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The Musica Sacra website at www.musicasacra.com has a long
list of chant book resources that may be downloaded on the
internet. They also are pul)lishing and reprinting books on the

subjecr. Their “An Jdiot’s Guide 1o Sqmre Notes” b\( Arlene
Oost-Zinner and ]eFﬁ'e\( Tucker is not to be missed.

This short book is an effort to quickly outline and exp[ain the
simple system of writing, and reading chant. Prior to organiza-
tion of the writing of chant into this form there were squiggled
signs above words thar were the first ATtEMPTs 1O preserve the

oral tradition of sung chant.

‘We hope that this book serves to answer questions, give you con-

fidence and encourages you to study further the music of the
Church.



A Briefr Overview of Chant Notation

* The foundation of modern written music notation

* Easier 1 read than modern notation

* Takes less space on the page than modern notation.

* Chant is made up of small groupings of orgzxnized notes

* Each group has a different and consistent purpose

* Music staff covers just the range of the human voice

* There are on[y rour lines in the staff

* Notes are Al\VAYS direcrly above the vowel thar is sung

* There are on[y two clef signs

* There is only one sign, a Aat. that alrers the pitch of a note

* All chant may be written with the same note, a neume

° Neume groupings OI’gAﬂiZC NnOotEs over thiI‘ WOI’C[ SYIIABICS



dinging
Cregorizm Chant Khythm

LRI

All notes in chant are sung in the same ﬂowing motion.

We explore the four ways in which the flow is temporarily
suspended and the way this is notated in the music.



T'm before the dort,

berore the quilismA,
above the vertical episema in a salicus,
above or below the horizontal episema,

and an here at the direcror’s discretion.
Y™Ww

Who am 1?

Tm the “Note Thar May Be Lengthened.
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Chant Rhythm

hant was passed down by word of mouth. All notes are sung at
Cthc same even speed until the director of the schola indicates a

note thar is to be held for a longer length than a normal note.
For centuries there was no clear WAy 1o indicate these holds These held

notes are what constitute the rhythm of chant.
These are moments of suspension of time.

The practice of mzxrking notes on a staff of four lines has long been the
standard. in chant This rells what pitches to sing, bur not how long 1o
hold the notes that are commonly strerched.

Different systems were tried, but none cwght on. Some were vague,
some were so exact that they caused chant 1 be sung in a merric, un-
natural manner.

Jeis not clear why EN simple system was not Adoprcd. There is conjecture
that this was a way onithholding information, as a form onob secu-
rity. Only people in the know were able 1o lead the chants and indicare
which notes were Iengrhened.

The monks of Solesmes came up with a system that some feel is overly
restrictive. Recently some are shifting to thinking thar this was notr a
move to restrict the performance of chant but instead to firee up the hold
others had on chant, and 1 make singing of it accesible.



Rhvythm

Notes in chant are not all
sung one after the other

like a clock ticking.



Chant was memorized and passed down from one generation
1o the next, rorally unwritten for many years. Then church
fathers decided it was time 1o ger it on vellum and eventu-

A”Y, on paper.

Chant notation shows only the order of the pitches 1o be

sung,

The above is a very familiar folk song.

By looking ar these notes, someone who had never heard this

song would sing:
Twinkletwinklelittlestarhowlwonderwhatyouare.

All in a row, like a clock ricking.



A A a
A A
Twinkle, twinkle, little star
A
]
—a—n’
Al

a
how [ wonder what you are.

Sing this.



.

" Mialiall
A A
Twinkle, twinkle, little star
A
]
—a—n’

a
how [ wonder what you are.

WC can 1’6“ You CXACV[Y l’)OW You l’)AVC sung fl’)if.

Without hcawing You sing it.
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.
S Miallall
a a
Twinkle, twinkle, little star
a
]
—a—n
Al -

how [ wonder what you are.
You strerched two notes, held them longer than other notes.
That's rhythm.
Why did you sing it thatr way? Because that's the tradition.
Cregori‘\n Chant has its own traditions of held notes, but un-

til the em'ly 1900’5, there was no genera.l agreement on how
to show this on paper.
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.
S Miallall
a a
Twinkle, twinkle, little star
a
]
—a—n
AR
"

how [ wonder what you are
Cregori‘\n Chant was the first written music.

In chant, all notes are sung without pause, 1 a regul‘\r pace

like drops of water,

But SOMCE NOTES arc stretched ourt, lengrhened. ThCI‘C Arec

now four common ways 1o show this.
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Lengrhened chant notes.

LRI




B3

Dot
.
" Mialiall
A A
Twinkle, twinkle, little star
A
]
—a—n’
I I a

how [ wonder what you are.

How can we indicate which note is to be lcngrhened?

Scribing T™WO Nnotes CIOSC ‘t‘OgCl’l’)Cl’?

.
a A " an
A A
Twinkle, twinkle, little star
A
]
—A—a g —
T

how [ wonder what you are.

This does not work, as the practice when singing chant is 1o

PUISC I’CPCA‘I’Cd NOtEs ON fl’)C samc¢ SYUABIC. HCI’C You WOuld

gct: “AI’)'AIﬂ‘.”
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DO‘l’

.

aa "N a
A A
Twinkle, twinkle, little star
A
]
—a—n

Al

a
how [ wonder what you are.

Note that there is a period ar the end of the above sentence.
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DO‘l’
.
aa "N a
A A
Twinkle, twinkle, little star
A
]
—a—n
Al -

how [ wonder what you are.
Let's put a period after the [ast note.

Hold that note twice as long as a normal norte.
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DOI’
.
"B Mialiall
A A
Twinkle, twinkle, little star
A
]
—A— g —
.o

how [ wonder what you are.

And let’s add a period, or dot, ar the end of the first line,
where singers always hold the note when singing this folk

tunce.

Hold the note exactly the length of two regular notes.
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Dot
.
aa 'Y a
A A
Twinkle, twinkle, little star
A
]
—a——n
I .

how [ wonder what you are.

This is one of the simple ways thar the rhythms, the length-

ening of a Note or groups of NOtes, arc communicated when

writing chant music.

The dot doubles the length of a note.

The lengrh of the other three “hold” signs is determined by

the director.
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Dot

Dot doubles the length of the note which precedes ir.
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DOf

.

"B Miallall T
A A
Twinkle, twinkle, little star
A
]
S —

I

.o
how [ wonder what you are.

Signs thar alrer the length of a note in chant are always in

the same place in relation o the note it affects.

The dor is always afrer the note thar is affects.
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Samples
A
] 1 a 2
i ﬂi n_a .
Ky- ri-e, e-le- i- son
A 2 o "an
v A a
a A A
de ma-nu pecca-toris.
A
v
)
a  —
a ) a A A

fu- it vol-un-tas e- o-rum.

Be-a- ti  om-nes,* qui ti- ment Dominum.

Jris a good 1o mark, above the starf; all notes thar are 1o be

lCﬂgt’hCﬂCd.
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Dot

Some chant music will show a dot after the Iast note, some

will not. Most last notes will be lengthened, dot or nor.
A bitr of history:

Jr is universally understood thar the last note of a chant

should be lengthened.

But French monks, in their versions of chant books, decided
1o use the dot 1o indicare a lengthening of the ast note, and
any other note thar is traditionally lengthened in singing.

The dor designating the “hold” was creared.
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Horizontal Episema

3

or

el

HOl'iZOﬂtAl EPiSCtﬂA [Cﬂgt’l’)CﬂS Tl’)C note bCIOW or AbOVC it
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Horizontal Episem‘x - Expressive Time Alrerations

a A
Twinkle, twinkle, little star,

Pla;ying for opera singers is tough work because opera singers

hOld sOMcE NOTEs out longer thAﬂ t’hCY are written,

They do this to emphue the word they are singing or the
bewry of the note.

