

. avail themselves of external aid, in arder to work out;

" curent,. prapositis_etian_ premiis, ut_alumni_in_Contu. gravi-et_eccle- ~ what they, left to themselves, are not in a position to..

. stastico Deme instituuntur.” See Preface for the Synod of Maynooth.
“The Council of Laodicea (in the 4th century) decrees: “Non oportet
" mist camomicos cantores qui ‘suggestum ascendunt, et ex diphtera Seu
“membrana canunt, alium quemlibet in Ecclesia psallere”

_ “Malines.

" .%). Die Latholische Kirchenmusik nach ihrer Bestimmung und ihrer .

dermaligen Beschaffenheit. Koln, Bachem,

*) May we venture to hope, that by reason of the greater inter-

. est awakened amongst the Clergy, "and their deep penetration, the

~words of Fr. Bollens in his deutsche Choralgesang wn der katholischen
“Kirche p. 180 may have lost their force. “Instruction in Gregorian °

- Chant is mostly entrusted to men, who are utterly ignorant of its

principles, and who fail to command the attention of their pupils, =

. whereby the Singing Lesson: becomes an hour's recreation and amuse-
- ment. The Teacher is satisfied if his pupils can sing the- collects and
the Preface tolerably, or intone the “Gloria”.or “Ite Missa est;” a feat

" _however which he can get few to accomplish.” - “Sunt etiam plerique

Y Methode (les vrais principes) du Chant Gregorien. H..Dessain, _

do; for it is written: (Jamesiv.17) Scienti sgitur bonim:

- facere, et non facienti, peccatum est illi.”  Amberger:®)

Clerici vel Monachi, qui artem Musice jucundissimee neque sciunt, ne--
que scire volunt, et, quod gravius est, scientes refutant et abhorrent;.
et quod si aliquis musicus eos de cantu, quem vel non rite vel incom-.
posite proferunt, compellat, impudenter irati obstrepunt, nec veritati
adquiescere volunt, suumque errorem suo conamine defendunt.” Gaido
. of Arezzo, see Gerbert Scriptores T. IL. p. 51. One would think these
words ‘were written in the 19th century instead of the 11tk so well.do"

they describe the present condition of affairs. .
.Y} Aphorismen diber katholische Kirchenmusik. Prag, Bellmann. . -
. %) Archdolog. liturg. Lehrbuch des gregorianischen Kirchengesanges: -
Minster, Coppenrath. ‘ _ . ‘ -
" .. %) Pastoraltheologie, I1. vol. From page 216 t0 234 the writer enu~:
merates various matives to encourage the study of Liturgical Song. The

16%




aliis laudem quaras, vocem tiuam: vendis, et facis,
" non tuam, sed suam. Viros decet virili voce cantare, et
non more foemineo tinnulis vel falsis vocibus velut. his
© driowicam imitari lasciviam. The expression “castigat
vocis” when the Amict is given in the ordination of
Sub-deacon may also be understood in this sense.. Inst
Patr.: Nec volubilitate nimia confundenda que dicimus
qua et distinctio perit. et affectus . .. cui Contrariuin es
vitium nimie tarditatis. — Jerome of Moravia:'). Nun
quam cantus nimis basse incipiatur, quod est ululaire
_mec nimas. alte, quod est clamare; sed. mediate, quod est
cantare. — Bona: Receptum.a majoribus cantum in
tegrum oportet, et illibatum custodire, ne si semel.ab-

bound to learn Gregorian Chant and to sing, ac-
S . ? .

Cording to the mind of the Church i
10 the , as he is t ‘a.
faithful observer of the Rubries” « et

“Whoesoever enfers the domam of Lituré&;

.songs of the Church, and not to put, them aside with in-
}d-1ﬁ’erenc.e; to try and understand their truth, their beauty -
~and tuhelr power, and not through neglect,of vnecessary J
.‘:-'pr.actlce, or through clumsy rendering of them deprivéer'ﬁ
them of all feeling. Every one should try ;],nd fe’e'll |

" more and more the beauty of Plain-Chant, in
i _Vorder that he may sing it with devotion.” “Le7t no.
. man say:— the people understand very little about it —-
-.you sing in the name of the Church, to the honour otz’

. her eternal Spouse; but you must also be persuaded that

ervare ceperimus « Semitis anmbiquis, quas posuerunt

" Patres nostri, paulatim inconsultis emiationibus religio

nis integritas destruatur. o Lol
Denique damnati sunt illi, qui parcentes wvocibus.

suis rapinam factunt in- holocaustis, qui vitulos scilicet

labiorum suorum Domino reddere megligentes, vel dolo-" -

‘through this elevating chant. the h '
oug ) a g earts
are effectually reachebd-.” L s of th'e faithtl
_ On the other hand the follow; '

- On ther ha owing remarks are =
,_'t_hy of the Cleric’s attention: “The bSinger shoﬁIcIV%re
~ & man of prayer:” St.-Bernard:%). Sumé—swicam—pore

:_cl@ssolutz, que_vocis sue modulatione gloviantur, nec tan-
bume goudent de dono gratie, sed etiam alios spernunt..

“rem capitis vel stomachi debilitatem, vel exilitatem vocis
pretendunt ad eicusandas excusationes in peccatis: cum
 revera totum n eis sibi vindicent mentis evagatio, dis-.
tractio—cordis;carnis—inecriia—et—proprie—sealutis—nemria-
Non enim considerant, quod, qui a communi labore se
subtrahunt, communi etiom retributione carebunt, et qui
Ecclesiam servitute, provimum edificatione, Angelos le=
“titia, samctos gloria, Deum cultu defraudant, ipsi quo-
que Dei gratia; sanctorum’ suffragiis, Angelorum 6usto}-
 dia, proximi adjutorio, Ecclesice beneficiis se. reddunt
" indignos. - Eis ewim, qui legitime camunt, et sapienter

;.-V,Tu'mentes elquime a._l_z'ud cantant , quam libri habeant. -
.zt,\anm: est levitas vocz.s, Jorsitan et mentis. Cantant uZ‘* \'
“placeant populo magis quam Deo. . Si sic cantas, wt agb

::f pastoral letter of-the Bishop of Ratisbon, on the question of Churech- - "

.+Music, must also be i i
mentioned here. C. Sev. Meister writes in his -  psallant (inquit Rupertus Abbas) remuneratio vel pre-

costly work “das katholische deutsche % ;
- gostly wo ] ¢ Kirchenlied”: The Chg " the
_ ’;Jhugl?t}; is a%noessenthl part of public worship: itscllf‘ig]goolf e
, 1025 13111_2 Church history; the knowledge of it, in an his{'ol? :
and iiturgical point of view, is part of theologiéal s'ciencer”’ -

See also Durandus, Ratio oY 1 ;
tore, d poamnd s nale divinorum officiorum, Lib. II. De ccm:}

i . . - T
) Seg B_ona,\ Drv. ‘Psalmodia. cap. XVII, de cantw Ecclesias, 9. V..

it erit carmen @ternum.

.+ Y In Coussemacker, Script.




"CHAPTER 40t
TO CHOIR-MASTERS.

'The, Choill_"-’Mast'er or Conductor is the very soul of
‘the Choir, animating and governing it. On him devolves
he duty of teaching his Choristers. Gregorian Chant, and -~

‘but heavenly melodies be rendered in a becoming and

©and Melodies, for the soul must have a body ; but no
- just esteem of the Chant itself, and of the honourable
" its being. worthily rendered, for the body without the
~ obstacle to the proper teaching and rendering of Plain-
Ay well grounded. in the principles of modern music, and

“lities of the major and minor mode; — (which date only

‘fore carnot give the just expression to tl?gse w;)r%s(;u o
. 'to the melody in which they are ‘clot.}l_ed.,' fp% il 7‘Sﬁ*fﬁ‘e‘~
" be ever remembered, that in Ecg}es1zyst1?,al ¢ lzm_é be
. “text is the master, the notes the slaves.” If however

~lation will:be of some assistance, ‘although it may 1o
Securing by every means within his reach, that its -simple- _girable, as we have remarked in a previous Cha}p;tg% t}ﬁt
. . 3 v » v T
" he should understand and know how to use the ICCie:

edifving . or. This oo ¢ - nd kno use
oyimg mamer. This pre o ot e rough Xnowl-,  giastical Calendar, or Directorium (Ordo); . order that

. edge, theoretical and practical, of the -Ancient Modes '

. knoWledoe howsoever extensive, if -l]I]‘LCCOl]l anied by a . . 1enti hoir-

y 7 ) P y o ~the requirements of the rubric. The eonsmentmus_ C =
[)v()»Sitl'OIl it occupies in the Chur h’s Liturg 7, will ensure . ) . .slng:;
' . o b . the meaning of the words they are called u pon ‘tO. S1 ____g,

: rd e:
enirit i T = a - . jons of Word and . Tone:
.. spirit is dead. Here however we encounter the first great” “and explain the mutual relat

" Chant; for, most Catholic Choir-Masters, whilst thorough-

conversant with the manifold and marvellous adaptabi- - to be influenced by that’ peculiar spirit which animates

stand the Séntimeﬁt;sf_c”()nve;e:d_l in the words, and there

oo - ted with Latin. a trans
any Conductor be not acquainted with Latin, a ftrans

i W is -also. de
give the precise meaning of every word. It is-also. d

he may find the Chants prescribed for the dav or S?ﬁ'
son, and regulate their performance in accordance Wit
7

‘Master would moreover be careful to teach his singers

2) The Liturgy is so beautiful il-l itself, _a_nd_ 00.11":3’15_:
so clearly the mind of the Church in hel_" ve_'moulf.»‘ ob; .
emnities- throughout the year, that no Catholic W Q‘-faﬂ”:
serves it closely and strives to understand it; can Jall

. : nino . to the
the Church_herself, and gives force _and meaning: to

. researches no farther back, and when you speak to them

contemptuous shrug.of the shoulders, as if you broached
- .a subject utterly out of joint with all correct notions of .
~“music or things musical.| We therefore venture to enu-
merate. what may be regarded as the necessary qual-
" -ifications of a Catholic Choir-Master. R
1) He should have a knowledge of the Latin tongue, *

a8 the Liturgical ‘text is- all written in that language.?)
‘Without a.fair knowledge of Latin, he cannot under-

e Wé_ specially recommend “The Catholics Latin Instructor” by )
’:‘.Rev- E.‘Ca_swal]. London. Burns & OQates. - ’ o .

. ~17th V) — ca N 4 | | | c
~:from the latter half of the 17th century:) carry. their several functions of her public worship. Now the (ii?:l)lhc
-~ Choir-Master who seeks to™ discharge his duty .fa;l ] uzt,;
" must allow this spirit to take possession of h._lm, he Ii{:e - 5
° as it' were live with the Church, and enter into her 1€

-"of Gregorian Chant, they turn away from you with a

i ize for himself or

R (V)2 -.can never realize -for himself O
- joy; — otherwise he -cz

Cor s whi ploys. No

“rgolemnizes, or of the words which she employs. 30

3 the Choir-Master who cannot identify his way of thinking

ings; — weep with her in her sorrow and exult.1n he
’ .

those under him, the meaning of the occasion which she
matter how great his musical talents otherwise may be;.

g d in her Liturgy,
ith that of the Church, as expressed I ftur
Z,vxid ‘who fancies that'he7adequatel_y dlscharges ]HS. .dut)f




ll_);_)y;'merely-' making h?zasié whilst }aﬁr’ehgioﬁs 'f‘v‘l.lfl‘cﬁl‘OI‘.l‘ is
- being gone Fhrqu.gh, 18 deficient in one of the mest im-
‘_ port%x)lt ’I(‘Iuahﬁcatlons for his position. |
he particular occasion or Fe. i
%) Th stival,?) also serve
to '.‘\.(‘:vieter_muﬁle the style of Intonation, the rh’y?chmic mo‘vv'ef
%e;liq’c,_ and the more or less solemn delivery of the Chant,
-Un High Fes.tw;als, even the Psalm-Tones are more elab-
%zate in thg;u* Inflections, and approximate to the melodic
o ants IOf the Graduale or Antiphonarium; whereas
: simple Feasts agd Ferias, they are throughout, little
¢ Imonotone sung more rapidly and
hgse latter occasions the mejodies
- . ould € sung so slowly or with all that
: ;glem_mty- which is expected on the great Festivals.; In
- .er_]mem'Masses_, the voice should be subdued, yet clear
pltclie)zd '13}111 aTqulet tone, but not comfortless. 7
¢ Lone of each piece, its com - :
oA pass and pecu-
vha,rllges, should be carefully explained, in order thal% the
_Special character of each of the modi may be clearly

understood : and conveyed; and the Singers should be

tr@med to .strike unwented intervals with accuracy and
:WI._thOIIt .hesnatio'n, and to master the melodic or‘r)h 'th-

- mical difficulties which may occur in a piece ’
~.5) A dear understanding shoald —existbetween—the
. Qrgamst an@ Choir-Master, as regards the piteh of each
- Piece. As high and low voices unite to sing Plain-Chant
?

