











~CONSIDERING the infinite number of Chants now in com-
‘mon use, whilst every Organist’s apprentice_ scems to have the
liberty of introducing as many as he pleases; it is hardly to be
wondered at, that some innovations have been made in the style of
them, and some deviations from their original simplicity. A few
hints therefore on the nature of the plain Chant, with a view
"t'owa‘rds preventing farther innovations, by ascertaining its just and
proper limits, may not form an unsuitable introduction to a pub-
lici‘tmn of this kind.

The plain Chant, as it has been used for these last two hun-
dred years or longer, consists of ten notes, or chords, of which
Aour belong “to the first part of the verse, ending at the colon:
«and the remaining six to the latter part of it. And of these, the

first chord in each division of the verse, though expressed generally

by a breve or semibreve, (a note of determinats length) is not
conﬁned to any strict time, butis (or ought to be) continued, in
proportion to the length of such division of the verse, in order that
the syllables in a long one may not be hurried over by the singers
“more rapidly than those in a shorter one. The remaining eight
notes however, forming two unequal cadences, the first of three
notes and the other of five, should always be sung in some deter-
_minate “time, ‘much the same perhaps as that in which the
‘minims _are performed in common full services.—And although
more notes, or even chords are frequently introduced, yet the
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additional ones may be considered either as appoglatum, notes of

transition, or divisions upon the principal or fundamental ha.rmony

As little attention seems to have been paid to air or melody,
in the old plamn Chant, it is probable that harmony was princi-
pally thought of; ‘the treble, or predominarit air, in the celebrated
one called the GRaAND CHANT, consisting of only two notes.
What deficiency of air however there may be in the treble, is
made up for in the counter-tenor and bass, both of which havea
sufficiency of tune. And this seems to accord with the usual style
of both vocal and instrumental composition: »h».those days, when
instead of confining the air mostly to the treble( ‘Qr upper part, it
was so dispersed, as for each part to have its l}lqre And though
this may be'more pleasant to performers, as rendering every part
of nearly equal consequence, yet to the auditors the effect is cer-

.tainly best when the air is principally confined to the extreme
_parts, which will ever be most predominant.

~ With respect however to the plain Chant, there appears to
be another reason for deviating from the original style, in
giving a little more air to the treble, upon account of the choral
part being now in most choirs, (especially in the country) left
chiefly to the boys, to six or eight of which there are frequently
1o more than two or three men. With this kind of cheir, where
the parts of a chant or service are of pretty equal consequence,
in respect to air and contrivance, (as in most of the old church
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€ompositions) the same kind of harmony is attained, as would be

the case with Corelli’s Sonatas, played with six or eight first

violins, one or two seconds, and one violoncello,~==Qn this
“account a little more air is in the modern plain Chant, not in-
judiciously thrown into the upper part, provided it be of a proper

kind, and either of a lively (but not light) plaintive, er indifferent
- nature, according to that of the wordschanted,——For specimens

of the ancient and more modern plain Chant, see Exs. 1, and 2.

~—in the Jatter of which the Chants are obviously of a more airy
. nature than the two first,

With respect to the grand Chant, it has been probably so
denominated, from its simplicity, and facility of being joined in
- by the congregation at large; or from the grandeur of its bassand
- combined effect of the four parts, when performed by such a choir
“as that of St. Paul’s, Canterbury, &c. where the number of tenors
“and basses counteract the extreme monotony in the treble of this
Chant, which is so great, that in the manner it is commonly per-
formed in country choirs, I never could annex any ideas of grand-
eur to it,* and have always in that respect preferied the celebrated
double Chant of Battishill’s, in D, [See Ex. 3.]

* It is remarkable that this Chant which at St. Paul’s, Westminster
Abbey, and many other Cathedrals, is always used on high festivals, is at
Winghester, instead of the grand Chant, called ** Common Tue,”” and so far
from being selected at festivals, it is seld used but when the choir
Bappens w0 be particularly weak in voices, when instead of 3 service, Com-

The first innovation upon the original plain Chant, was by
the introduction of the double Chant, or Chant for two verses,
being twice the length of the single one, and of course consisting
in its simplest state, of twenty chords, of which the ten additional
are arranged in exactly the same manner as the ten preceding.
This Chant comprising therefore four cadences instead of two, all
of which may be in different keys, a much greater varicty of mo-
dulation may be obtained. On this account, I cannot but look
upon it as a great improvement upon the single Chant, especially
when the portion of psalms happens to be long; as it not only
prevents the constant recurrence of the final cadence, but obviates
the monotonous effect of a few notes, repeated for sometimes fifty
or sixty times together, by reducing the repetition one half.