Chant is also sung this way.
Sing the line above and hold “lit” as long as you like.
Jeis entirely up to the singer when chamting AlOﬂC, and to the

director when a group is singing, how long this note will be

held amd sung.
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Horizontal Episema - Expressive Time Alrerations

A A
Twinkle, twinkle, little star,

How long this note will be held and sung?

We do not know how long it will be held, butr we can predicr

how it might be sung.

s an expressive device, so You can expect that that it will

also cither:

1. Cer louder.
2. Ger Softer.
3. Bloom the sound, larer called a Messa di Voce.

4. Stay the same - but this is not as common as 1 and 2.
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Horizontal Episema - Expressive Time Alrerations

A A
Twinkle, twinkle, little star,

When a note marked with a horizontal episema is sung,
time is suspended for a moment, as if a grandfather clock

suddenly hesitates in the middle of the night.

This is a strerching of the length of the singing of the note.
Often, cellists do this when playing chords under a melody
note, since it takes time 1o get across all the strings and
then play the melody note on the highest string,

The next note immediately returns to the original tempo.

All four signs thar lengthen chant notes suspend time.
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Horizontal Episema - Expressive Time Alrerations

" A
Twinkle, twinkle, little star,

Here the singer pauses on two notes. Jr is very common 1o
find Horizontal Episemw scattered rhroughout Chant scores.

They affecr only the note thar they are placed above or

below, as shown above.

These held notes step out of time, giving chant much of its

timeless character.
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Counring in Chant

Modern music

Modern music is built on repezxted patrerns that are consis-

tent throughout a piece of music.

12341234 123123123

4/4 and 3/ 4 time are the most common time signatures for
modern music.

CI’) ant

Chant does not emphasis the first beat. And the pattern of
notes is quire different.

12121212312123

Chant can, and will, alternare 1-2 and 1-2-3 note patterns.
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Counring in Chant

IIHI'

" A
Twinkle, twinkle, little star,

Chant is made up entirely of groups of two or three notes.

A A
one two one two one two one two

You will find that ar some rehearsals you will sing the notes
with “one”, “ewo” and “three” instead of the words.

How do you verbally count a lengthened note?
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Horizontal Episema - Expressive Time Alrerations

n A
one two o------ ne two o----- ne two one two

When singing counted numbers for chant, you strerch the

sound of the word out 1o the full length of the note.
one two o0----------- ne two o------ ne two one two.

Time, the clicking of the clock, is suspended for a moment.

Avoid F’A[[ing into the trap of counting ONIE two or one two three, with
a downbeatr. Chant is not counted or sung in this manner. Rather one
leads 1o two and two 1o three. A rcchnique 1o avoid F‘\lling into this rap
is 1o sing and say one with A W. Wone. Emphasis the sound of the “W”,

and your chant—ing will be smooth as You lean forward in movement.

Keeping chant moving is very important. The more it moves, the more
CxPrCSSiVC can be tl']e Sound OthC notes tht SLlSPCnd ﬁmc- AIWD\Ys go
strictly back into time after a suspended moment.



nam Chri-sto me- 0.

E [4 4

Eam_.—!" .hJT_—HlH—-’—

alle- 1a- ia. Ps. Memén-to, D6-mi-ne, David :

E . .E E
R ]
e "
7. P. Al-le- la- ia.

Any notes under or over a horizontal episema are held.
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%lisma

AS used:

O\ujlisma lengrhens the note before ir.
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Quilisma - Expressive Time Alterations

"a

O\ujlisma\ O\ujlismA in use.

0------ ne two three

The squiggly Quilisma rells you 1o lengthen the note
before it, then 1o sing the Quilisma note and all rollow-

ing notes at tempo.

[all assignment of counts depends upon

the count pattern of the chant]
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Quilisma - Expressive Time Alterations

o

%lisma O\uj[ismA in use.

Only the dor will lengthen a note exactly to twice the length

of a normal note.

All other signs that indicate the lengthening of a note, in-
cluding the Quilisma, only tell the singer thar this note may
be lengthened. You must warch the leader of the group 1o

derermine how long the note will be.

However, the lw’ger the singing group, cspeciauy newer
groups just learning chant, the more the chance thar extend-

ed length notes will be exactly double length, just like dorred

Nnot¢s.

Still, be sensitive o the gestures of the director. Alwzxys frol-
low the director careFu[ly.

A Squiggle " z22”is used o mark the %lisma.
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SDJY)PI€$

—F?T

. ~—=»z E
o e e

ti-bi : gl6-ri- am re- gni tu-i di-

Below is a transcription of this chant in modern notation.

Comm. n ,

T
2. o . .ajo‘rn A '!"Fn . - A -t
C Ontra spem * in splem cré-di-  dit, ut

s E ) . ..
[ e T e

fi- e-ret pa- ter multd- rum gén- ti- ~ um,

’: =_Fl - .“1.% ha a i‘o‘:- P.:

-l

[ ]
se-candum quod di- ctum  est e- i
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Salicus

Salicus
%
:..:

A Vertical Episema lengthens the note above ir.

Jris always the second note of an
ascending three note neume group.
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Salicus

=3

Jetus or Salicus?

Caution:

The vertical line, called a Vertical Episema, is used frequently ro
indicate the “ictus”. The “ictus” serves to assist the conductor in lead-
ing the choir using what is called Chironomy, a method of conducting

unique to chant. The Jetus designates a note thar is a “17.

The only time that the vertical episema line indicates a lengﬂwcning is
when it appears below the second note of three note neume, made up
of a single neume followed by a podatus, two neumes thar are con-
nected by a vertical line. Only the second neume, direct{y about the
vertical episema, is lengthened.

b b
S E 5 S
i

Salicus No Salicus No Salicus No Salicus

Jetus No Jctus Jetus
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SAIT)PICS

Graduale Ecce sacérdos magnus [32].

A Lle- .. wa *zj ..

a
] j1—-—...—5—. —a
DU e “’A .,f’zo_ it —— ]

V. Christo con-fi- Xus sum cru-ci : vi-
‘ : f 0 .
- OV ¢ e
! .l T w7 I. ) a .
"o . . ... . = . . . T H.
vo e- g0, jam non ego,\vi-Jit ve- ro
fl 1 l
' ' L b 1
R | O u&:"___gj}tj*
— 0 ] R AR e ap (]
_a 0 . . ‘o —F..—
in me v Qri-sfus.

Only the three groupings in boxes are examplcs of the Salicus

in this chant.

A small vertical line under a neume that is not part of an
Ascending three note group is a silent indication of the group-

ing of notes into groups of 2 and 3.

An “S” can Nnow ]Olﬂ our markmgs % “ d “E”.



38

Counting
| 1
SO T
R ¢ il’. 1
' h%_’ 14 '_.’_.

The matter of counting chant can be complex.
‘We can give You a simple introduction.

This chant will be our example.
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Counring

Smrting at the end.

1
+

et

1212121 231 212

To determine the suggested counting, Start at the end and
count backwards to the first Jetus. (the vertical episema mark
when it is not being a Salicus) The Salicus is rare, so you will

find that most vertical ma\rkings are the Jetus.,
The Jctus is AI\NAYS al,

The dotted note is counted 1-2.

Other lengrhened notes, the O\ujlisma., the Salicus and Hori-

zontal Episema count as single note, but when speaking the

numbers or singing them You stretch it out saaging TW-eemmeo

-------- O instead of TWO for example.

This preserves the numeric structure of the chant.
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Counting

Smrting at the end.

1
+

et

1212121 231 212

The fifth note has an Jetus. This is an indication that this

“_»

note is Alwao(s a 1.,

There is a rule thar YOou never, ever move an Jetus hat is

printed in the music.

Some phra.ses can start on 2 after a half or full line observed

AS A reést,

SO now SPCAI( t’]’1€ numbers O\CI'hiS one¢ in rhythm, EVEN As A

CIOCI(.
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Counting

| 1
1

SR -
ﬂ’fﬂ".ﬂ, =|”.01ﬁ0 wE,

[ ]
123121212121 21218 iaia 231212
Or
12312123123 121212

The exact numl)ering is up to the director.