“the pitch should be so regulated, i. e, tramsposed, -as.

;ths;tiﬁ th.e entire piece can be sung by all with equal power
-and ‘without any extraordinary effort. The division of

the choir into two sections '
| : tions, such as Chanters and full

'/ . .‘ . . . ‘ ) v
Anstitut. Patr, distinguishes three classes of Festivals. On

Y The
.grea, i
. great occas Ing with his whole heart, and soul, and

; on ordinary -

, 2ys, the manner of chantip
i ) g should be so regulated
: »ggﬁngarefdully' and devotionally, without strainiﬁg of ‘Ehghg(t)ic%u wa]f]i%g
g an without fault (cum affectu -absque defecty,). ’

* Choir, or Boys and Men, or upper (Soﬁl"'anbf;»é@ridf’.[‘en‘()r)
~ voices and under (Alto.and Bass) voices, so that the sev=

eral periods of the melody may be sung alternately; and
occasional emphatic passages be delivered by all united;

-~ varies the Chant and renders it easy and animated, whilst "
- it .obviates many- difficulties which in the . continuous

chant of a piece by the full choir are unavoidable. -
6) The Choir-Master should be thoroughly acquainted

~with the power and capabilities of his Singers, and only.
-allow those to sing, who are sufficiently instructed in the

Principles and Practice of Plain-Chant, and are possessed -
~of sound tuneful voices, and -a good distinct pronuncia-
-tion. ‘The flippant saying: “for Plain-Chant any voice -is:

good enough,” betrays not only gross ignorance and con-

‘tempt of art, but also unpardonable irreverence towards -

 , the consecrated Chant of the Catholic Church.” Young -

fresh voices when singing up the scale, and especially :
“when the higher notes are touched are in danger of _
-'going out of tune; this should not be allowed, and it
is the duty of the Master, quietly and without delay -

. (by a stronger or quicker delivery of the voice) to bring

‘them back to the normal tone. o
7) The quantity (i. e. length or hrevity) of the -

syllables must be specially attended to, for the regular -
alternation of the rhetorical rhythm, and absolute free-
“dom in delivery, unfettered by any bar-measurement,
form the grand features of Gregorian.Chant. The long
and short notes should never be subjected to any law.
of a mechanical metronome. We recommend Chapters -

84°and 4% of this Manual to the careful perusal of

Choir-Masters.?) Steady and marked motions of the hand

) Rev. F. X."Haberl in the “Muag. choralis” states it as the re-

. sult of His own. experience, that a choir of from 15 to £0 mixed

voices can sing’ with greater ease, swing, and unity, from one copy,
of the Folio edition of the Grad. Romanum than from ten copies of




hduld»-'diretctj& the wS,inig‘e‘rs' to b'in'd"-tbgéthé\r the s‘evém‘l

‘note-groupings, the Words -and Phrases in alternate
-slower -and quicker enunciation ‘and ‘with stronger or.

1

- ‘weaker accent into one perféct whole.?) .

8) The- subdivision .too of the piece into 'Phr-asé's,-h
‘Periods and Sections depends in a great measure on:
he Conductor. --The breathing: places are indicated by .

- the words and the perpendicular linés or bars drawn
:.across the stave, while for Pauses the double lines
“mark the ‘natural plice. The Syllables of the same word

-+ 'should never be separated. If however such a number
. of notes must be sung to- ome syllable as to necessitate .

~ a rest for breathing, then the Choir-Mastér should be--
7 -fore hand mark a suitable place in the newma, where .
* the entire choir may take a short, almost imperceptible -
- breath. A wise discretion. in regulating the speed of the

movement, is another desirable qualification in a Choir-

* Master. Where there is a small number of choristers he-
.- -should be on the alert to prevent too great haste, and .

- where a large number, too great a tendency.to drawl.

- Where these two faults are not guarded against, the -

- ~clear distinct pronunciation of the words and the ‘pure
.- just intonation_of.the notes suffer; and.when suchel-

ements are wanting, Gregorian Chant bécvomes contem-.
~_:ptible, indeed ridiculous. ] As a ruie the style of singing -
-+ Plain-Chant, should be lively, crisp; fresh, ‘at times

“ the octavo edition; and then adds; “our forefathers made no blunder,
when after the discovery of printing they had the Choral Books pub-
lished in - Folio” = . T g .

') A writer in the ~‘Tablet” of Sept. 9th 1876. giving a reason for:
the excellence of the Plain-Chant singing in Ratisbon Cathedral says -
that “every note is led by the conductor’s baton, and thus expression -
is gained by emphasis being placed upon certain notes and passages.
No comparative value as to time is given to the notes themselves, but
the length of time they are sustained, and the force with which they
are sung, are made en‘irelv subservient to the meaning of the words,

-as interpréted by the conductor of the choir.” 'W. H. Brewer.

_though no uniform rule can be establis
" should these marks of expressi

: matter no blessing or good resu
“Gregorian Chant rendered by stich a ¢

-attentively studied and 2 T sed, I
"'its-'performance is J.intended to be -effective; for “Gre- -

" learned and holy men _ca,n'te'stify,-

R

- yér y ammated o always Wwith an easy rhythmic sw

throughout, and not that -wretched habit “of 'slow, Tum-

“bering, tedious drawling, which has ‘al}“eacl}_j,earngﬂg}lgh
- 2 bad name for Liturgical Music, and in which the voice

are certain’ as the -piece advances, to Sir.lg‘ Oufcv'Of. tune
" 9) The Conductor should also. determine the degree

of strength or weakness of the note-and the increasing
- or decreasing of the voice.
. phrases.

in the several members ;_10"17
2 forte & rescendo are

he effects of piamo, forte and crescendo are
' : ’ Plain-Chant, al-
hed, and still less
on be printed in the Choral
“the words and the occasion exercising SO great ",

Books; exe g fo gre
an 1 ‘ession of the Chant. Short de-.
an influence on the expr ‘ e e they

scending passages diminish in power

not to be overlooked or neglected in

g - whi : uld be increased in ascend-
“descend; whilst the -tone sho

ing scales ; the more. distant intervals should be (3111‘501(1);%L
securely ; Unison, Major Thirds and 'F1fths cllgpla?tt[‘ 11]'1(15 |
power and expression. than the Semitones, Minor 11: )
Tourths ~ &c. : : o '_

rourltg)s i‘*&rom all that has been sa1d it. is ewde;nt tha’t;Cf .
conscientious and persevering practice 18 of P a‘moqn' :
V ve—Where—the-Choir-Master -doés not _eXeICISe.

Tmpo! and keep them

‘his Choristers by continual practice,

" alive to the sanctity and importance of the\‘ duty '1th"?;§
discharge, but trusts everything to chance, and 10

” ) oot

This long” experi and acquaintance with the subject

e orno Dlossing ; 1t can be expected from
a choir. More than
- . ™ . e - deeply
Lan 1 of Music, Plain-Chant should be ¥

Oy O tadiad, 7again and again rehearsed., ‘if

gorian Chant is a matter of no easy acquirement,as the. -

) i he - les of -
' - ast centuries and the -examp '
~ large - schools of pa e eanis. et




nest “and profound study.” 1) One or t

-general rehearsals, will never enable a Choir o prove

(Atself effective, in the different pieces to.be chanteqd
- during the various religious functions. These rehear- - .
- sals, special and general, must be regular and constantly

'reCurring., and must embrace ot only the younger or
~ less instructed memperg: of the Choir, but also, in large
- choirs, the individua] members, and the Chants should
7 be repeated again and again- until even thoge who are
©~ accustomed to trust to thejp neighbours, and - therehy:

~become such an -unpleasant drag both op Conductor and
- Choir, are made thoroughly sure of their work, A good
-. ~elementary uninterrupted method of instruction is the
- forerunner of 3 good, . natural, €asy, certain, worthy and
- edifying Chant. Ays Cesar, out nihil !

T S SRR

CHAPTER 4]sr,
FOR ORGANJSTS.

The observations of the last chapter are also ap-
. plicable -to Organis.ts,—respee-i&},}y?‘whm C WO functions
. -of Choir-Master and Organist are united in the one per-
- S0n, as' is most frequently the case. A glance, morepver,
. at the remarks made on the Organ and its employment in
‘Plain-Chant, in the Appendix to the 9nd part, will clearly
. establish the difference that exists, 15t between a Piansst
-and an Organist, 28dly hetween a right skilful Organist
‘in a general sense and one whose duty it is to accom-
- pany the Chant. The Organist, in a Plain-Chant Choir,
 should fead the singers, facilitate the delivery of the .

') Amberger, 1 c. P 232. .

WO special or

Chant forthem, ‘and by a ‘clear, steady and . correct

“playing of the Plain-Chant melody, regulate: and contro
its movement. L

- The employment of the Orgah in the-several_"por
tions of the Liturgy,-and at the various seasons-of-the

- year, is regulated by formal Decrees of the Church bea:

ing on the subject;?) and the sacredness of the function

and sublimty of the text which it is called on to”ac

‘company, should influence the style of playing fo, ‘b:,e

- adopted.

1) The accentus of the Celebrant and Sacred Min

. isters at the Altar should never be accompanied, -and:

~during the Elevation the greatest silence and devotmn_:

uld. prevail. ? : S
shor 2) I’i‘he use\) of the Organ is forbidden during Aq-;_: \
~vent and Lent, (from Ash-Wednesglay to the Glf)rza
of Holy Saturday) at Mass, or at the Divine Office, -
when de Tempore. From this rule we must except the .
34 Sunday of Advent (called Gaudete Sunday),?) and ,the;~
it Sunday (Laetare) of Lent; on which occ.asrons.,‘as__»_
also on Festivals celebrated ritu dupl. or semidupl. dur- .

~ing these penitential seasons, at solemn votive ‘ma‘s‘ses',:*.;-,
~and at the Kyrie and Gloria of Holy Thursday, the .-

Oroan—i

) | PN Py 1
PSR -18—&oWed—to Piay-

3) The alternate Chants of the Kym'e,.\Gloria, Sam- "

. ctus and Agnus Dei may be omitted by the singers.and».
.'only‘ played on the Organ, but then the words omltted;

') Bened. XIV. Bullar. magn. Conc. Mediol. L: Organo tantum wa
- ecclesiis locus sit; tibie, cornua, et reliqua musice instrumenta. exclu-

*- dontur.

- *) The Cerenioniale Episcoporum (from the beginning of the 17th..

ral Provinci ils f a quiet !
‘ ry) and several Provincial Couneils speak no doubt of =
: 'g.gléltlclle'}\rzz)tional playing of the Organ during the Elevation, and in Rome, -

except in the Sixtine, this practice is universal; and therefore may be -

- toléerated. Nevertheless the silence of the Organ at that solemn moment - [

is. commanded in several decrees both anterior and subsequent to that |
the Ceremoniale. _ , ) ) o
‘ ed]tl%nv(\)ffhen the Vigil of Christmas falls on Sunday the Organ is played. ‘




should be récited by -one of the singers, mediseri vocs, -
_This - permission however does not extend to the Creds. =~
?

~the entire of which must be sung.’) The Tract, Sp.-

~quence. Offertory and Communion, may also be recited -

“in the manner described, when tl : t
“in-the m; escribed, the Organ plays: buf
thg Introdt should. be sung entire '(mz’musgtheprejjfoe;;ition-
~which may be recited) as also the Gradual, or at_ least

-a- portion of it.?) ‘In Vespers the Antiphons need not |

v

‘be sung after the Psalms, but only recited - they .

-~ should always be sung. beforé, The alt
_the Hymn may be recited in ‘the sameellg‘l;]:ge: rees of
. 4)-With regard to the Mass for the Dead there
is a Decree forbidding “the use of the Organ or’x these
- Occasions. Nevertheless Alfieri,. Regﬁier, and other ru-
~ bricists rely on another decree. authorising its use. and
- on the prevailing practice at Rome and many 8t31er
* Pplaces. Tl.le decree is found in a Commentarium to ‘the
» IC'aereZlno'magel'. c}fncllpiéed by Aloysius Proto of Naples, and
. recently publishe Pustet; it 1 : ' ‘
[, zeca s}olnf; o y rustet; it runs thus: Orgams pul-
- defunctorum, etsi renuqt Ordinarius. Die 31. Mart. 1629
fﬂagjonen. #. 807, — However we may fairly infér thad;
1t is only allowed in Missis Defunctorum as g suppoft‘

et lugubri permitts potest in Missis -

D

to the voices, especially in weak choirs, and not as an. -
independent instrumient, ’ o S
~ 5) Where the custom prevails of substituting the
music of the Organ for the Chant of the Deo'G:atz'as
_after the Ite Missa est, this practice may be continued:
according to a decree of the Sacred Congregation 013
Rites. (11. Sep. 1847, in Angelopol, ad 6.) Nevertheless
© the practice of singing the response is more to be en=
- couraged. (See foot-note p. 157.)