Note that the numbers AIVVAYS rollow the rule that the Jetus is
AIVVAYS al.

The numbers determine exacrly how the conductor sl-u\pes
the patrerns being conducted using Chironomy.
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Instant Chironomy on Two Pages

Conducring Chant.

C OO

x x
Thesis Arsis

Chironomy is the art of conducting chant in connected circles

and arcs, small for groupings of 1 2, and larger for groupings

of 12 3. Waves of motion.

You sing at the x.

Facing the direcror, the Arsis is on the right, Thesis on your
left. Arsis for impulse or lift, Thesis for rest or fall.

1. A circle, for 12, is enlzxrged for 123.

2. The Arsis and Thesis may be repezxted.

3. The Thesis is a loop or mulriple arcs off 1o your left.
4. The hand moves back to your right for the next Arsis.

Chant conducring is AIWAYS horizontal and level, patrerns go-
ing lefr and riglwt only. Modern conducring which is
up and down, lefr and righr. MODERN

CHIRONOMY

SO
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Instant Chironomy on Two Pages

Conducting Lengthened Notes.

The traffic [ight is out and a policeman is waving people

ﬂwrough an intersection.

He's mAking A gesture in a circle that rells us “C’mon,
c’mon!.”, just as the circles in Chironomy move chant forward

in stream of flowing notes.

But tl1€ﬂ, t'l1€ gesture clnxnges, telling You t° S‘t'OP, 1o suspend

moving Forw‘xrd, and wait in anticipation of moving on.
That's CXACt'lY how a conductor conducts lengrhened notes.
During this suspension of movement, the manner the conduc-

tor holds You back will also ell You how to sing the suspencled

note.
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Punctum MOI‘A

1
+

'—mﬁ'@#ﬁ.

1212121 231 212

When a dot is nor just a dor.

When a dot appears on the last note it means the note is

longer, and also rells you 1o ler it die away as you sing it.
In that instance it is called a Punctum MOFA, the Dying Note.

This appears quite often.

Sing i —
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Punctum MOI’A

1
+

et

1212121 231 212

Variants

Some directors will see the two final notes as notared Above,

Aﬂd AdCl PN ClOtTO fl’)C SCCOI‘)CI note from t|1€ Cﬂd, t° ma.tch 1’]16

one that is lerczxdy there.

Sometimes t|1ey will mark it in Your score. Sometimes they

will just conduct it and expect you 1o follow them.
Often directors will ritard the end of a chant.

Alw»(s rollow the conductor. Jtis considered bad form by

some to question the director’s decision 1o lengrlwen notes.

Aside from the clot, other lengrlwenings are up 1o the direc-

tor’s discretion as far as pla\cement and duration.
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Interpreration

Let's repeat: Jt is considered bad form by some to quesrion

the director’s decision 1o lengrlwen notes.

\Nhy? Consider the Following chant:

Offertorium. Gléria et hondre. [2]
Comm.

E
- 2 ey A
3i.-J]! I — '—"’n‘_‘i—'.

F Ruméntum Chri-sti sum, * dénti-bus besti- 4- rum

= (4 (4 (4
(| F PP
‘i”"‘f‘-—'rl — o I :
. SR I
mo- lar, ut pa-nis mun- dus in-véni- ar.

Look c‘\re(—hlly and You will find that the suggested notations
made above the chant staff warn of ma\rkings in the printed
score. Jn addition we have made other ma.rkings which indi-
cate more lengrhenecl notes, additional dots or lower case “¢”

ma.rkings for horizontal episemw.
A director may choose to do this or 5ing it as printed.

Follow the director.
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Le&rning Chant

In a rechearsal of a new chant YOU may sing it first as:

Comm.
. a L — a
];‘i.-% ] '1'_' '_"T;-—'.

Ruméntum Chri-sti sum, * dénti-bus besti- 4- rum

Ar first: NUH
Followed by: NAH
Or using Solfeggio:
SO TITILADO TILA SO DO DO DO DO DO LA T)
Once you know the melody, then the words may be added.

Jris almost always best 1o learn the melody without the texr.
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Le‘\rning Chant

Adding the words.

Offertorium. Gléria et honére. [2].

Comm.-
3. ¥ a N 4 ] o

;

[] ]
F Ruméntum Chri-sti sum, * dénti-bus besti- 4- rum

f L = ans
e e P

mo- lar, ut pa-nis mun- dus in-véni- ar.

) am the wheat of Christ;

may ] be ground by the teeth of beasts,
that ] may be found pure bread.

Adding the words to a learned melody can be an Astonishing
rhing. In this case, the Latin words are a bit familiar, but to

s¢¢ fl’)C ﬂ‘AﬂSlAﬁOﬂ 1"’)6 first time can bC P-S I‘CVClAﬁOI‘)-
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Le&rning Chant

lSrearhing.

Offertorium. Gléria et honére. [2].
Comm. i
3. L a_A 5 .

;

Ruméntum Chri-sti sum, * dénti-bus besti- 4- rum

[ L = ans
e — :

Ol Do — i ~
] . N N
mo- lar, ut pa-nis mun- dus in-véni- ar.

These are a few of the instructions that may be given to the
cantor singing “sum” at the end of the first phrme.

1. Decrescendo and breathe.
2. Decrescendo and do not brea.the, and go on.
3. Crescendo on “sum” and breathe.

4. Crescendo on “sum” without brea.thing and go on.
The schola may be asked to do the same on “lar”.

Jt seems impossible for a schola to sing all of this in one
breath, but smggered brea.r]wing solves the problem. ]ust be

sure not to breath in the usual pl‘\ces.

Some directors insert brem'hs, others do not. Like the lengrlw

of a held norte, placing breaths is part of the musical interpre-

tation of the director.
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Appen dix

The rollowing pages of chant are taken from The Parish
Book of Chant, published by the Church Music Association of

American. They are included here with the permission of the
CMAA.

This is a book that You should have in your libr‘xr\(. Samples
of Marian chants printed here are but a small part of what

is included. Jtis an excellent book for a Schola o own.

Visit the website of the CMANA for more information and
many books of chant and about chant for downloading and

purchwe.

WWW,MUSTICASACIA.COM

Please, consider joining this OFrgANIZATION As A member.
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HYMNS AND CHANTS IN HONOR OF
THE BLESSED VIRGIN MARY

21. SALVE REGINA (Simple Tone), Votive Antiphon post Pentecost
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S Alve Re-gi-na,

* ma-ter mi-se-ri-cordi- &, Vi-ta, dul-
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Virgo Ma-ri-

a.



52
22. SALVE REGINA (Solemn Tone)
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23. SALVE REGINA (Solemn Tone, Monastic Use)
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24. ALMA REDEMPTORIS MATER, Votive Antiphon Advent—Feb. 2
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sté-ri- us, Gabri- é-1is ab o-re sumens illud Ave, pecca-
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té-rum mi-se-ré- re.

Holy Mother of our Redeemer, thou gate leading to heaven and star of the sea;
help the falling people who seek to rise, thou who, all nature wondering, didst
give birth to thy holy Creator. Virgin always, hearing that Ave from Gabriel’s
lips, take pity on us sinners.

25. ALMA REDEMPTORIS MATER (Solemn Tone)
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vi- a ce-li porta ma- nes, Etstel- la ma- ris, succtrre
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cadén- ti, surge-re qui cu- rat pépu-lo: Tu qua genu-
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i-sti, natd- ra mi-ran- te, tu- um sanctum Ge-ni-té-rem:
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re sumens illud Ave, * pecca-t6-rum mi-se-ré- re.

26. AVE REGINA CELORUM, Votive Antiphon Feb. 3—Holy Week
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16-rum: Salve ra-dix, salve porta,

Ex qua mundo lux
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6-sa: Va-le, o valde de-c6-ra, Et pro no-bis Christum
n
]

a an a

ex-0- ra.



Hail, Queen of heaven, hail Lady of the angels. Hail root and gate from which

the Light of the world was born. Rejoice glorious Virgin, fairest of all. Fare thee
well, most beautiful, and pray for us to Christ.

27. AVE REGINA C/ELORUM (Solemn Tone)
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v Eem .] '!%'[oen .; =
A - ve * Re-gi-na c&-16- rum, A- ve DOmi-

VI

na Ange-16- rum: Sal- ve ra-dix, salve porta, Ex qua
I a "y i F' = f
- PR B AL P | s, ] :

mun-do lux est or- ta: Gaude Virgo glo-ri- 6-sa, Su-per
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Et pro no- bis Chri- stum ex6- ra.

28. REGINA C/ZLI, Votive Antiphon Easter—Pentecost Sunda
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E-gina ce-li * letd-re, alle-ld-ia: Qui- a quem me-

ru- isti porta-re, alle-la-ia: Re-surré-xit, sic-ut di-xit,

| . |
N SR sa,
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alle- 1a-ia:  O-ra pro no-bis De- um, alle-1a- ia.

Queen of heaven, rejoice; for he whom thou wast made worthy to bear; has
risen as he said; pray for us to God.
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29. REGINA CALI (Solemn Tone)
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30. AVE MARIA
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nobis pecca- to-ribus, nunc et in ho- ra mortis nostree. Amen.

]

Hail Mary, full of grace! the Lord is with thee; blessed art thou among women,
and blessed is the fruit of thy womb, Jesus. Holy Mary, Mother of God, pray
for us sinners, now and at the hour of our death. Amen.



31. AVE MARIS STELLA
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semper Virgo, Fe-lix cae-li porta.

Hail, star of the sea, blessed Mother of God and ever Virgin, happy gate of

heaven.

2. Sumens illud Ave
Gabriélis ore,

Funda nos in pace,
Mutans Heva nomen.

3. Solve vincla reis,
Profer lumen cacis:
Mala nostra pelle,

Bona cuncta posce.

4. Monstra te esse matrem:
Sumat per te preces,

Qui pro nobis natus,

Tulit esse tuus.

5. Virgo singularis,

Inter omnes mitis,

Nos culpis solatos,

Mites fac et castos.

6. Vitam prasta puram,
Iter para tutum:

Ut vidéntes Jesum,
Semper colletémur.

7. Sit laus Deo Patri,
Summo Christo decus,
Spiritui Sancto,
Tribus honor unus.

2. Receiving that Ave from the
mouth of Gabriel, establish us
in peace, changing the name of
Eve.

3. Loosen the chains of sinners,
give light to the blind, drive
away our ills, obtain for us all
good things.

4. Show thyself a mother: may
he hear thy prayers Who, born
for us, was willing to be thy
Son.

5. Virgin above all others, meek-
er than all, make us free from
sin, meek and pure.

6. Obtain for us a pure life,
make safe our path, that seeing
Jesus we may ever rejoice with
thee.

7. To God the Father be praise,
glory to Christ on high, honor
to the Holy Spirit, one in three.




32. INVIOLATA
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O be-nigna! O Re-gi-nal O Ma-ri- al Qua so-la
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Inviolate, spotless and pure art thou, O Mary, who wast made the radiant gate
of the King. Holy Mother of Christ most dear, receive our devout hymn and
praise. Our hearts and tongues now ask of thee that our souls and bodies may
be pure. By thy holy prayers obtain for us forgiveness for ever. O gracious
Lady! O thou Queen! O Mary! who alone among women art inviolate.



33. MARIA MATER GRATLE
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térna s&é-cu-la.  A-men.

Mary, mother of grace, sweet mother of mercy, protect us from the enemy, and
receive us at the hour of death. 2. Jesus to Thee be glory, Who was born of the
Virgin, with the Father and the loving Spirit, unto everlasting ages. Amen.

34. O SANCTISSIMA

1. O sanctissima, O piissima,
Dulcis Virgo Maria!

Mater améata, intemerata,
Ora, ora pro nobis!

2. Tu, solatium et refagium,
Virgo Mater Marial!

Quidquid optadmus, per te sperdmus;
Ora, ora pro nobis!

3. Tota pulchra es, O Maria, et
Macula non est in te;

Mater amata, intemerAta,

Ora, ora pro nobis.

4. In miséria, in angustia,

Ora, Virgo, pro nobis;

1. O most holy, O most loving,
O sweet Virgin Mary! Mother
best beloved, undefiled: Pray,
O pray for us!

2. Thou art our comfort, and
our refuge, Virgin Mother Mary!
All that we long for, through
thee we hope for: Pray, O pray
for us!

3. Thou art all fair, O Mary,
and no stain of sin is in thee;
Mother best beloved, unde-
filed: Pray, O pray for us.

4. In misery, in anguish, pray
for us, O Virgin; pray for us in
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Pro nobis ora in mortis hora, the hour of death: Pray, O pray
Ora, ora pro nobis. for us.

5. Ecce débiles, perquam flébiles, 5 See how wealk we are, lost in

Salva nos, O Maria! tears; save us, O Mary! Lighten
. p our anguish; soothe our sor-

Tolle langudres, sana doléres, ) & |

Ora, ora pro nobis! rows: Pray, O pray for us!

6. Virgo, réspice, Mater, aspice, 6. Virgin, turn and look; Mother
Audi nos. O Maria! behold us; hear us, O Mary!

L, . Thou art the bearer of health
Tu, medicinam, portas divinam, -
. divine: Pray, O pray for us!
Ora, ora pro nobis!

35. SALVE MATER
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S Alve ma-ter mi-se-ri-c6rdi- &, Ma-ter De- i, et

ma-ter vé-ni- &, Ma-ter spe- i, et ma-ter gra-ti- &, Ma-ter

plena sancte leti-ti-&, O Ma-ri- al Repeat: Salve mater.

’. Hail, Mother of mercy, Mother of God, and Mother of pardon, Mother of
hope, and Mother of grace, Mother full of holy joy, O Mary!
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1. Salve de-cus huma-ni géne-ris, Salve Virgo digni- or
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sedes in sape-ris, O Ma-ri- al R. Salve, mater.

Hail, honor of mankind; hail, Virgin worthier than others, who surpass all vir-
gins and in heaven occupy the highest seat of honor. O Mary!
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2. Salve felix Virgo puérpera:
Nam qui sedet in Patris déxtera,
Calum regens, terram et &thera,
Intra tua se clausit viscera,

O Maria! r. Salve, mater.

3. Esto, Mater, nostrum solatium;
Nostrum esto, tu Virgo, gdudium
Et nos tandem post hoc exsilium,
Lztos junge choris caléstium,

O Maria! r. Salve, mater.

’

36. SUB TUUM PRASIDIUM

2. Hail, happy Virgin Mother,
for He Who sits at the right
hand of the Father, Ruler of
heaven, earth and sky, didst
hide himself within thy womb,
O Mary!

3. O Mother, be our solace; thou
Virgin, be our joy; at last, after
this exile, join us, rejoicing, to
the heavenly choirs, O Mary!
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De- i Gé-nitrix: nostras depre-ca-ti- 6nes
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in neccessi-ta-tibus: sed a per-i-cu-lis cunctis
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Virgo glo-ri- 6-sa

et be-

nos semper, ne- di-cta.

We fly to thy patronage, O holy Mother of God; despise not our petitions in
our necessities, but deliver us always from all dangers, O glorious and blessed
Virgin.
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Guido d’Arezzo devised a simple system that now uses Do,
Re Mi..., 1o teach the 8 notes of the chant scale. This system

creates a firm tonal basis for singing chant and siglwt reading.
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To learn to sing chant is to abandon the modern rule that
melodies are restricted to beginning and ending on one of
the three same notes, and always the same note in the bass.

Chant starts and ends on any note of the 8 note scale and
this is onr thing thatr makes chant sound different.