1) Cum dicitur symbolu‘m wm Miss ; -

‘sed i , 4 ; t intermiscendum or

sed dllud per chorum cantu intelli ibilz'a otors wnt organum,
oy o 3 s 70, o .
¥) See foot-note page 198, 7O proferatur. (Cer. Hp.1ib.1.N°10.)

-~ 6) ~Thé.-v5Oi‘génlsf-f;siiéﬁldjeihijloy, andvary the stops
on his. instrument according t6-circumstances, and ‘take

‘special care that the delivery of the Chant may be en-
-riched with - all that "light and shade, which -thetext

demands, and a well-played instrument can impart.  The

. Office of the Organ,— that of handmaid and guide to the

Chant, —precludes that bad taste which would have good
Organ-playing consist in a confased noisy jumble of
melody and harmony with every stop drawn out; .because

such _a disproportion  of sound between the voices and.

the instrument intended to support them, renders the

. hearing and understanding of .the words utterly 1mpos-. -

sible. The judicious Organist “clothes the Chant, some-
“times with lightest breathings and the most gentle-
“lisping, sometimes with grave, majestic tones, that go.
“on increasing in power and fashion themselves to har-- .
“monies , whose united sound grows louder and fuller,
“until the chanting of God’s praises becomes like a head-
“long mountain torrent that carries all before it, -and

» “consoles and lifts up the heart of the- devout Christian.”*) - g

7) Just intonation depends for the most part on
the Organist. When the Celebrant at the Altar intones,
it is>much to be desired that his intonation. should ac- -

d—with—that—of—the—choir;—so—that-Priest and People;
Pastor and flock may praise God in unison. To this end
“the Organist should - close his Prelude or Interlude on’ -
the note on which the-Celebrant should commence,.or -
by drawing a-very soft. stop, he may just touch the re-. -
quired note, and the Priest, if he have a fair musical
ear, will have little difficulty in catching it-up.- N

8) It is undeniable indeed that mo amount of effort =

or no mechanical appliance as yet discovered, will enable
a piped or keyed instrument, such as the Organ, to give .

Y Smeddink. II. Jahrgang. Ceecilia. p. 25. :




he verbal ac ent, as the human v01ce alone can and
“many- rhythmlcal melodlc progressmns *eall up strange
cand unfriendly chords, which to a modern musician seem.
-illegitimate , and. have thereby originated those various
“systems of harmomsmg Plain-Chant, that we have* al-
ready spoken of. However ‘these and similar difficulties
should - not:- dlshearten the- young- Organist ;- but rather -
“urge’ him to greater study and more intimate acquain-
tance with the nature and characteristics of the Church
modes and of mediaeval harmony, that he may be enabled
. OR companson to see how very different it is from har-

-mony in the modern acceptation of the term. All thatis

“to be desired is, that the worshippers in every Catholic
Church may be able to realize the truth of Cardinal -
":Bonas words:%) “The harmonious tones. of the Organ
~ “rejoice the sorrowing hearts of mien, and remind them
© %of the joys of the heavenly city, they spur on the tepid, -
»“they comfort the fervent, they -call the just to love,
“and sinners to repentance But to attain this desu'able
end the Catholic Organist must also keep before his eyes
the warning of- the same pious and learned Cardmar.
- “The playing of the Organ must be earnest and appro-
~Ypriate, so.that.. mmaymog.h _agreeableness  draw
. “to itself and monopolize the Whme attention of the soul,
- “ut rather furnish motives and an opportunity, for me-
~“ditating on the words that are being sung and thereby

‘;_’_ﬂ"promote, “feelings of true‘devotion.”

! Bona. div. psalm. c. 17.'§. 2. ad finem.

CHAP TER ) 42ND
FOR CHORISTERS

The system of musmal tralmng to be adopted

';‘Plam-Chant choir, differs in many, respects . from’ ‘that

“usually followed in the case of harmonized Church-Music.
 The rhythm of Gregorian. ( Chant; so closely allied as'it
“with the verbal accent, and the treasure of melody in-which

it is so'rich; — melody however, Wthh to .a singer tramed

- only in modern music _often seems uncouth and unma-

~nageable —; furmsh for . every. class of voice, exercises

~.of such . difficulty, that even a well-trained . chorlster at-
“thie first attempt, and without spemal instruction or close
~study of the Gregorian Tone-system, will certainly fail
" ‘to render them effectively. Gregorian Chant requirés, be-

- gides good distinct pronunciation, a clear understandmg.ﬁ

~of the subject, a quick apprehension . of jts treatment,
and a carefully cultivated voice. Whosoever therefore
is called upon to sing Gregorian, should in the first instance -
be properly trained by a competent teacher, at least in~
those places where such. teachers might be reasonably -
expected to be found such as Cathedral Churches and
celesiastical semins M—An&hrwhrcmsmgﬂar :
~ Chant well, tunefully, and faultlessly, will be able to.
- sing any kind of Church-Music that may- be placed be
fore him.?)
~ "We, will here set forth in one short paragraph the
quahﬁcatlons of a good Plain-Chant Chorister:» “He must

1y The Council of Trent commanded that the Chant should be-

‘taught. in all Ecclesiastical Seminaries. Several National and Provincial

Synods (including Thurles and Maynooth) re-iterate this command; in’
many places but these Decre(lals are allowed to- remam 3 dead letter,

for want of competent teachers.

; The Domkapellmeister of Ratisbon (Rev X Haberl) makes

‘ "1t a rule to commence the musical education of hlS boys with, Plam-




obeyp.impli”citljsanfi . ,éttenhvgly .every hints word, wish

and direction .of the Choir-Master or Conductor, even

‘when they may be in.opposition to his~own bet-

ter judgment.” This blind obedience, easy. enough ‘to

a true musician, should not spring merely from a love of -
“ordér; but above all from'a ‘deep feeling of humility.
“In chanting,” says St.- Ambrose, “moderation is the ‘
firstrule; let the tone be so adjusted, that the hearer

“may not be offended by too loud a voice.”?) A genuine

“feeling of reverence for the Lord’s house, will never be .

“content with having what is prescribed carefully sung;
“put will strive, both in rehearsals®) and performance, to

‘express the meaning, importance, and liturgical xaison
“détre of the Chant itself, and make clear the end and -

spirit of the Church in each of her Solemn functions.
“Who can repeat the wonderful song of the Church, and
" not be moved by it? Hence ‘whosoever undertakes to
" ging Ecclesiastical Chants, must study to know and un-
“derstand what are the feelings and sentiments, which on-
-her wvarious Festivals, should come as it were from the
~very heart of the Church, pass through the heart and
mouth of the Chanter into the hearts of all, and enkindle

‘in all a flame of wniform love. It is only thus that Gre- -

- devotion, earnest. prayer,)  and the good -intention o
. doing all for the greater honour-and glory of God.?

%" «The Church has just reason to complain of those;:

who with unpardonable levity, putting aside all the Tules’

of the Chant, alter and modify the Tones at, pleasur

“'substitnte the wealkness and agreeableness of the sen

- tone for the power and earnestness of the full-tone, w
~tmake no distinction between long and short notes,.or

" study not to give their voices a. character of devotional

tenderness and. overlook the intrinsic worth of the Chant
itself, dragging it on lazily, as if it were a stone of
great weight; now precipitating it in unbecoming haste,
~and again vulgarising it by painful shouting, or by, vi-
tiated or imperfect pronunciation of the vowels, or by

- the adoption of various other faulty mannerisms.”®) "

«Bossuet’s funeral orations when declaimed by a
good orator terrify and inspire one,- but when uttered:
by an indifferent reader, mot only produce no effect, but-
engender coldness and indifference. So is it with

* Plain-Chant.”%). | ,

- “Speaking to yourselves in’psalms and hymns cmd
spiritual canticles, singing and making melody in your

‘gorian Chant ™ can produce its legitimate effect. > .
.+ All ‘that is necessary for an earnest and effective
‘rendering of Plain-Chant is; a heart full of faith, a feel-.

"‘i;ig;o‘f joyful hope,¥) a recollected mind,%) a spirit of .

"1 Ambro¥ius de Offic. minist. L. L c. 18. SR -
2) “The first requisite,” says an old theoretician, Jerome of Mo-

- rawia quoted by Coussemacker, “is, that what is to be sung should be’

- -clearly understood by all, beforehand.” -

.- *) Amberger, loc. ¢it. p. 231. . Sl e
. %) “Notes are good for nothing that come not from a joyful heart. -
Melancholy people may have good voices, but they can never sing well.”
-Jerome of Moravia. : - o ' ,
%) “Whilst singing think of nothing else but what you are engaged

at.”: Bernhard.. . . B : N :

hearts to the Lord.” (Ephesians V. 19.) B

1y In the beginning of an old Psalterium (now the property of the-
Kreisbibliothek in Passau) written in' the monastery of Seeon A. D..1434,

. we find the following prayer for Choristers. Deus omnipotens redemptor

" mundi, qui pro salute humani generis in hunc mundum vénisti, pecca-

" tores redimere pretioso sanguwine. tuo: exaudi Orationem meam, per quaiN
".ego indignus peccator te deprecor, wi psalmi, quos cantabo, digne inter-

. cedant apud te pro peccatis meis. Creator mundi, cumctipotens Deus,
spes ardentibus, gloria Tesurgentibus, suppliciter per hos psalmos clemen-
tiam tuam: imploro, quos pro salute vivorum sive defunctorum decantabo;
‘ut. per e0s a perpetuis eripias tormeniis et premium @ternde beatitudinis
concedas. - Per Christum Dominum mostrum. Amen. ST

- 2) “If you seek the edification of your hearers when you sing, the
more you shun vanity, the more you will edify them.” Bonaventura.
- %) Amberger, loc. cit. p. 233. ‘ ‘ o

4) Cloét, Recueil de Melodies, Tom. II. p. 30*




‘1. SPECIAL DIRECTIONS FOR CHANTING

-~ a) ‘r_e.qi‘tati‘vev'C.h‘:int.‘) o

.~ .CHAPTER 43v.
© "PSALMS. ' CHORAL READING.

T 'What W"e have said in‘the 4th, 5th 6t and "7“‘;
. Chapters must now be recalled -to mind. A good reader

‘is “careful, not only to pronmounce his words with due

" consideration for the vowels and consonants, but also to

group those words together as the context ‘may require,
“and perceptibly distinguish the important syllables, words:
. “and phrases of a sentence. Psalm-singing is little more.
“.Good chanting means good reading.?)

The Poetry of the Psalms is most simple yet' most

" sublime ; the loftiest sentiments are comveyed in concise

forms of words, but every word is pregnant with meaning -

and capable of receiving the most varied.expression. It

“-would not be easy to find more suitable melodies where-
- with to invest those words, than the eight Gregorian Tones -
ith their various endings prescribed by the Church.

“ - Sometimes “indeed -when—~we—hear—Vespers—sang;~¥we

“alize the truth of Mendelssohn’s words: ¢ You cannot
- conceive’ how tiresome and monotonous. the effect is, and E
" how harshly amd mechanically they chant through the
~Psalms. They sing with the accent of. a number of men :
- quarrelling violently, and it sounds as of they were shout- -

. : 4 -
. ') We take this partition of the different styles of Chant from
the work of Cleét mentioned in, last chapter (Tom. I p. 46%), with
the . reserve however that the border line between recitative and modu-

lated Chant: does not appear to be clearly defined, as both come under

 the general laws of Rhythm.

%) The practice in’many places, especially in Germany-, whem -

: -teaching the P-alm-Chants is, to have the pupils read every verse sév-
“eral times over, in order that they may secure:the accented syllables,

"thie pauses, and the grouping of the words.

ing out furiously ome against amother.” - (Letters §

A":‘Italy &e. p. 169.) But this method ‘of chanting ii%e:fn(géjtf;

hardly say, is against the .spirit and the wish of the

- Church, and should- be attributed to inattention, igI
" ance of the language, carelessness in pronunciation,:

perfect training or deplorable indifference.and indevoti

“«The voice -of the Psalmist should not be harsh - or.un-

tuneful, but clear, sweet, and true; Tone and Melody
should correspond to the sacredness of the service, amnc

“in the modulation of tle ‘voice, christian simplicity, and.
.. mot the art of the theatre, should prevail.”®) Would that
- every man, whose duty it is to sing Psalms, repedted
o himself with the Royal Psalmist: “I will sing praise
“to Thee in the sight of thy angels,”?) and considered

as addressed to himself alone, those words, Psallite sa~ -
pienter ; then indeed the many eulogiums lavished ‘by

the Holy Fathers and the Church on the. Psalm-Chants

would appear reasonable and just, and the -counsel .
of St. James the Apostle come to be understood: “Is
any one of you sad? Let him pray. - Is he cheerful .in
mind?2 let him sing.” (James, cap. V. v. 13.) -~ . .