People who ‘do not like chant’ are often people who are so
used 1o hearing modern music going where they expect it
to tonally thar they unable 1o get their ears around modal
melodies thar firee us from the limited pattern of modern
major and minor melodies.
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A Brief Overview of Chant Notation

* The foundation of modern written music notation

* Easier 1o read than modern notation

* Takes less space on the page than modern notation.

* Chant is made up of small groupings of organized notes
* Each group has a different and consistent purpose

* Music staff covers just the range of the human voice

* There are only four lines in the staff

* Notes are leways direcrly above the vowel thar is sung
* There are only two clef signs

* There is only one sign thatr changes the pitch of a note
* All chant may be written with the same note, a neume.

* The Neume groupings orgzxnize all of those notes.
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USing the Audio Teaching Files

Download them from our website:

www.basicchantcom
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Understanding the Sound of Chant

Some Initial Theory
1. Chant uses only 8 notes of the modem 12 note scale.
2. Chant limits the ICAPS from note to note to small ones.

3. Chant sounds different because it rarely stops and starts on
the notes that are AI\NAYS used in modern music.

4. The simple do, re, mi names for the 8 notes are all thar
you have 1o learn 1o sing chant.

5. Chant is made up of set parrerns of notes that are strung

together 1o make melody.
6. Once you learn the 8 notes and can sing them, master the
short leaps from note to note and learn the little patterns,
there is no chant that You cannot sing.

MAStCt’Y of chant takes but a litte time and study
This chapter teaches you all you need o know 1o begin sing-
ing chant using solFeggio and to begin 0 pursuc mastery of

chant.

SolFeggio names the 8 pitches used in Cregoriam Chant.
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The Lesson Plan

To sing chant you need 1o be able ro:

1. Sing from one note 1o its neiglaboring notes, called singing
the interval of a second - the second note.

2. Sing from one note 1o the third note above and below it,
the interval of a third.

This is what we cover first. You will be leAming 1t sing 8
notes and the notes above and below them.

Once you have mastered steps 1 and 2 Above, the rest will be
easy because you then will already know all the notes you
are going to sing and the additional intervals will be simple 1o
add o Your repertoire.

The Building Blocks of Chant

Sixth Note Sixth
Fifth Note Fifth
Fourth Note Fourth
Third Note Third
Second Note Second
Note
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1. Chantis sung using 8 notes of the musical scale.

2. ThCSC Ar¢€ NOtTEs You All’CAClY know:

Do
Ti
La
So
Fa
Mi
Re
Do

3. The movie, The Sound OF Music, has made these 8 notes

famous.
4. Chant is therefore a very good starting ground for singers.

To get I’CAdY to sing chant, begin b\( singing the Following
notes from the lowest 1o the highest, and then back down.

Sing from the left 1o the right:

Mi
Re Re
Do Do
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1. Once you are comfortable singing Do, Re, Mi up and
down, add Fa to the scale.

fa
Mi
Re
Do

2. Sing Do, Re, M, Fa, then take a breath and sing back
down the scaJe, Fa, N\i, Ke, Deo.

3. You may have noticed that there is something different
about singing up to Fa. MAnY musicians are unaware of the
reason behind this and just accept it as part of mzxking music.

4. JF we were to lao( out the distance between the notes You
are singing You would see this:

Do~~Re~~Mi~Fa

5. The distance berween Do, Re and Mi, is wider than the

distance berween Mi and Fa.
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1. CCI‘tAiﬂ NOTEs arc consonant And thCI'S CliSSOﬂAﬂf T th
car,

2. The consonant ones are 4 and 5 notes from Do.
3. Fa is consonant so it lets the ear relax.

4. Re and Mi are dissonant 1o Do and do not give the arrival
Feeling that Fa does.

5. This four note pattern is mirrored starting on So.

6. Tiisa leading tone and the next note or key on the piamo
is Do AGAIN, just at a higher pitch.

e NOI’C on fl’)C PiAﬂO kCYbOAI‘d bClOW ‘l'hC SPCCiAI not¢ “TC”.

Do |[Re |Mi | Fa | So |La | Ti

8. HCI‘C You Can s¢¢ All 8 NotEs You sing in Cl‘)Aﬂt’.

Most chants can be sung using the pitch of the piano kcys as shown above. Jir can
be useful o pick out melodies ar a piano keyboard. However, some chant groups are

more comfortable ar other pitcl1 levels for some chants, so You may hear y:eople mlking
aboutr “mrﬁng on B” or some other piano pitch at times. This is common. Chant uses
“Flom-ing Do. “Fixed Do” is AIWAYS C and involves 17 pirch names instead of 8 and is

a modern convention, useful when singing |ater music. Fixed Do is a newer invention.
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1. Some people view the 8 notes of the scale like this, in order
from bottom to top on a staircase.

do

ti

[x

50
fa

mi

re

do

2. This is not quite accurate, because our scale of 8 notes has
resting pl‘\ces, like landings on a staircase.

do

P
ti

Ia

sOo

re

do

3. This is most noticeable when going up the scale, just like

lamdings are when climbing stairs,
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1. The Neume

2. On the next page you will learn the basic note that is the
foundation of all chant notes.

3. With this note all melodies of chant can be written.
4. Additional note groupings based on this note are con-
structed to represent common melodic elements and to save
space.

‘PAper’
Chant bcgan when ‘pAper’ was made of animal skins Monks
used to joke that a certain chant was three cows or a short
chzxnt, one squirrel.

Jt's true. And this was an expensivc material o make.

For that reason, amything that could be done to save space
when writing saved money.

Chant neume groupings SAVE space and key the brain 1o
ready 10 sing the notes t|1ey represent.
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1. The Punctum

2. MOﬂkS dI’CW chamt NnOotEs Wll’h P- wude mbbed pen. ThCY
would pur 1‘]16 pen nlb on fl’)C PAPCI‘ And CII'Ag 1T 10 1’]16 I’lght

1o create a neume which we call a note in modern music.”

3. As you can see, they often curved the note up and down
a bit. This can help the eye 1o see the notes against the
straight lines of the staff.

4. The staffis like xa map. The melody is laid out on the
staff, Low notes at the bottom, rising to the highest at the
top.

*Keep this paragra\ph in mind for when we reach the Porrec-

tius Neume Qroup.
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1. The music staffis a map. The mclody is Iaid out on the

staff, Low notes ar the bottom, rising 1o the highest ar the
top.

Fa
Mi
Re
Do

2. The four basic notes You know are laid out on the staff
There are four lines and five spaces that are used to write
out melodies to be sung.

3. JF you sing your musical scale up and down here’s how ir
looks in Cregorizxn Chant notation:

Sing, from left to riglwt:

Do Re Mi Fa Fa Mi Re Do
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1. Any melody that you are going to sing in chant may be
written using just the simple note, or neume, that You have
just sung, using the four line staff.

2. Now we begin tradning your voice and your ear to sing
chant:

3. Sing, from left 1o right:

Do Re Do Re Do

4. Now, from left o right, sing Do and Re Following the

Nnot¢s.

Do Re Do Re Do Re Do Re

5. From left 1o right, sing Amen following the notes.

A--men, A-men, A-men, A-men,
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1. Once again any melody thar you are going 1o sing in chant
may be written using just the simple note, or neume, that You
have just sung, using the four line staff

2. Sing, from left to right:

a A A a

Do Re Re Do Do Re Re Do

3. Now, from left 1o right, sing Amen following the notes.

a A A a

A--men A--men A-—men A--men
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1. Exercise: Sing, from left 1o right, pausing and breathing ar
the line:

Aata aatt atat atty

doredo dodorere doredore doreredo

2, Exercise: Sing, cxtending 1o Mi

doremi miredo doremimimi miredo do do

A
atat e ®a

do re do re mi mi re do re do

Note that there is no pause or breath when singing this

group.
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1. Exercise: Sing, from left to right:

do re mi do mi

2. EXCI‘CiSC: CCﬂtCI’CCl on RC

0
e
g h—A—a a

dO re re mire ClO re r¢ r¢ do re

3. Exercise: Centered on Mi

do mi mi do re mi re mi

4. Example

do re mi mi...*

* 4.7 always indicares to continue singing the Solfeggio from memory.
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1. Exercise: Sing, extending to fa

[ | [ |
do re mi - fa mire do

2, Exercise: Sing and fill in missing solFege

do remifa mire

A
]
i R
[ [
0 i i
doremifa __ .
4. Example
A
]
i
[ [ [
0 i i .—.

do re mi fa..
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1. Cles show where Do is

do re mi fa mi re do

2. Always find Do counting from the Clef using Solfege - do i

Ia so fa me re do...

3. Starting up at the Do Clef; count down lines and spaces.

When You reach 8, You will be on the low Do that starts this

melody.

4. Do repeats every 8 notes, just lower or higher in pitch. All
8 notes of the scale do this.

5. Clefs move Do 1o keep the melody within the range of the
staff. Here is the exact same melody with a Fa Clef. Count
down four lines and spaces from the Fa clef ro find Do.

do re mi fa mi re do

6. The two cxamples of chant above should sound exAcrly
alike when sung. The clef and its position on the staffis
picked 1o keep the notes centered on the staff.

Start clefline and count down using SolFege 1o find the
the first note: do ti la so fa mi re do; using the Fa clef count
down fa mi re do 1o locate do as needed.
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1. Clef - Show where Do is on the staff, continued.

T]’)CI'C Ar¢e only t™wo CICFS, Aﬂd 1"1CY are OﬂlY PIACCCI on uppcr-

lines, never on a space.

Here are the only lines thar can hold a clef:

T :
_'—%._ and the Fa Clef: W:l :

do do do do do

5. Always look ar the Clef and count down 1o find Do, 8
down firom the Do clef; 4 from the Fa clef:

gt

a  fa

X ‘+()
;\l|“

_e and the Fa Clef
A
2.8
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1. Exercise: Sing, extending to So, pause and hreath ar

do re mi fa so fa mi re do

2, Exercise: Sing and fll in missing sochge

do remire mi_so___fa

3. Exercise: Sing and fill in missing solfege - note the Clef




1. Exercise: Sing, extending 1o So

do re mi fa so fa mi so

2. Exercise: Sing and All in missing 50[Fege

Tl’)iS Cl’)AI’)T, And many Ofl’)CI‘S, STArts on &C Aﬂd Cl’ldS on KC.

[To find the pirch Kc. start by singing Do then Ke soﬁ'ly 1o yourselﬁ
then sing Rein a rcgulasr tone of voice. Use this techniquc from Do

upwamd or DO dOWl’]WAI’d AS needed 1o get snxrred.]
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1. Exercise: Sing, extending to La

do re mi faso laso faso Ia

2. Exercise: Sing and All in missing 50[Fege

do mi so....
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1. Exercise: Sing, extending 1o Ti

doremifaso Iati ti Ia so Ia tilaso

2. Exercise: Sing,

do remifa  faso lati Ia so

3. Exercise: Sing and fill in missing solfege and sing,

$O...
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1. Exercise: Sing, extending 1o Do

doremifaso so latido ti Ia so

2. Exercise: Fll in missing solFege and sing.

do ti i

3. Example:
A |

so  mido re...

—A I.I a
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4. Example:
. |
i
AAA A
a
a A 2 |
a a A\
do mi so...
g |
. IIII
ARA A b
a
. . . m
a A A
do mi so...
A an |
] 2 a a
A A a° A |
ol T
a
SO sO lA...
A |
N |
A
R
a a a 2 a a
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1. LCAPS

Modern music calls for all kinds of huge leaps firom note o
note, while chant is very restrictive with all all lCAPS limired
to §, sometimes 6, notes or less.

However, one lea.p for you to master is the octave....8 notes.

Not 1o sing it in chanting, but 1o use as a reference o find
notes.

.

A
do do

2. Deing able o sing this lCAP, which is easy since it it the
EXACT SAME NOTE just higlﬁer, makes it possible for you to find
notes in the range Do Ti La So by singing high Do than softly

singing down to the note You start singing on.

[clo] do ti Ia so
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1. Exercise: Sing, extending 1o Do

"
g .I.l._

a
[do]do ti la ti do

2. Exercise: Fourths

A
] ol a ol a
ol W ol ol
a—n
a
[do] do ti la so do so... tifa la....
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1. Singing more than one note on a word.

Chant can be syllabic, meaning each syllable has one nore, or
melismatic, 2 or more notes 1o a syllable.

FOI' CXAIT)PIC:

Syllabic e

A

do re
A-men.

M elismatic

Srill, when singing the notes using solFege, You continue to
sing the note name for each note. Use the Solfege everytime

You ICAI‘D A NEw ChAﬂ‘l’.
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1. Singing more than one note on a word.

-

Cl‘lAﬂ‘l’ Nnotes groupecl CIOSC[Y tOgCl’hCl' onl\( sErve onc SYHABIC.

s a simple system and is as clear as the different shapes of
traffic signs - a triang[e sign means clamger, for exa\mple.

Chant neume groupings tell you whar to sing,

In chant, You look at the syllszle YOou are going 1o sing then
up at the note or notes you will sing it to.

Tl’)C PAt‘l’Cl‘ﬂS of NOTEs are consistent cvery time 1’}16 same¢

group sign appears.
We sing notes in chant from the left 1o the right ar all times.

Chant has simple rules and signs that it uses to direct the eye

in the direction of the melody.
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1. Singing Chant Melodies.

To learn and sing this You must rollow a simple process.
1. Take a pencil 1o use as a pointer.

2. Find the ClefF with the penci[ point.

3. using the pencil point, count down by lines and spaces 1o
identify the first note. In this case it is Do.

4. using the pencil, touch each note and say its name.
5. Do the same rhing, singing each note with its name.

6. Then sing it using the word Amen.

Do this process with every new chant You learn.
SolFege First.

‘Words Second.
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1. Singing Chant Melodies.

2. ]ntroducing 1’]16 first clazxnt neume grouping:

3. This is sung and sounds just like the Amen on the opposite
page.

4. On the nexr page you will find an explanxa’on and on the
Following page exa.mplcs from the chant repertoire.

5. All chant examples thar follow are found in The Parish

bOOk OF CI’)AI‘“’. qﬁf Yyour copy AT WWW.MUSICASACIA.COM
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1. Clivis - Stick
2.The Clivis changes this:
—h
fa mi...
A ---men
3. Into this:

Ay

A mi...
A ---men

4. The small line on the first punctum leads your eye up o
the first note you are going to sing,



" —at r- -
do re...
A-do-ra-mus Te o g 58

LHH,_—-M

fa fa fami..

magnam gle' ri- am tu-am PBCPg. 58

I.

= -

re do...
ni po- tens PBCPg 52
v ) )
A a A
fa n
I
[a so...

Tu so- lus Al-tis-si-  mus, PsCrg 62

The neume groupings You are le‘\ming make singing chant

melodies easy 1o sing as you learn their sound.

*PBC is The Parish Book OF Chant
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1. Virga -Tailed Note

2. The VirgA changes this:

3. Into this:

s
fa mi...
A- - --men

4. The small line on the first punctum here indicates that it is
the first of a group of notes and is at times followed by one
or more Punctum Inclinatum - lca.ning notes - that You will
learn next.
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These small signs were developed over centuries and are part
of a tried and true system of musical notation.

Le‘\ming them will, like practicing a phrase at the piano,
creates little pa.rhw‘\ys in Your brain that make the action of
reading the music notation automaric.

These little notations AlreAdy take this:

Domine

and here below tells you, without even looking ar the words
you are 1o sing that they cannot be Do-mi-ne but instead
must be a two syllable word like Amen.

The line added 1o the neume indicates that this neume is the
first of two notes that will be sung to one vowel.

s

...