Baini in the Preface to his Tentamen gives some

__gseful hints for_a_devotional and edifying rendering of

the PsathToneS. _“The perfection,” he says, “of these
“chants depends o6n the combined- efforts of all engaged,
“but: especially on the Basses who should- pronounce -the

- “words gently but -distinctly and with due regard to -
- “correct. intonation, the relative length of the syllables,

“gnd.the meaning of the words.”

The Initium must always be solemn and slow, “the

"mcdiatio' distinct, with the syllables judiciously distrib-

-uted amongst the several notes of the inflection ;- in the -

Finalis the accented syllable should receive greafer
) Isidore of Seville, de ecdl. offic. ST
Y Psalin 137. v. L :




nal syllables. -

‘not be acquired all ir a moment. Industrlous practice,

i.telaltrnest spirit ‘of harmonious cooperatlon on the part of
Al e- choristers are indispensable- requisites.-

tone the first verse; (always unaccompanied;) in festis
“nate sides of the Choir, but without the Imtmm The

~words in each verse should be car
efully and distinctly
‘enunciated ; the recitation moderately slow and rhythmlj-—

"until the previous verse has been conclud

u [ ed by the other;
V.and a perceptrble pause should be made at The asterisk

in the middle of the verse, so that all may begin the

~before or after the asterisk, be very long,: then it is

.jhreathmv places;—so that—all—the Wwords may “be Suig
evenly and together. Except the first, all the verses
of a Psalm may be_accompanied by the Organ. The
same tules hold for the Canticles (Magnificat and Be-
gzslcl:gltgf};) aelz(ricept tlhat in these the words are sung more.
N SI0W:

loyed with ench Vyergt:actms), Aand the Imtmm is em-
II. The manner of chanting the Prayers Lessons

“amongst the most effective arrangements of Gregorian

-vamety Old theoreticians styled this manner of chanting

o T ;
P and duratlon of tone and all should be careful. : ' eral treatises give special- dJI‘eCUODS fO

ot to do violence to the text or unduly prolong th_e
| . and the inflections so S1mple that they do not. call -for.

- Good chantin i F -
g is in’ truth an art in itself, and can- much attention’; but it-is-of the -utmost. 1ml901"“mce that

-eonstant attention to the rules of the language, and. an

In festis solemnibus et duplicibus two Chanters in- .

%emzdupl and others of lower rank, on'y one Chanter. -
he remaining verses of the Psalm are sung by alter-— 3

“cal.  One side of the choir should not begin a verse .

-second portion together. If half of the verse,\Whether .:

the duty of the chon—m%ster to rindicate. one ‘0T . more -

“-Gospels &c. according to- the Roman Rite, may be ela\sed
Chant, because of its extreme simplicity, suitability and

ckorahter legere, or choral readlnb, and in their sev-"

r the correct rhytl
‘mical rendering ‘of the same. - The notes are “so few?)

~the pronuncmtlon expresswn and rhythmwal declama-
‘tion" of the text should be oarefully practlsed ‘In pro-
“‘fane music there is an axiom: -“Recitative is the-real
_test of a good singer; " in like manner ehoral reading,;
“which ‘so closely resembles recitative demands great
earnestness and distinctness. Heavy cumbersome ‘chant-
1ng, unseemly - ]erkmg of the words, an affected tone -of:*
voice, nasal effects, long drawling of final syllables and
httle grace notes and unauthorised ﬂourlshes are " all~
“evils to be avoided.

The reading of the Office of the Dead may perhaps »
be classed under the head of choral reading; and in_
many places faults without number are painfully apparent .
in the manner of going through this solemn and essent-.
ially impressive function. Where time is limited, it would .
" Dbe far preferable to use the permission of the Rubnc and
~read but one nocturn with Lauds; than to run through
the entire office at express speed, w1th the pauses at the-
“aSterisks (ﬁsregmﬂeﬁnrsr&e—neveﬁwamng—for_t
other to have concluded its yerse, a want of umformlty
“in tone, and no apparent effort to combme except ‘on the:
final syllables, giving them an emphasis and prommence-
‘that utterly destroys the rhythm of the verse and violates:
" the elementary rules of prosody - We never - could see
- ‘what reason there was. for saying: Iw terra desefrtw et

mma et maquosa, When both prosody, rhythm and good,

! “De aequahbus quidem ‘vocibus nihil alind dxcendum, nisi quod

'éommums yocis impetu proferantur, in modum soluta oratione: legen--
~tis.” Seript. T. 1. p. 104. Accentu regulantur quaecumque simplici lit~
tera hoc est sine nota, describuntur, 1 ut sunt Lectlones &e. (Ma,rtyrolog,

Usuardi ed. 1490 ad calcem) o o R




choral reading -would require inaqiiosa: “The rules:
“of rhythm must be observed, even if they were never -
‘indicated, just as the laws of linguage would be observed
ven if there were no grammar.- As the grammar presup- *
poses the language, and not the language the grammar,

80 also rhythmical rules owe their existence to the -ele-

‘ments:"of rhythm implanted in man by the Creator, and -

not vice versa.” ) A good system of securing an effective

jI_'»éa_diﬁg of the Office, is for two or “more of the select .
choir to lead the rest on either side, and give the proper .
~-8wing to the words and carefully observe the pauses.?) .-

o
’

4

b) modulafed Chant.

- CHAPTER 44rma,
HYMNS, SEQUENCES, PREFACES &e.

L By modulated chant we understand the changing

~or modulating of notes on the several syllables of the
text; for the most part only one note is apportioned -

““to each syllable, and seldom.more than three.—For thi

‘reason modulated Plain-Chant, if we exclude the ac-

- centus which appertains to the Celebrant or Sacred Min-

isters, is justly esteemed the specially popular chant for

--the. masses; and in countries. where the Latin language

. is fairly understood, as in Italy -and Spain, the Hymns, - |

Psalms, Litanies, Sequences &c. are to the present day -

-sung with wonderful effect by the congregation.?) .

"'} Choral und Liturgie. p. 101. Note. o ' :
*) Moderatores chort qur choro didasculi vocari solemt comstituant

";pausario’s, que signo aliquo pausas faciant; vel indicent, versusque pre- -
- -eypitentes. cohibeant. (Bonartius de horis canonicis kib. IIT. ¢.. XX) . -

L damits vicinior esset quam. canenti.’

%) Augustinus Confess. lib. X. writes “Primitiva ecclesia ita psal-

lebat, ut modico flexw wocis faceret resonare psallentem, ita wt pronun-

... L In the Hiymns we must distinguish those which a
 strietly metrical from the unmetrical or prose hymns.
= In the first, t_he”me(lo.dy and _-'its‘,rendem,ng_ are . gmded
. Dby the metre of the verse and the laws ;of» <»1'?Lfn'gl}gfge;;
and accent; in the latter, the melodic ‘pl.‘l?ljaSQS_ are dgw_ﬁgd
" according to the grammatical construction of® thetext
~and therefore present less difficulty than the: former
. «wAg regards their musical construction, they a_re_mode'@s
. of devotional. feeling expressed in music; their melody
i ~goes hand in hand with the sublime-'movement,_'of_--the:_
- poetry, and serves the more on that account to expound
“the word. The older hymns have as & rule a note for
each syllable, and only at the end of each portion of
" the context is a wewuma or group of motes to be met.

with. The strophes should be sung by alternate, sj'd’e"g'
of the choir.”") The last strophe. may be sung. by ‘th‘e: _

" _entire choir. .

: : ical swing, corresponding

A light, easy, free rhythmical swing, corresponding .

to the Festival and the Text is recommended. The altex;—».",.
nate strophes may be recited when the Organ is played.”) -

‘:‘,The first and last strophe, as also the strophe where a
. _genuﬂex.ion is‘jprescribed, (e.g. Q cruz ave &c.) should

alwasa o grnoe
- AIWaYS—DC—Sthss

“"To the class of unmetrical hymns belong chiefly the

" Gloria and Te Deum. The Gloria should be sung rlght
-.through\, from the intonation of the Priest?) to the end,.
“without prelude or interlude. e € ases

"~ may be sung, a) alternately by two. sides of the~ch_b<')1r?.;.

The several phrases

.

| ler, Teaikon der Wirdidichien Tonfiunsi. 215
") Father Utto Kornmiiller, Lexikon der kirchlichen Tonkuns
2)) g?tgd rs? hymnus cantm;ur a musicis vel alternatim ab 0Tgano,

i ) . - . - . .. . Or‘ ;
" tume. cantores legunt mediocrs voce ea verba, qua a Musicis Scu ab T

' tur. (Cerem. Ep. Lib. 1. 20.) R L
gaﬂog)cqﬁ%# ghe(mvlghing,geraphic, vocal intérweaving of a Pales&x;u:&
Kyrie, the simple Gloria in excelsis Deo, escapes from the mow E

- 1 iestic gr : jubilation, worthy .
' lebrant with a tone of majestic gyandgm» a}nd. jubilation, worthy
,',,:gl;ep(z'%claliging the glory of the Most High.” . Ambw.s. Gesch?cﬁtf ‘d?q_',
_ Musik. II. vol. p. 6. , : o o . :




or, b) by the Chanters and the 'eiitire:"-éh(_)ir‘, or o in

‘divided c];Oirs'fprz some phrases and all united at‘someé -
others; the division of the choir being so- arranged as -
to give a Tenor and Bass for Chanters, or Soprano.and

‘Alto as Soloists, or Soprano, Alto, Tenor and Bass as

4 Quartett, and then the entire choir. The point of,
-alternation is determined by the close of the sentence.

- By a steady intonation, and adoption of the antiphonal

.‘method'l just indicated, - the soul-stirring melody of this
-angelic hymn will acquire still greater expression and
“fire. But care should be taken not to multiply without -
. reason these alternations, and the greatest industry should =
-be employed in the execution, to keep closely bound "

together the several melodic phrases of the Chant.

" “The Te Deum” according to Baini “may be sung
“m two ways: either alternately by the Chanters and
‘full choir, or alternately by the Chanters and’Congré-‘» '_

“ . > 3 -
“gation, — or choir against choir.”*) The same method

in a word, may be adopted as in the case of the Gloria.

- At the” words: Fleni sunt celi and Te ergo quesumus,
;- the divided choirs unite and sing the former phrase

fortissimo; the latter softly, slowly and with great ex-

‘pression. At the closing words: In e Domene_all unite

*again, -and bring this solemn Hymn of Praise ‘and thanks-

~giving to an end, as if with one heart and voice. In

~both the Gloria and Te Dewm the Organ may accom-

O o

© . .Y In Rome it is the universal custorﬁ oceasion lic
i In , . e on occagions of ’
i} thalnlasgwmg, to sing all the phrases of the “Te Deum” to thepg;)xlnlg
- fI‘ne ohy.(that of the 2nd phrase Te @ternum dc.). - This makes it easy -
¢ for the congregation to join.” Wherefore whilst preserving the author-

ised Chant of the Antiphonarium for the end of i ' in

sed C 7 Matins when

- l()}hollir, Fr. 1}1( Haberl, the editor under the S.R. C. of the newsgrﬁ%r;%
ooks, in the Organ accompaniment to the Vesperale, has arranged the

Te Dewm according to this simpler chant, and made an application to -

. the Sacred Congregation for formal approbation of the same. - As soon

- as the Decree arrives from Rome, this form Wi { i :
) ome, will be found in th -
book just alluded to, and in the new (8v) edition of t;le Gi-c?drfjll; 3

_'Rom. which are now going through the press.

'jpdny‘ all ‘the sféntehc’és 'aiff;gei';_'tlliev';tl‘ﬁtbﬁétibﬁ', and ‘& Wid.

feld is opened up.te the clever organist, by. judiciots

~ ‘light and shade, simple or complex harmonies, and the
.prudent - use -of louder or softer stops,- to Jintroduce

variety into these simple, élevating, incomparably Dbeauti-

~ful hymns of praise, and to keep bot ir and..cg
- ‘grégation firmly united in bonds of heartfelt devo

9. The Melodies of the 5 sequeneces (see’ Chap.

218t p. 129) are so simple in their progression, as t0
~ form a striking contrast with the more elaborate and
 .extended Settings of the Gradual, Allelwia or Tract

" which precedes them. As a rule there is a note for. each

. syllable, and this measured rhythm secures even in weak
- and imperfectly trained choirs an effective rendering:
. The antiphonal method of singing already described
- ~may be adopted here also, the close of each strophe

" marking the point of alternation. BRI

3. The solemn intonation of the Credo by-vther Cé;
lebrant is followed immediately by the ‘remaining words

" of this great Act of Faith, which may be sung by all
_ “togetlier. or alternately; as in the case of the Gloria

_but no word should be omitted. The melody is pect
Frarty—suitable—for—a—united—congregatio dering_b;

"-gll who take part even in the most crowded religiou

- solemnity. If it be sung without accompaniment, then

.’"ij; should be accelerated a little; we prefer a swinging,
. well-accented, unaccompanied rendering of the Credo, to:

the .best and cleverest Organ-accompaniment. .~ . .
~* 4. The Preface is introduced by an antiphonal chant
between Priest and Choir. In the ‘Introductory Chapte
we have registered Mozart’s well authenticated estima-

- tion of this most beautiful chant. Dr. Dom. Mettenleiter
- in his Aphorisms on Gregorian Chant,*) says with regard

‘) In Pastor bonus, a supplement t0 a Swiss Art journal. 10. Aug. 18.61_._(




10 the Preface and Pdtér‘n(;sier-"l “The Chants of the
.l'meatzo and Pater moster are the most sublime nhat,
.::___have ever been or can be produced A thousand tlmes“‘ "

lever grow the least tlred of them; on the contrary, at

eaoh hearing, we catch something prevrously unheard,

_we discover a new beauty, the feeling of God’s presence -

‘strikes us ‘more forcibly, the breathings of the Holy.

-V/Syp1r1t become more and more distinctly -audible. .. and -

: ‘;ﬂeﬁects Who -can fail to recognize the omnlpotent hand"‘-’:
.of God in this simple work, when he compares it with =

,the innumerable means af the service of-man not pro-

”"ducmg one tithe of such an effect. The melody is as ;
- much God’s work, as the language itself. The Angels and

3 . Saints understand it, we are barely able to stammer it.
‘ The solving of - this mystery too, will form a portion of

__,our happiness in heaven. A Well cultivated musical ear -
- will undoubtedly be able to make more out of the words; -
| ~but it is the Spirit, which. at all times, but here most -
' espemally, vivifies the letter, and pledads for us and asks

-. -for us -with- unspeakablemg*ma:mgg“““ﬂreﬂehoﬁ otrid

answer the Priest in Just intonation and in a firm united*:

_body of tone expressive of both text and melody. The
Organ may accompany the responses but not the
~Chant of the Priest. . ‘

Equally beautiful if not still richer forms of melody ‘

are gwen to that 1ncomparab1e song of tr1umph the
" Exultet jam Angelzca of Holy Saturday; “as joyous yet

Cas dlgmﬁed a piece of declamatory music, if - may so
: speuk, as is anywhere to be found.”?) After the Chant
of the Pater noster which closely resembles the Preface,

Lo 7(;) Card, Wiseman “Four Lectures on the Oerémomie's of Holy Week”

- the Agnus Dez is sung by the Choir, united. or' divide
f»,and repeated three times,  the *hlrd repetmon closmg
" with Dona nobis pacem. mstead of Miserere mobis. .

5. The thanles are espeolally su1ted for- larg

"'"‘ch01rs or congrevamonal singing. - There are but thre
formally approved of by the Church, viz: De ommibu
Sanctis,. Litanie Louretance, and de Ss. Nomine Jesu,?)
the Chants for which are ‘found in the new official Di-

rectorium- Chori. One or more Chanters distinctly ‘and

~ carefully sing the invocations,.to each of which the

Choir or Congregation answer, and if possible without ac-

" companiment. (See Chap. 334" p. 204.) The Responses in

the Mass or during the divine Office follow the same
rules of clear united intonation, distinct enunciation and *
well modulated delivery. We Would direet special atten- -

" tion to the immense superiority in regard of effect, of re-

'spondmg Amen on one note 5::_—1"‘3;:, instead of the]-
K A-men

.'too' common , practice , of smoung E_-_"—§E

A-men..~
" We cannot conclude thls chapter without giving the :

" most useful observations of the editor. of “Choral und

iturgie.” _“The effect of a prolonged syllable is °

essentmlly different from that of an accented syllable;
- the latter expresses. its power more to the ear of the
- hearer, than in the mouth of the singer; ‘with the pro—

'longed syllable it-is quite the reverse; the accented

= gyllable is better understood than heard, the prolonged“
~ more heard than understood. The- Gregormn note should
" not exercise the slightest, influence, on the length- or
brev1ty, force or. weakness of the syllable placed under

1y This. last-mentioned L1tfmy is only apploved of for cerf'un places,.
“viz; for all Germany, and for such Dioceses, where the Ordinary may
“have received from Rome formal permission, and the correet text as
revised by the S. R. C.- This permission exists for the Diocese of Dublm,

+ and- other Dioceses in Iteland

"'hed.org‘




~ : ntrary 11: rather recéives. from the syllable
1tsv dura’mon “and precise. deternnnatlon the text is here
supreme and the ‘notes must acknowledge its’ Supremacy,
not. vice Versa . o “The sense should-not be mterfered
with by pa,uses nor the word divided or broken up.
Tivery pause is. introduced or’ prepared. by a. more or-
less. remarkable prolongation ‘of the, note 1mmed1ately
_precedmg it, so that sometimes, instead of an interruption
:of the Chant only a gentle expiring of one note and a
leadlng up to the next takes place, and at’ other times
~these gentle breathmgs end in a gradual cessation of sound.
In order to 'prepare the ear (at the close of a musical
_,_1dea) for the approaching. end, the last ‘accented syllable
. should be delivered with a greater impulse of the voice...

— —_—
- thus: DOmmus vobiscu --m, and not Dommus vobiscu--m,

“To_these universal and natural rules may be added a: ‘
_;supernatural element, which is of the lughest importance -
i’ the ‘rhythmical dehvery of the chant, i.e.: the Ac- -

“¢cent of the Holy Spirit, which in the sacred Chants -
. of the Church breathes into us with unspeakable sigh- -
;ﬁmgs —the Accent-of Faith which gives power t0 our
" ¥oice, to pour through the ear into the hearts of men
~the: mysterres~oﬁutr&th*wmh——rrresrsﬁble~«£oree-— he—A.c~
“cent of humble. sélf-conciousness and firm confidence in_
“God; the Accent of that all absorbing joyful feehng of
_*clevotlon and thankfulness, which pours over those sacred
“melodies such a mysterlous heavenly enamel, as to cover

" their earthliness and supernaturalize them, Wlnoh changes

sinful men into penitents, and prepares them to join in
those heavenly choirs where they shall smg the przuses
’“Of God f01 gver and ever.’

S In the ‘more.. elaborate Chants of the Mass
Office such as. the Introits, ‘Graduals, Offertorles
1unions,- Antiphons and Responsorles ‘the prineciples; lai
down in the preceding chapter “hold. good' ““Potius-con
siderandus -est sensus. quam modulatio” i e.: The:
is-supreme, and the Chant must be a free
tation. In reply to the question: “how should neum

“or groups of notes. and such like extended musical forms.
5\be sung, how should they be kept together, and how
- distributed over the text, so that the. recitative character.

“of the chant may remain, and the sense and concorcl ‘of

“the text be not.altered?” we must again have recourse.
> to the rules. laid. down in “Choral und Liturgie.” 1) and
. answer: ’

I. “The J ubllatwns wh1ch are all mus1cal forms

without an underlying text should not be sung as’ if
,_they were independent, phra,ses and merely musical ‘or=
‘naments altogether sepamted from any textual port&on

“of the piece; they are rather a re;inforcing of the me-

lodic accent, and are ornaments which should be closely
~bound wup Wlth the same, in a subordinate 3ense “how
.ever.” _«Therefore -it is: not without reason that we: ﬁnd
f.'-(]ubllatlons employed on the gentle sighs of a Kyrie, on

‘:the sublime words of the Sanctus and - above all on the

_»Syllables of the JOyful and triumphant Alleluia.”

- 1L “The singer in chanting the Jubilations should
: always be guided by the meaning of the words to which -
‘they are Jomed he should keep himself 1mpressed \w1th'

*) Loc. cit. p. 121 'and_squ. - %) See ioot—note . 127,




hat meaning, - and so_sustain the musical formula that
t may.__.“&ssufle -2 decided shape.” “The words of the
“text to whicll short or long -note-groupings are. atinexed -
nust receive such a re-inforced accent and marked. ex-
ression, that all the notes which follow immediately
ay appear, as it were, to" flow. .from them and fall -

-easily .on._the ear.”

words, phrases and sentences of a- discourse.”

. 1V. “Even in the jubilations the notes have no time-

value and -only serve to indicate the modulation of the.

' voice.” The simple notes m ¢ | are as the vowels.in' syl- .
_t_i_.:la.bles, and their duration depends on the vowel over which,
. they are placed. (See Chap. Tth)) All'ascending neuwmas
"(IE'L: Podatus, :—__;.—f; Scandicus &c., see Chap. 3¢ p.‘40.)~’ N
.require an increased force of expressioh" (crescendo) until -

g_;the: highest note is reached. All descending wewmds

EﬂE_ Clivus; and _:_!’T.,—t Climacus, See_page 40) a cor-
Tesponding-decrescendo, by-a_gradual-diminution of ton oz
power. The union of ascending and descending neumas
(:__1!,—-,-;—. Torculus, see p.40) is to be rendered partly
as Podatus and partly as Clivus. “HoWevef,' in' con- -

sequence of the concussion of these contrary forces, the -
~accents should not be marked with the same stfe;igthr
“as in each of these note-groupings when separate; ‘the
~~impulse of the voice should rather be diffised on both

. ‘sides, over each note, so that all as nearly as possible

- may receive the same accentuation.”?)

- ') The management of the acc'ent'in the Neuma Ted 7 '
o ¢ 1 called Torcul
~has some analogy with compound words in English or other mr)cc{g:'ﬁ .

AIII.. “The elements of -mewmatic periods, i.e. the .

_.determined newmas or forms, should according to their
structure, be kept apart, be distinguished from each .
other, or brought into close umion, just as -the syllables,

* “Too mueh-accent on the principal note will render,

the Chant affected and unworthy, on the other: h

" little will make it drawling and monotonous. Moreo
the character and progression of the piece, and the ‘yoice

powér available, must essentially -control the amount o

“emphasis to be given to the higher notes, or the am

of decrescendo to be employed so as to Dring ‘about :

- graceful and-smooth execution. ‘Good accentuation” and

a “certain sacredness and unction’) in the delivery, com:

- pensate for the absence of much voice power, Jut not.
vice versa; above all however it is. naturalness which

invests the-performance- with a. character of devout -mo

- deration and discreet piety.”.

Before concluding we think it well to give an illu—
stration of the principles advanced in the preceding
paragraphs. We select an Alleluia with its correspond-
ing verse, and give it in modern musical notation, not

- that -we prefer this. tethod of writing the Chant, but

that we may make as clear as possible on paper, for
such as are mot well acquainted with Plain-Chant, what

could be much better explained, by word of mouth. -

We take this Alflewia and Verse from the 12th Sunday -
+fter. Pentecost (Grad. Rom. p.319). The fundamental

" idea of this particular piece is the prayer of a soul .-

who in her distress calls on God for assistance against

 her enemies, (the Introit begins with Deus in adjutorium )

mewm intende) -and who through her persevering prayer
 has begun to feel a joyous ‘confidence -in her helper...
*The Gradual runs thus: “T will bless the Lord 'ai;""allf

A}

languages; e. g. water, and carrier have distinet .accents when spoken

separately; in_the compound form water-carrier, though the accents

_ are not altered,. still there is a perceptible difference in accentuation.

1) Cicero writes “awrium quoddam admirabile judicium ,- quo indi-":.