A"" men.
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1. Punctum Inclinatum - Leaning Note

2. The square Punctum is inclined 1o create a punctum inclina-

tum changing this:
A
]

e

[ |
fa mi...

A ---men

3. Into this:

fa mi...

A -- -men

4. The small line on the first punctum tells You that it is part
of A group sung to a single vowel.

5. The trizxngul‘\r notes, the inclined punctum, rell Your brain
thar YOu are going to sing a descending row of notes on the
vowel A.

6. The notes in chant are Arr‘xnged 1o show the direction of

the melody.

7, Use your pencil to follow and learn the notes, writing in

the solfege as needed.
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FI—I—I—I .1'“‘

do...

Laus ti-bi, Chri-ste

%I—I—I—I—I—I—l l—l—ﬂ".l—l

do...

Ky—ri— ¢ e lé-i-son Ky-ri— ¢ e lé-i-son®

(3a
sl
—4 ]
i tla.
A- do- ra- mus te
:
L
[ [
= 0‘
Ia A
Dona no - bis

Remember, start out by finding Do, use it to determine the
first note pitch and then sing the solfege.
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1.Torculus - rwisr
2. Two Punctum sung from left 1o right:

Tn single neumes:

alan
re..
A - - - men

3. Becomes: e
-

ré...
A ---men

4. Jr may also include higher notes in the middle:

i

re fa...
A ---men




102

I—I...=—

do...

Alle-la-  ia, escrise

a 1’0‘ o o=

I I
8| r' 8| A
re la ...
Al-le-la- ia resur- ré-  xit Dé-mi-  nus pCrass
A A A
. i a i a i I!I
re do ti...
fi-li- o Da- vid: bene- di-  ctus poce. 46
.
[ |
3 A ol a ﬂ_o.n n
n
ti [a...
[a- ™ perman- si- st PBCP. 124

rf—l—lﬁ

Ia mi...

Ple- ni sunt cae- i PBCP. 47
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1. Podatus

2. Two Punctum joined with a line, sung lowest note first then
the higher note. Tn neumes:

—

_.—

A

re...
A - --men

C—
-

3. Into this:

re...
A-- -men

Aup 1o the high nore.
4. The order is always —> low note then |
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K

SO
O\uj rollis PBCP. 47

R R TR LLE

! "
[a...
Cum San-cro Spi-ri- tu in glo-ri-a pcr. 47
0 LT
N A A ™|
. ’.
ti so...
Glo-ri-fi- ca- mus  te. PBC P. 46
A a
E AR A % a
|
$O...

Glé-  ri-a in excél-sis De- o rocr.yr

rf—-—-ﬁ

Ia mi...

Ple- ni  sunt cae- lirsce s
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1. Stropha - Repeared Nortes

Z.TWO or more notcs on 1"16 samc¢ Pi‘l’Ch on 1”'16 samc¢ VOWC[:

AR

[a...

P:N

2. The “A” would be sung the lengrh of three notes, with a
sliglar pulse in the sound for each of them., but without an
audible break.

3. Jtis also referred to as a repercussion.
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Not repeated notes - since repe‘xted notes are for different

WIIAB[CS:

. : T ..tﬂr.—-ET.'

SO ti...

Agnus De-i qui tollis pecca-ta mun-  di  wscrro

KCPCATC& Nnotes on the samc¢ SYUABIC.

-ia PBC P.85

These are very common in Alleluias which can be very Aorid
with lots of notes, on one syll&ble, what we call melismatic.
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1. Porrectus: \MﬂA‘l’ can be P- N conﬁxsing neume group.

2. The Porrectus is the only neueme grouping that can ewily
confuse, since the reason for its existence is not quite as prac-
tical for music reading as other chant note groupings are.

3. Jr consists of a wide line that swoops from the first note
that is sung down to the next note, often crossing lines and
spaces in the process.

4. This can confuse people since the mind says that since the
wide line looks like a stretched neume it must mean that You
sing every note it covers. This is tom[ly incorrect.

5. You sing the note on the line or space it begins on and the
second note where the line ends.
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1. Developed because it looks pretry and is easy for the per-

son drawing the chant to use to connect two notes when one

is higher than the other.

.

2. To understand this YOou must ignore the fact that this looks
like a slide. Never slide from one note to another when Yyou
see this. Here are the notes it is telling You to sing, using
black solid punctum on a staff with the Porrectus in grey.

3. Jt has thar lirtle preparatory line thar tells You to sing the

upper note first, then rollow the line as it curves down and
sing the lower note that the end of it is centered on.

NG
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1. Porrectus - stretched out

2. A visual way to Write two notes.

Jn neumes:
A i
U N
i a I. a
A
do Ia +i...
Be-  ne- dic-  tus
3. Into this:

do Ia ..
Be- ne-  dic- tus
4. More notes often follow on the same syllable.

5. Remember, the voice does nor slide but steps from one note
1o the next.

N. =!!I

is the same as




do re... | I

Chri- ste c- le- i- son pocras

This is the first full phrase of chant thar we use as an ex-
ample.

You are close now 1o having a command of the reading of
chant notation. Remember 1o use your pencil point o rollow
the notes.

%._.II.N n

do...

vi-si- bi-li-um o- mni-um PeCe. 77

C—
_ o

fa so...

De- o PBCP.473
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1. Quilisma
2. Indicates note before it is held.

Tn neumes:

iy

Pax

3. Jnto this:

AT

Pax

4. Sung unevenly. FiI'St' notc held lOﬂgCI’ 1’}1611 bACk t°o tempo

on the squigg[ed note.
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: l" |0=

mi...
A- men. PeCP. 68

.
| R =—I£I+
$O...
do-na no--bis  pa- cem. PBCP. 69
¥ AAAR R
s a "
[
...
Hosanna in ex- cel- sis. PBCP. 70

]—r"F'-"."'?%

r;::‘ men. PBCP. 70
A
s plmakeav
.*'T'_W
_._if'i"l *f'- - % Clailal

ré...
Al- le- lu-  ia. PBC P, 85
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1. Aar

2. Thereis only one note that can be lowered in pitch using
a flar sign:

ot

Flar

3.Ji can be cancelled by the Natural.

=

Natural

4. The Flar only appears on Ti, turning it into Te.

5. The flar, ifit is placed before the first note in the chant,
Applies to the entire chant.

6. Otherwise it applies only 1o the word thar is being sung,
The next Ti that appears in a new word is not sung 1o the

Aar Te pirch.



so lati la so Ia te Ia so Ia i Ia so

A
e, ",
“ ¢ l!._
do... te..
A- men. PBCP.53
A |
vy _3_ A Qn

- F-I’n.i-'_

IA lA SO t¢...

Chri-ste e- lé- i- son rscr. 5183
. —
By o B M)
0 e an
Ia te... A
Ky— ri- ¢ c- le- i- son.
A !:_‘ |
v | ' Q
% .ﬁ‘o
1 RN S

Chri- ste c- le- i- son. rscrss
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Review of Decorations:
1. Decorations - sometimes appear in chant music.

2. These are modern signs that have been added to some
chant editions.
3. One very obvious sign is a ~ owver a note or group of

Nnot¢s., \Nhﬁﬂ You se€¢ l’l"lbs‘t' tlﬁCY Are lCﬂgt’hCﬂCd—

4. Next is a vertical line that French monks use to delineate
groupings of notes - in groups of two and three.

5. A dot after a note doubles its lengrh. Jr is also said thar
the note should soften, as if dying away. So this is called a

dying note or punctum mora.

6. Of these only the horizontal line and dot affect the sound
of the chant by lengrhening the note.

7. The vertical line is used b\( some to emp]mxsize the Aow of
the notes by a slight accent.

8. Chant ]nterpremrion - Alwao(s soften at the end of lines.
Ie's elegant, it's expected...a;nd sO important the French in-
vented the punctum mora to remind You.
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Norte lengthened.