. “cantur, in vocis cantibus varietas sonorum, intervalla, distinctio et vocis -
.+ genera multa” » o ' . S d
. +




_tlmes h1s pralse shall be always in my mouth Im thef
Lord shall my soul be przused let the meek hear and re=
joice.” (Ps 33.) Then follows the Allelwia with the Verse‘;;v

“Domine, Deus . salutss mem, h die . clamavi et

0 Lord the God of my salvatlon in the day I ha.ve cr1ed and m,:_:

‘octe comm te.,”

For the. expresslon of th1s assurance the 3d mode is
selected, of which one of the characteristics is strong
feelmg (See p: 87) — If the Gradual 1mmed1ately pre-

eding, which is in the. 7th mode, be transposed down- “
wards a minor third, commencing with ¢, f§ &c., and
closing with £§, e the pitch of both pieces is equalized,
and’ the character of the Allelwia (e, g, /) whilst dis- -

tlngulshable from the Gradual seems fo blend with it. -
In Greeormn notatlon 1t is as foIIOWS
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‘_ If the neumatwed Cha,nts (Intmztus G’mdzmle Alle-
e luia, Tractus, Offertorium, Communio, Awtzp]w%w Re-
~sponsoria &c.), were but rendered in ﬂus manner. Wlthﬁ
* due regard to the meaning ' of the words and their con- -
~text, to’ the modulation of the voice, and just pronun-
g C1at10n of the syllables, in a word, accordmg to the rules
—=—= Jaid down, then indeed would the prediction of- Ca,r_
e ~Bona') be Verlﬁed “Nos autem generibus musice Jugi-
R ~ter: exerceamur, in- concordia vocum et morum. loudes di
= ~winas in hoc exilio decantantes, donec meregmur diving
~ © musice consortes fiers, et ad conswnmatzssmnos cum scm -

s Ub SUpra | ctzs Angelzs Eymnos elefvam
thus ex~ " LT “) De d@‘vfim »Pswlmod?'a, cap. XVIL. §. V. 5.

0. A. M. D. G.




OF ~TH'E

'ABBREVIAT!ONS "AND LATIN WORDS WHICH OCCUR IN THE
' ECCLESIASTICAL CALENDAR AND CHORAL BOOKS

(The numbers after the words vefer to the Page of tlns manual where
they happen- to occur)

A

- A. When placed before the Day of the
- Week is the Domsnical Letter as
e.g. 4. Dom. 18. post Pent., which
changes every year with the letters
. B to G. For instance if G be the
‘ Dommlcal Letter for the year thenA
"', a, falls on Monday,- (Fer. 2.).

on Tuesday (Fer 3.) &ctIn Leap
-year there are two Dommxcal Let-
ters, e.g. G. F.

A= albus, white, s placed on
“the right hand~of—the-page;~atrd-—
.indicates the colonr of the Vest-

; 'ments to be used (Colm‘ Poramen--

“torum).
'@ = (ab before a vowel) from of,
“.e.g Vesp. a cap.; See . 201, -
- Abb, = Abbas, an Abbot seep 110: -
absque = without. ~
“ae = and.
~ ad = at, to. unto. .
Cadd. = additur or adduntm' (e.g.
" 9 Alleluia) when 2 Alleluias are
10 be addéd on in Paschal tlme'
o see p. 113 -
< adultns = an adult. -
-~ Adv. = Adventus, Advent
“gegtiva pars = the summer part or
' 3d yolume of the Roman Breviary.
o al. = alias, otherwnse '

a. l. = alzgm’bus loczs, in some
places; see page 110. .
alius, alic &c. = another person.

nally; see page 113.
Custodes, -the Angels Guardlan
or Annual Commemoration.

ciation of the B. V. M.

annus ==_Yyear. SR
ante = before; antea, prevnously
*anteqmm»—-ﬁeeenes—man,a

page 161
Ap. or App. =
stoli ; an-Apostle, or Apostles

apparet = appears.

apud = at, with.

" Arch. = Archangelus, Archangel

“Ascensio = the Ascension. ..
Assumptio B. M.V, = the Assnm-
ption of the Blessed Virgin I\Iary
at = but. _ '

atque = and. .

August.
aut = or.

-

quarter, or 4th vol of the Brewary

-alternatim = allernately, amtzpho- ‘
-Ang. = Angelus, an Angel; A'ngeh, s
Anniversarius — the Anniversary, . .

Annuntiatio B. M. V. = Annun- )

Ant. = Antiphona, Antiphon; see' _

Apostolus or Apo—‘ i

appositus = applied, added on,,». a

Aug. = Augustus, the month of

autumnalis pars = the Autumn-

LB Dbmin‘i_cal-I;et,ter;v"ée'é o
< B. before proper names, = Beatus,

_ Blessed, e.g. B. M. V. the Blessed
> Virgin Mary.

" Bno-or Benedo = Benedictio, Bless-

-ing; see also p. 185. -
‘Bened. = Benedictus, the Canticle
of Zachary; see page 191.°

“bis = twice, -

blssextllls annus = Leap year. -

“Brev. = Bremarmm, the B;evnary

see page 111..
“B.r. or Br.rec. —Bremamum recens,

> a recent edition of the Breviary. |
--BF, == brevts, short; brevior, shorler;.

-brevissimus, the shortest. .

s C.‘

- €. Dominical Letter; see A.
<calce, e. g. in calce = at the end

Campanum = Bell.

-Candela = Candle.

«Cant. = Canticum, Canticle..

- cant. = cantatur, it is sung; Missa |

cantate a Mass that is sung.

-eap. = capitulum, litlle Chapter; a

short Lesson from the. Breviary
- which is read or chanted. at all the
- hours from Lauds to Vespers (both
included) immediately afier the
-Psalms and before the Hymn. See

see page~201
coéncio = a sermon.,

. Conceptlo B. M.V

Conception of ‘the BV Mo

- cf =" confer, compare‘_
.concordat = agrees.
{:C. or Confessor = & Confes

C.’P. = Confessor Ponmfew, 2:Co
fessor_and Bishop.. R

C. non P, = Confessor non
tzfex, a Confessor. not a. Bislio

conj. = conjungstur, is. ]omed’

consuetudo = custom. -~

“C. M. = conventualis Mzsea,

conveniual Mass which is only
--ebrated in Cathedral and:Colleg
Churches, and =in some rehglous
communities. )

coram = before, in presence 0
e. g. coram Sanctissimo: Sacr
mento, in presence of the Blesqed
Sacrament; coram Episcopo;: i
presence ol the Bishiop. -

Cordis Jesy = the Sacred Heart o
Jesus.

_'Corpus = the body, Corpus Chrzstz

Feast of Chris’s body...
cras =. t0-mOITow ,-also cmstmu
“ the dﬂy followmg
Cr. = Credo; the Oreed. -
Crux = the Cross. ~
cujus ‘= whose; cuz,. 10 whom
ennm-== wwb,,—eﬁg—-»cum-ae

-pages-190-and-20.1.
<caput = the begmnmg, Head,Chapter.

' '-Ca,thedra, = Chair, Throne, Cathe-

dralis Feclesia, the Cathedral or
Bishop’s Church, Where the BlSllOp 5
throne is. set.. up.

cessat = ceases.

Chr, —'Chmstus

Cin: = ‘e, g. Cinerum dies, Ash~
Wednesday; see page 1035,

eirea = about.”

Circumcisio = ercumcmon

«l.= classis, Rank or Class, see p. 107.

- Collegiata ecclesia = a ‘church en-

dowed with canonical benefices.

com. = commemoratio, a comme-

moration; see page 191.-

. Comm. = Commune, the Common;

see page 109. R

an Octave. -
curr. = current; e.g Oﬁ" ¢
the. Office occurring. :

®

D

D., Dommlcal Letber sée

de = of, e.g Vesp. de ‘Seqes;. Ve
spels o[’ the following; seep.20

Dedic. = Dedicatio = Dedlcatmn.
(of a Church). -

deest or desunt = Wantmg :

Def. — Defunctus, the decease

" dein or deinde = then, after that.

deinceps = thencerorth.

“dic. = dicitur or dicuntur, is sald:

_or are said; e, g. dzc Credo,
“Credo is sald :




dies = day, e
" Oet., of the 4“1 day wmhm the

X Octave - :
d. f = dzes ﬁxus, ﬁxed ddy, to in-
dicate the. regular day ‘on wliich

the Feast should -be celebrated, if -
extra. 3 outsxde of.

it ‘had not been fransferred.
dxstnhutm = division. -

Doctor Feclesie; hoctor» oflv :

. ‘the Church see page 1107
-Dom. = Dominica, Sunday ;. sec
‘page. 10:)

Dnus or Dni (
“.ming, the Lord, e.g. D.N.J..C. =
* - Domins. Nostri Jesuw Christi.
-dum = during, whilst.

duo = two; duodecim, twelve,

- dupl. = duplez, a dyuble; see p. 107. -

E.

E., Dominical Letter, see A.

ea = de. ea indicates thal Lhere. is

* no Feast of aSaint &c., to be ce-
lebrated, and that ‘the Ofﬁcmm of
the day (from the Proprium de

- Tempere, and Psalterium) is Lo

“be recited; e, g Fer. 4 de ea,
W ednesday.; see page 105. ’

Ecel. = ecclesta, (he Church.

ed. = editio, edition.

el = to him.

ejus = his or ils; e. g ejus loco, -

“de 4 die infra

= Dominus or Do-

"EV;. E’vanqelmm, the Go‘zpel ‘see

page 129, . Evangelista, Evangelist.’

.ex =-fiom, out of. .

excepto excepted. -

.excl = exclusive, exclusive of. - - '

exmde = from tnencefmth

F., Dommlcal Letter, see A .
facit = makes; facto = being made.

.

Fer., = = feria, week-day.
“Fest = festum, aFeast or Festwal-

-day.
fin. = finds, the end; . finito, being'
ended. :
fit = is done, is made ﬁempotest
‘may be done.

fixus = fixed, debevrmmed seed ~

f. = "fuit, was..

Gf

&., Dominical Letter; see A.

generale — general, e. g. manda- .
tum generale, a general,- or uni-—

versal command.

genuﬂeno = a genuflexion, a bend- L

mg of the knee.
Gl. = the Gloria. '
Grad. = Graduale, the Gradual
B L ‘the Book contammg all the
hap -] (12 l' il 18114

. in ‘ils’ stead;
eJusdem, see idem. -
&lev.- = elevatio Ss. Sacmm. the
*_ Elevation of the conseerated ele-
menl;s in the Holy Sacrifice.-
‘= de eo (sabbato) ‘of Satm‘day,
'see above ea.
‘Epiph. = Epiphania’ Domzm, the
Epnphany of our Lord; 6%th of Jan.
E. or Ep, = Episcopus Bishop;
" ip umion with C. Ep Con-

" fessor, Ep. M. = Ep@sc Martyr..

Eplst = Lpzstola the Epistle or
- Lesson, see page 126.

erat ='Was; esset, would or should
be. .

: est c o
et = and, et — et, both — and.

~etiam = also; etiamst, although,

wmch comes after the Epistle; see

‘pages, 100 and.127. Psalmi Gra-

duales ‘are Psalns 119tk to- 133'1 -

gravis = grave, important;. e, g.

PTO TE gravi, on an. 1mp01tant oc-

casion. ... SEUE
hae, hee, hane, has, harum’ dc.; the

several case-endings of the demon=
strafrive pronoun htc,. this or he.-

_hebd. = hebdomas, week; magor,'

the great (or Holy) Week.
heri — yesterday.
hest. = hesterna dies, yesterday
hic = this (a pronoun).

hiemalis pars = the winter quarter, _

or 1st vol. of the Brevxary

in henour of. - o .

" hora = hour. - :
hujus, hmc, huno, case-endmgs of :

‘hie.
._Hymn hymnus, the Hymn

T

bi and ibidem = there, in the |.

~ . same Dplace.
Id. = that. A
idem —.the same; with the case-

endings ejisdem, gidem, eundem, -

“e6dem, ttdem, iisdem de.

“igitur = wherefore. Ty
il = these .  the same (from zs),

itdem, the same (plural)..
ille = that (demons(rative pronoun),
he, she, it. (persenal pronoun) with
" ‘the case-endings llfus, i, illum,
illo, gldrum, illis de.

Immae. = smmaculata, immaculate.

immediate — immediately.

in = in, (with aecusative), _into,f.

unto, to, upon, for,” according to;
(with ablatwe) in, within, among,
on, with, hy, at. -

incipit, or incipiint =
,they begin.

. \mchna.t = mclmes bows, mclmatzo.

.an mchnatlon

el ="incl pe;-i hrded—'“""—‘—

lndutus = clad.

indulgentia — an mdulgence g S ‘

mﬁrmus = gick.

infra = within or below ut mfm, :

- as below.

1n1t1um =. the begmmng .
Innoc. = Imnocentes, the Holy In-
~ mocenis. .
mteger = entire, the whole.

. inter = between, under,

- intra = between, within.

Inte. = Introztus, the Intreit,. -see
page 113.

" Inventio — the finding; e. g In-

- ventio S. Crucis, the ﬁndmg of
" the Holy Cross.
‘Invit. = Invitatorium, the Invita-
tory; see page 179.

>h_e‘d“ 0rg.

begins, 01' ]

ipse = he- Iumself’, with: th
“. -endings ipsius, 1pst;’ psum,
ipsorum, psis; 1psos dc.:

itaque = wherefore. .
- 1tem = likewise. '

- I'jacet-= lies, is. found.,

"';',]am = now, “already. -

Ja.n. = Ja'nua,rzus, the ‘m
January. .
J. T. = Jesu tibi- and mdlcates &
. strophesof those Hymns- of: sumlar
) metre, which on certain occasmn'
-is to" be sung mstead of th
strophe: = '
Jesu tibt S'l,f; glo'rm, Iy
Qui natus es_de Virgine;
Cum Patre et almo’ szmt
In sempiterna secula. -
jubet = orders, commands. .
~Jul. = Juliis, July :
Jun. Jumus, June.
jun. = szw'r, the younger:
Jungltur = is Jomed yuncto bemg
joined. v
jure = justly, wnth reason.’
jussu == by order of.
juvat = helps. - .
- juxta = mgh accordmg to. :

K.

—KalendarmM&lenda .
Kal. = Kalende, the ﬂrst da
- the Month. -

- L.

La.menta,tlo = Lamexitatiom
. p. 187

- Laud. = Laudes, Lauds seep 18

" laudabilis = pralseworthy,

L. or Ll. =:Lectio, Lectiones;:
Lesson ‘or Lessons; see-p. 186
legitur = s read. -

. lib. = qd Whitum; at pieasure
-Lib, = Lzbe'r, Book. - -
liber = free. Co
licet = is allowed although
- Lit, = Litama, the Litany. :

"locus-= a place, .

Inx = light.




M.
= more. B
Maymﬁcat :

major = greater e.g. dupl magus,
8 greater donble see p. 107.
= in the morning.
,a.nus = the hand.

. or Mm, = Martyr or .Marty'res. 1
Martyrologmm = the Martyrology, '

.see p. 198. -~ .
Ma.t. = Mututmum, Matins.
maximus = the greatest.,
M. S. mut. 3. Vers. m.t.v. or (in the
- Irish Directory) T, indicates that
*the third line of the 1st strophe of
.theiﬁte C'dnfessor is changed; see
p .
, stsa = Mass;’ Mssale, Massbook'
+" Missal.
.,M C.seeC. M. .
“minor = lesser; minus, €.§. dupl
- man., lesser ‘double;.see p. 107
" mob. = mobilia festa, movable feasts.
- modus = the manner.
,‘more, e. g. solito = in.the usual way.
“mors = death; mortuus, dead.
'mur,a.tnr is changed, see above

-~ Nam = for.
“Nat. = Natzmtas, Blrth

“obitus dies =
- observatur = is observed; obser-

T _noimim'qu'a.m = sometimes. .
- | not. = notatur, it is 1nd1cated or

noted

- novas = new. . .
nullus = no. one, none..

‘num = whether.
numerus =— number.

1 nunquam = never.

nupt. = nuptie, marriage.
0.

ob = on account of.

day of death.

+ gandum est, to be observed
Oct.——Octam the Octave ; see p.105.
Ooff. = Ofﬁczum, the Ofﬁce and.com-

-prises all the Chants and Prayers. '

“to be gone through in the Holy
_Saerifice and the Divine Office;
Officium divinum specially indi-
cates the office of the . Breviary,
and does not include tlie Mass.

omittitur = is omitted ; omzsso,
being omitted. )

omn. = ommuis, all, every one; om-
- mes, omma,, all.

or. = oratio, Prayer. ;

Org. = Organum, the Organ.

p.
Pag. = pagma, the page.

- ne =-lest.-
_meec, neque or neve = nor, and not,
-> 'OF., not; met — nec, nexther — nor.
" 'Memo = no person.
n = mger, black (colour of the
+. vestinents).
~nihil = nothing; \
nisi — unless. .
- Noct. = Nociurne, Nocturns, see
o182
.nocte = in the nlght by mght .
‘nomen == Name; noMnis (gemtlvev
-"-case) of the name.
non = unot, e.g. C. n. P Confessor
cnot Blshop
Non. .= Nona (a mmor hour), see
p. 199. - .
" “nondum = not yet._
- monnulli = some;

Palm——-Fa
marum, Palm~Sunday
Pp. = Papa, the Pope.-

Parochus = the Parish Prlest DA~

-rochialis, parochial.
pars = part; partim, partly.
parvulus = an infant. :

-Pass. = passio, the Passion;-e. &

~Dom. Passionts ; Passnon—Sundav

Pasch. = Pascha, Easter; pascha-

lis, Paschal.

‘Patronus = the Patlon Patron Saint,

Patroc. = Patrocmmm, the Patro-
- nage.

Pentec. = Pcntecoste, Pentecost.
"Whit-Sunday.

per = through, durmg

-permissu = by permission of; per-

mzttztm- it is allowed.

»'Plag e..
-+ ~of the. ﬁve wounds, 5, o
Plan plic. =" Planéte’ plwatw,'

folded chasubles, such as are worn | .

by the Deacon and Subdeacon m , ,‘

, plures

Fest 5. Plag

-Lent and Advent. -
many ; plumum, of many ;
plumbus, to many. -

-in the afternoon.

placed.

" Pont: or P. = Ponnfem, i Blshop,

- Pont. Sup. or Summus, the chief:
" Bishop, the Pope.

- postquam, -after. that.

. Postcommunio = the Pest-Com-

- plurimi = very many, most people
- plns — quam. = more — than.

- pomerididgnus = ‘
pénitur = is placed ; positus, bemg '

~ post = afler; postea;” afierwards; |

munion or Prayers before the Tte.

missa est.

pre = before.

preecedens — preceding; e. g comm.
preced., Commemoration of the
preceding.

- preeceptum = precepl; precipit,

commands. .
praepara.tlo = preparation.
Praefatio = the Prefacer
Pra*posxtus = the Superior; prepo-
ngtur, is preferred or placed before.

praescriptum = a ruale or decree.

pr#es. = presens, present.

tion to; preaterea, moreover.
prseterltus = past, gone by.
Prima == Prime, .(a minor hour);
-see p. 195. . -
primus = the first ;- pmmum y ﬁrst
or ﬁrstly

e pmor = earher, hlgher

pI'lV. = privata; €. g. Mzssa - pri-
oata, private or. low Mass, to dis-

[

* tinguish it from Solemn Mass or.

- Missa cantata. -

.prms first., beforehand, prius-

quam, before that.
pro = for, instead of.

‘ .procul = far, distant.

prohibetur = is forbidden.

' .prope = near, close by; proprior,

nearer ; proximus, the nearest, next.
i : . ,

hed.org

1 : ~¢P1;0i)h = Propheta or

: “-a, Prophet or Prophe(-y
propr. = Proprius, peculmr,
“priwm Diocests, ‘the :Prope
Special Office’ ot‘ the D'oces
p- 107.

I prout = accord‘mg as.

"Ps = Psalms; Psalt. = Psalte (%
: the Psaltery or first portton of:1]
-~ ‘Breviary .down {o-’ Complme
.,publ. = puiblicus, public..
publicatio = pubhcatron, anno
- cement. , _
pulsatur = is played;e. g O
. mum or Companum pulsat'm' ‘the
organ is played, or the Bell is tu
“Purif. = Purificatio B. M. V:
Candlemass Day, the Pumﬁcatmn
of the B. V. M..
| v Q. ‘
Quadr = Quadragemma, Lent:
queeritar = is asked; quwstto a
. q\lCSLIOH e
quam, see fam of qui; also a
quando = when: -
quare = why, wherefore. =
quatuor = four. .
que at the end of a word = an_
qui, who, que, who (feminine), quo
what; with the case-endings cujus
.~ ofwhom, cus, to whom, quem, quan:
Mwhonkvqu%bv-whom@ FUOF U
.quarum, of whom' (pl'm'. ). quibus
- quos, quas e - :
quia =. because: j
+ quicumque = whosoever :
' quidam = a.certain person.:
. qmlxbet = -whoever, anyone.

‘, quinque :_ ﬁve, qumqmes,

- times,

day). -
quod = thdt, see also dm
- quoque = also. .- o
.qnoma.m == because, smoe.
quotannis = annuallv R
quotldle = daily. - o
quoties or quotteseumque
oiten as.

Cquum = as, since. - -




Rec. = recens,’ new; recenti'o?",v

, newer.

Reg. =" Regum , of ngs, e. g'

Lib. I: Rey.,. 1t book of Kings.

rel. = reliqua cﬁc ;. the rest what L

remains.
Teperitur = is- found

Tep. = repetitur, is repeated ; ’l'e_pEtbt .

. he ‘repeats; vepetitio, -a repetition.
R%qud Requiem,. a Mass for the
'‘Dead. -

R. or Resp. = Responsormm Re-
_sponsory, or- Response; R br. see |

~p- 197,
- Res. = Resurrectio, Resurrectmn
;ntus = rite or form ofa function;

‘also rank of a festival, ritu dupl. |

or semid.; “ Rituale,” thual

Rog = Rogat.; e.g. Fer. IT. Ro-

. gationum , Monday in. Rogation’
< week. -
¥, = rubrus, red, (colour of the
.¥estmenis).

', g S..

8 = Sabbatum, Saturday. -
-sacer = sacred, holy

Sae: = sace'rdos, a Pnest
‘seepe = ofien. = N
‘8. = Sanctus, holy, Saint; Ss. =

- Samcti (plur.), Saints, or Sanctis-"

o stmum; -the-Most *’Ho}y“*‘*"
‘Be. = scilicet, forsooth, namely.
»sclre to- know. :
Scr = scriptura, the Scriptures;
~.scriptus, written,
8. 0. = scriptura occurrens, the
scripture Lessons of the. 1st Nocturn
_m Matins preseribed for that' day
se = hlmself
- Secr, Secréta , the Secrets or-
Prayers read by the Prlest bei‘ore
_“rihe Preface. .
:g8ecreto = ssilently, .in sectet.
secundam = according to.”
secundus = the second.
‘sed = but.
‘sem, = semiduplex, a sem1d011ble'
:see p. 106.
':semper = always,

‘seventh. .
_ sepultura sepulture burml. .
sequ. = sequens, the follt)wmg,
_.see p. 2005 sequitur, follows.
“Sequ. = Sequmtm, the Sequence ;
: see p. 129, i
eéro = late, towards evemng.:

" servatur ="is observed

- Sew or sive == ‘or; whether.: -

Sext, see p. 199

IVSI = 1f
: sibi = to hxmself

sie == so, ihus.

- sicut = as, as also. ‘ o
‘silent = remain silent; e.g szlent i

Organa; the Organ remams sﬂent.

similis = like. :

51mp1 —szmplex simple; see p 106

sine = without. -

smgnh = each, every one..

sive = 'see seu.

Soc. = = soctus, & compamon socw
companions.

Sol = the Sun. B

sol. = solémnis, solemn.

solet — is usual.

-stat - = stands, is to be feund

sub = under.,

| subito = immediately.

 suffr. = suffragia ; see page 192
~Foot-Note. .

“‘sttm*‘-"_—““rmn*‘;“e:s't“"lr fs-ssvrrty=tie
- are; erat,-he was, emnt they i

were..

| sumitur = is taken. -’
- super — above. ) ‘
- superfuit .= remained over. ..

Suppl = supplementum, the sup-
‘plement, (to the Breviary or Mlssal)
supra == above, over.:

sui, . suo, suorUm &o.
‘Tacet = is silent. = . :

“talis = such a one; talzter, in such
'a_maunner.

as also.

Y

septem seven 5 septz’mus,‘ sbhg"

 SeX = siX; sextus, the sixth; Sewta,

suus = his, sua, hers, suam, suum,

tam = so; tam.— tam, as well —

thurlferarms

Incense- bearer. RO S
tolhtur =5 removed,. Laken away
" tot. = so many ‘toties = S0 often.
U tot. = totus,- totms, totum o%c. all
: complel.e .
Tr — Tractus, 1he Tract seep 128

Tr

ﬁgurauon
Transl. = tr cmslatw, a Lranslatlon
.or transference of a Fest '
tres, tria, trium de. = ibree..

. Triduum = a 3-days Festival “or

Devotion ; friduwm. sacrum ;. Lhe

';/ sacred Triduum, or 3 last days of

Holy Week. .
- Trin. =. Trinitas, the Trinity. -
" tum = then, thereupon ; tum — quum,
then — as well as. -
tanc = theén.

U._‘
U = in ‘many Dlrectorxes or Ordos
this letter is put for o1 = violaceus,

V1o r@he*rolvurqﬁthe‘vestmenw

. ubi = where.”

_ubieumque =’ wherever.. .
nblque = everywhere.