[I‘aorizonrle episem‘\]

Note grouping.

[verticaJ episcmA]

DOITCd not¢ lcngthcned Aﬂd inﬂg.

[puncrum mora)
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1. Measure Divisions
2. The firstonc is merely a placc marker.
4. The rest of them indicate a possible breath.

5. The meaning of breath in chant:

ThC fast CATCh'bI‘CAt‘h I‘lAS no PIACC in cha;nt.
bI‘CATI")S should bC long.

Silence is a very impormnr part of music mzxking.

\Mwen You come o a bl’CAt’h marking, STOP, CO“CCT YOLU’SCIF,

take a long breath and begin singing,

On some Alorid chants, especi‘\lly Alleluias, one vowel may
be sung to so many notes thar You can not sing all the notes
without stopping for a breath. This is pcrmitted and expect-
ed. One reason is that in the Alleluia people know what the
word is, so stopping during the singing of the vowel does not
confuse the meaning of the word to them. But some condu-
tors will instruct you 1o stagger breathing,

Always rollow the conductors instructions.

This chant zxppe‘\red earlier.

'jr;-'_‘ = *r.i S D i

re...
A- le- lu-  ia. PBC P. 85
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Placemarker
A
]
Possible Breath
A
]
Possible Breath

Possible Breath
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1. Liquescent

2. To sing a one of these notes You close ofF the sound.

1
o

3. See the chants on the next two pages - a hint: the 4th note
in the third Alleluia is a Liquescent as well as the second note

in the fourth Alleluia. The Sanctus on the Following page

also has Liquescents.

Additional notes about the page of Alleluias:

The Koman numeral ar the beginning of each chant is the
number that is the Mode, the scale pattern, of the melody in
the chant.

This is derermined by the last note and the range of the
melody notes.

Each of these Alleluias is followed by a line of music without
words. This is the melody for the psa\lm verse to be sung 1o
the Alleluia. The hollow punctum is there so that the middle
of the pslem sentence may be sung to that note, one word or
many,

Tl’)C ClASh ABOVC COI'I'CSPOnClS LS 2PN ClASl’) PIACCd ABOVC th

prinred out words of the verse, indiCAring the words that are

sung to this section o ¢ melody.
g thi i th ldy

These are excellent sources of prActicc material for singing

chant with solFeggio.
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Melismatic Settings

e T

a u
A L-le-la-ia.
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MASS XVII Sundays of Advent and Lent

. | . ata
VI _ .'M‘?’ﬁﬁ, e e -1 0 WP Io”,[?

I( Y-ri- e *e- 1é-  i-son. iij. Christe e-

: LR " TN e | — .
1é-  i-son.iij. Ky-ri- e e- 1é-  i-son. ij. Ky-ri-
. .: . "?01[?’ Lo LY
e * e- lé- i-son.

\Y E T " 1 T n "
S alt B o m " . n .
An- ctus, * San-ctus, San- ctus Démi-nus De- us

WF‘A!H- al | o |
i '“u'iu"'i_..lr‘-

Sa- ba- oth. Ple-ni sunt ca- li etter-ra glo-ri- a

-

a»

W%"i .f.jT._M

f oL
tu- a. Ho- sanna in excél- sis. Be-ne-dictus qui ve-
. PP B
| I rr’ aH—R————
a Fl Cl ? A e |

nit in né-mi-ne DOmi-ni. Ho- sanna in excél- sis.
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1. The Custos - The End

2. Not the end of the chant, but the sign at the end of a line

of chant that continues on.

3. The Custos show You the nexr pitch YOou are going to sing
on the nexr line.

4. You do not sing this lirte note-slmxpcd objcct, but just use it
to know whar the next note is going 1o be.




Liquescent

Cless

Punctum

Punctum Inclinatum

Punctum MOI’A

Podatus

Porrectus

PI’CSS us

Flar

Quilis
Horizontal Episema

Custos

123

Reference Sheet

ol
1

f

A k|l =

I



MASS VIII, De Angelis

M 0 l‘o IIM
a "?%l" (NI '_'10?‘._4
fa fa la
l a
A . . 1 ! 'JF’F'. ol I
e e fe
fa
: e
aa . "%I" A .
fa
[ ! ! | 2
R e e e e
R . M.
fa.
fa
B " . oag !
T e L s
R0
R - -
[, b'-'_’_ﬁ’“ "~ P .D“,% o
s
= : e : % L I " —a a T
JR— : ! T
HH.ﬁAI { a -M
M l!. u Fl _ 2y CN ln.
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PR PP B B ol
- l]
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_— * - b.l’o;‘ e,
fa

The Kyrie, Sanctus, Agnus Dei and Ita Missa Est from
the Missa de Angelis for Solfege practice.
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MASS XI, Orbis factor

.’:A |
= '

Al 1|
! &a—ﬁ_ﬂ — u.ﬂ*om fa \Cal

h 5 2
I< LA... 1
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10. JESU DULCIS MEMORIA, in Honor of the Name of Jesus
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Sed super mel et émni- a,

E-jus dulcis prae-sénti- a.

How sweet the memory of Jesus, giving joy to true hearts; but beyond honey
and all else, is the sweetness of His presence.

2. Nil canitur suavius,
Nil auditur jucandius,
Nil cogitatur dalcius,

Quam Jesus Dei Filius.

3. Jesu spes paniténtibus,
Quam pius es peténtibus!
Quam bonus te quaréntibus!
Sed quid inveniéntibus?

4. Nec lingua valet dicere,
Nec littera exprimere:
Expértus potest crédere,
Quid sit Jesum diligere.

5. Sis Jesu nostrum giaudium,
Qui es futdrus pr&mium:

Sit nostra in te gloria,

Per cuncta semper sa&cula.

fa
v

A- men.

2. Nothing is sung more sweetly,
nothing heard with more delight,
nothing thought more dear, than
Jesus, God’s Son.

3. Jesus, hope of penitents, how
kind to those who beg, how good
to those who seek: but what art
Thou to those who find Thee!

4. Tongue cannot speak, pen can-
not write; experience alone can
believe, what it is to love Jesus.

5.Be thou, O Jesus, our joy,
Who shall be our reward: in
Thee, may there be for us great
glory, through everlasting ages.

R y. Sit nomen Démini benedictum.
R. Ex hoc nunc, et usque in sa&culum.

y. May the Name of the Lord be blessed. r. Both

now, and for ever.
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Noel Jones first sang chant in a choir of men and boys and followed thar
up by chanting daily masses before he was a teenager in a small town in
Ohio.

Summer studies with Benedictine monks ook him further along
the chant PAt’h prior to his [eaving for New York Ciry where he directed
Catholic choirs and was OrgANist ar the Church Center for the United
Nations as well as accompanist for the United Narions Singers. Larer in
Germany he was organist for the English masses ar the DOM Cathedral
in Frankfurt.

Picking up work as a chor-repetiteur in Germany he was in-
volved in vocal coaching as well as a musical direction in Frankfurt, Ber-
[in, HAmburg, Bremen and Munich. Of the three Bro‘\dw‘xy musicals he
led there, he conducred two recordings and the European premiere of
one. Ha.ving experience setting translations to scores, he was eng&gecl Ly
do so in Germany, the United States and eventually Jraly, where he ser
the Jralian text for Sir William Walton’s opera The Bear. He also served
as chor repetiteur and rehearsal conducror for thar performance under
the supervision of Sir William.

During this time he pl‘xyed for masses at J| Duomo in Basrga, ]mly,
as well as producing and conducting the town’s annual San Cristoforo
DAY celebration concert in the 11th century church.

Working as a church organ designer , he evenmlly located in
Tennessee, where he joined the staff of a Catholic church as director of
music involved in returning church music to chant and polyphony. He
along with Mary C. Weaver have founded Musicam Sacram, a Church
Music Association of America chaprer in East Tennessee.

He has been a participant in the Church Music Association of

America Co“oquium.
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