~mlt.” = wltimus, the last, ~ o
ultra, = beyond, larther, in e(cess of
unacum == together w1t,h

unicus = one -only, smgular
“unus = one. :

térque = :
- Vesperis; in bot,h hlsﬁ and_ 204V

- vadit
1 valde

vanatur = is: changed
-varius = different..

.verbum = word

Verna pars = Spring Quartel
and yol. of the Breviary. *
vero — but, neverilieless.”.
V= Versus or Ver. stculus ;-
Versiculi: see Respons. -
verus = {rue. .. i
Vesp. = Vespevw YPspeI's
véspere = in Llhe evel_:ung

_ vestis = a garment.

Vid. = Vidua, 2 Wldow.
vide = see. .

-vidétur = it seems. <
Vig. = lem the- Vngll

’v1gmt = {wenty.

“vl. = violaceus, violet.

VT g VG oo
V. = viridis; green . (colout of

.- vestmerpits). L -
Visitatio: — Visitation.
vitandus = to be’ avmded.-
kus = living.

“yix = scarcely. -

“votnm. = a YOW; 'votwa, -yoiive,
vuln. : oulnem, wound




: , iést“ line For 1026; read1002 |

’ "._'16,'

’ 39,:

g5
. 57,

68,

- 76

. 87,
92,
118,

line 6; For Masses for the dead “thﬁeréllsi&é.; 1-e.é;d' Mas.s'es"

A for the dead, funerals &e.

_ 63 - rythmical; read rhythmical.

in foot-note ; For reltiive; read relative.

line'7; For cantiously; read cautiously. . ..

.9‘ 17; - Juda; read Jacob.. B '

in foot-note, line 5; For The notions; read Then notions.

line 13, omit the. words “and thus.” R
“ .6, Foro;read of

“.23,  “ For raise; read raised.

{ast ‘fvoot~note; insert after “case;" as to
: the Antiphon. L

T

line 9, For preceeding; read preceding. .

"8RS read e
. e-jus : ce-jus

the repetition Uof_ E 1

" COLLECTION OF GHORAL BOOKS

 PUBLISHED BY ORDER OF ~

HIS HOLINESS POPE PIUS IX

R AND WITH THE ‘A:/ID OF o
THE SACRED CONGREGATION OF RITES. .

A . - . ! - - ia “,"“;.:
In order that wnmity, which is so much required in exetut-

ing Liturgical singing, may be obtained, His Holiness Pius IX
has desired that an Official edilion of books of Ecclesiastica

-~ Singing for the use of the whole Catholic Church be published.
- " The most valued version of the Gregorian Chant, sancty
fied by the tradition of Rome, was revised and completed by
~a special commission formed- by the Sacred Congregation -of
Rites, and then published by Frederick Pustet in Ratisbon,

- under the guidance of the same commission. e

It is evident, that no other Choral books can claim the

. authenticity, which belongs to this edition. This only: has ob:

tained the exclusive privilege of being mnot only approved - by
the Holy See, but also of being published by the Sacred Con-:
gregation. of Rites, »curante Ss. Rituum Congregatione.« His

Holiness recommends it in words sufficiently strong to gain.

»“ 18 “ 3 Psalms; read the Psalms.

/

_over those whose preferences are for other editions. - We:
give here an extract from a Brief addressed May 30th 1873
to the Publisher: : ' ’ e
, “Atque adeo hanc ipsam dicti Gradualis Romani editio-

“nem, twis’ sumptibus ac laboribus exaratam, Reverendissimis
““Jocorum. Ordinariis, iisque omnibus, quibus Musices: sacre
“cura est, magnopere commendamus; eo vel magis, quod sit: Nobis.
“maxime in votis, ut, cum in ceteris, qu® ad sacram Liturgiam
“«pertinent, tum etiam in cantu, una, cunctis in locis ac Dicece-

“sihus, eademque ratio servetur, qua Romana utitur * Ecclesia.

“Interea, dum te, dilecte fili, etiam atque etiam In Domin

““hortamur, ut pergas tenere istam viam, quam instituisti, e
“Jaudum tuarum vestigiis insistere, aliud hoe tus operosita

““argumentum éxpectamus, ut, que adhuc edenda tibi supe

“sunt de Gregoriano Cantu volumina, quibus inchoata .ok




tLiteris confirmamus., iterumque, si opus [uerit, elargimur ;

“ac-simil ‘benevolentiz Nostrz -certissimum pignus &c.”

Ireland adopted these Official Choral beoks for their Dioceses

©  “Quoad. determinatami hujus cantus ecclesiastici lormam,
“renovamus Primi Concilii Westmonasteriensis Decretum: ‘Ut
- "uniformitas introducatur, volumus et ubique, sed maxime in

" “Cum’verc hucusque vix ant ne vix quidem genuinum
- “Romani Cantus exemplar obtineri potuerit, nunc benignitate
“Ss. D. N. PII Pape IX. unicuique prasto est.' Quapropter,
-*‘obsecundantes votis Sanctitatis Suw, dlam nominatim Romani
~ **Cantus editionem que modo Ratisbone editur tamquam nor-
- “mam-adoptamus, ut sensim sine sensu in mostris dicecesibus
-“exoptata uniformitas in cantu obtineri valeat.
iet id quod Summus Pontifex se maxime in votis habere
“testatur, ‘ut cum’ in cwmteris que ad sacram Liturgiam perti-
“‘nent, tum etiam in cantu, una, cunectis in locis ae dicecesibus,
~-“eademque - ratio-servetur—qua~Romana—utiturHceclesio

..

ing words: (Decretum XIIL) L -
< “Libri vero chorales et liturgici nuper Ratisbone a Pustet,

‘and Bishops- of Ireland at Maynooth (1875) contain. the follow-

\‘in Seminariis quam Ecclesiis posthac quamprimum adhibean-
“tur: - Hi nempe libri a Smo. D. PIO IX. plurimum commen-
* “dantur eo_quod in eis ad normam veterum manuscriptorum
“‘Beclesize Romans verus et genuinus cantus Gregorianus tra-
‘datur et ‘eo vel magis, ut addit idem Pontifex, quod sit nobis’
‘*maxime in votis, ut cum in cwmteris quee ad sacram liturgiam.-

el mem: Paulo'PP. V. -Prasdecessore Nostio perficitur editio,
“‘tandem -in"lucem proferas. “Que ut alacrius prestare velis; =~
SJura omnia et privilegia, quee . 0b ecclesiasticoruny librorum
“a.te peractas editiones, ab .hac Sancta Sede, per Sacrorum
“Rituum Congregationem, concessa tibi fuerunt, hisce Nostris =

- Their Lordships the A'rchbiéhbps.'i-ahd‘ Bishops  of England and,

and recommended their common use. In the defa et Decreta . .
- Concilii Provincialis Westmonaster. IV, we read: (Decret. XIIL)

““collegiis, ubicumque in Missa et in Officiis adhibetur Cantus:
._f‘Planus, seu Gregorianus, Cantus Romanus solus adhibeatur.’. . . -

Itz demum . - -

The decrees of the Synod of their Lordships the Archbishops

- “Bibliopoln Catholico, editi in missis et vesperis cantandis tam. . |

. “pertinent, tam etiam in cantu, una, cunctis in locis.et dice~ -
.- ‘“cesibus, eademque ratio servetur, qua Romana utitur Beclesia.” .

Publi

inally, we cibe » ‘passage of a Pastora

by His Eminence the Cardinal-Archbishop:
January 1877;: - TR T
Sl .yt]ﬁhkuals'd it may be satisfactory to y_qq_;;‘tg.kp(iw ha
“ihe edition” of the Graduale published at Ratisbon, and sane
“ugibried by-the Holy. See, has beén- & E(ﬁ b o.;'a 1] e(l) fy ﬁ“-ﬁnv; :?Qésfi’gl :
ug commission in Rome. It is therelore 0 HOWAR T 3.
‘-b‘.‘?h()'cl.‘lgh printed elsewhere. This information 1 .'r‘e‘(_:ve}yéd‘_é(fr ;
@the  late secretary of the Congregation of Rites, Cardina
" wBartolini, and irom Mgr. Ricci, president of the commission
+ 7 wfor the revision of the Graduale and_ Vgspef'ale,ﬁpyzthnzgf

To ive here below, a complete list of those works
: :‘rééjc'l"'}})'vpfugﬁshed;a;ndﬁ of -those-that have y_:at. 1':0_:., appge!,__lfi s
. 1. Graduale de Tempore et de S:_mctls_‘]g:}ta, Srltlbm 'S,f
" Romane Beclesiz & Sub Auspl-m_st - B2
Pii Pap= IX. Curante S. Rit. Congr. . Gum r1
- Second edition. 8". Red and blaekr | o
“Proprium pro Anglia.

K pro Hibernia. R ) - B
— — In imperial folio. Red and _black:»
' No. I. white paper, titled in Chromo.

titled in Chromo. = ..
II. best handmade paper, title o Chromo,

No.
: °  No. IIL. extra strong handmade paper, : 0.
"~ Bxtracted, and sold separately from “Graduale R\omarﬁg_:?y
e - s fones Mi pro diversitate
‘ inari iss@ &o. sive Cantiones Miss@ communes. pro Giversita
A og*?rﬁifxlrlilsmg Festorumn per snnum excerpte eX Grradualh Roglraém
quodL curavit 9. Rituum Congregatio &c.. LALI0 augmgumm—-t, erts
-89 . Red and. black. Lo W
. -~ In imperial folio. Red and black. .
a " No. 1. white glazed. paper. .
S No. II. best handmade paper. » : d "
5 ojtion Dafmctorun uasoun Mse, o L0 O Sl
R equiarum pro ultis: e rulis. ’ Missarl,.
. ,gﬁgguﬁﬁs e% Breviario Rom. pravia Approbat. C_opg'{'eg. oisﬂﬁﬁﬁ:?'
= adcurate depromptus et pro majori canentium prmsggpm commodItare
" apte dispositus. 8% Red and black. . " addmsqu%
¢ P ionale Romanum e Rituali Romgano depromptus, addinis 4
C. '?ls‘?;glsizmglal;ﬁl:saﬁ et Pontificali Romano ha.b_enturc&_c. ,Aproroglapn
';canentium'praesel‘tim commoditate apte dlspomtq. um va ob- "
" Red-and black. o, - S o

To be had from all bocksellers. -




1r Du'ectorlum Chorl ‘ad usum omnlum Ecclesmrum,
in qmbus Officium Divinum’ Juxta, thum 8. ‘Rom. Ecclesize
cantari solet, Sub Ausplcus S. D.N. Pn Papz IX.

__Curante 8! Ritnam Congrega,tmne. Cum Pr1v11eg10.
- 8% Redandblack o T

HI-- Antlphonarmm Romanum. Tn foho.

“This work is'still'in press to appear in 1878 the' second :
volume -which owing to its importance and great usefulness will be
- first pubhshed contains: The Little Hours of the Roman Pgalter,
 ‘the Proper of Seasons, the Proper and Common of Saints; the first
" volwi® contains all the Matins of the Roman Brewary, i e. Inwta.-

; insh, Hymus, Anhphons Psalms and Responses. '

sides this folio edltmn the. Congregatlon of Rites has a,llowed'

the pubhcatmn in parts (8vo sme) of Offices most frequently in use —
the hst is’ appended.’

,A, Vesperale Romanum juxta Ordinem Breviarii Romani oum cantu emen-
3 dato editum sub Auspiciis Sanctissimi Domini Nostri Pii Papee IX.-
_curante Sacr. Rituum Congr. Cum anﬂegm. 8% Red and black.
: Proprmm pro Anglia, ’

“ pro Hibernia.

B Offmmm Hebdomadae Sanctz a Domuuca. in Palmls usque ad Sabba-
- tum in Albis juxta Ordinem Breviarii, Missalis et Pontificalis Romam. _
Cum Cantu emendato editum sub Auspiciis- Sanctissimi Domini Nostri -

= Pii- Papa™IXC Qurante Saer. Rituum Congregatmne. Cum Prmlegmo.. ;
.8e, Red and ‘black.” i o : Sl

' , Gantus Passmnls D. N. J. Chr. seoundum quatuor Evangehstas de-
.. "promptus ex. Officio Hebdomade Sancte, quod curavit Saer. thuum
- ~Congregatio et divisus in tribus fasciculis quorum primus con-
- tinet verba Chronlstae -secundus partem Christi, tertius
" partes Synagoge. Secundo fasciculo adjiciuntur Lam entationes
© Tridui Sacri et tertio additur Praconium Paschale Sabbati Sanctx.
In foho (Stlll m press to appear in summer 1877.)

B

L

. thclum Naiivﬂatls D. N. J. Ghr. &. Cum Cantu ex Antlphonano
b Romano. Curante 8. Rlbuum Congreg. 8° -Red and black.

To be. had from all’ booksellers.
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