In the composition of these double Chants, it seems proper
that the two pars, or verses, included therein, should have some
degree of relation or connexion with each other, so that when the
first half is chanted on one side of the choir, the second from the
opposite side may form a natural, or corresponding sequel to it.
To elucidate this I shall refer to some of the following new Chants,

mon Tune is frequently putup for the Te Deum, Magnificat, &c.—It is there«
fore not uncommon at Winchester, to hear a person express his disappoint-
ment at there being common tune at the Cathedral, instead of a service.
And after all it is uot improbable but that the term Grand Chant, or Common
Tune, may be the cause and not the effect of any ideas of grandeur, or the
Teverse, in respect to this Chant, as nothing is morc commoa than for
mankind to be prejudiced by names or titles,
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which have been composed upon that principle; first of all pre-
mising that I shall consider the double Chant as consisting of rave
divisions, and four parts, the first division comprising the first and
second parts, and the second division the third and fourth.

In No. 9. the whole of the second division is but slightly
varied from the first.—In No. 10, the connecting link is between
the treble of the first part, and bass of the third, the notes of
which latter are those of the first reversed in the fourth below.—
In No. 11, the first and third parts of the Chant consist of the
same air in different keys, as in the case between the second and
fourth parts in No. 17,—~In No. 13 and 14, the connecting links
are between the first and third parts of each, as is the case in No.
15. in which the notes in the third part, both of the treble and
bass, proceed by contrary motion to those of the first, and by the
same intervals.—In No, 19 and 22, the first and third parts are
obviously the points of connexion, the bass in No. 19, and treble
in No. 22, being the same in both.—In No. 16, the connexion
is (though perhaps not so obvious as in some of the above ex-
amples) between the second and fourth parts.—In No. 12, the
treble in the third part is the melody of the bass in the first re-
versed; and in like manner the treble in-the third part of No. 23,
16 that of the first reversed,———In the last Chant (that for the
Athanasian Creed) the correspondence of the two divisions to-
gether thoughout, is too obvious to escape notice, the bass of the
whole of such second division consisting of exactly the same notes

as the treble of the first division, so that between the two, a con-
stant conversation, as it were, is kept up thrd‘nghout the Creed.
By comparing other double Chants, with a view to this kind of
connexion between the two divisions of them, it will doubtless be
perceived that many of them possess it. At least it will probably
be allowed that those that do, are in general to be preferred to
those in which there seems to be no connexion at all between the -
two divisions, although indeed many of the latter class may be as
to mere air and harmony, very pleasing compositions.

There is yet another sort of double Chant, that seems to be
of an intermediate nature between the single and double Chant,
the first and third parts (or first part of ewery verse) being exactly
the same.  Of this kind is the celebrated Chant of Battishill before
alluded to in Ex. 3, and also Nos. 20 and 21, of the following
new Chants, in the latter of which the two divisions, or verses,
are exactly the same throughout, except just-at the close of each.
Although therefore the common variety in a double Chant is here
hardly attained, yet it answers one end, in preventing the too con-
stant recurrence of the final close,

The next innovation I shall mention, is of a much more re-
cent date than that of the double Chant, which indeed is now, and
has been so long generally adopted as to be hardly considered as
any innovation at all. What I here mean to allude to, are the
octawve Chants, so called from the first and third pasts (as they are






PREFAGCE v

1. As therefore, in forming the cadence of the Chunt, the accent

of ithe werdg should always be taken into considcration, and not,

merely the number of concluding syllables, it is probable that in
going through the psalms in general, hardly any two of the mem-
bers of the choir themselves, exactly coincide in applying the same
words or qyllables to_the same notes, even in the most s:mple

Chant. Much Iess can they do itin Chants of amore comphcabed.

kind, However by marking the first syllable of each cadence
(vhlch might be easily done once for all, by some m-}mu per-
son) by a printed sfroke underneath it, or the use of italic letters,

it would be rendereé perfectly easy to every one, as the first note’
belng ascertmned the remaining notes of the cadence would follow

in coprse.

'To return from this digression, I s}xaﬂ next pomt out, as ex-
amﬁl‘es not 1o be lmltated those Chants of which the key may be
feckoned equivocal; or whose modulation may appear laboured or
abstruse; “as however such may serve to shew the i ingenuity of the'
composer, any abrupt or unnatural change of key in so very short
a sub_yeet asa Chant, cannot but be hxghly zmpr.;per, a.nd out of
place. oo

Chaats hkewue composed p:r nm et m'n, or otherwue
mémfe:tl_y contrwed ‘more, w,gth a view to evlnce the skill of the
author, than to produce pleasing and natural melody, I cannot
approve; being of opinion with Dr. Burney, that all such compo-
slpon; (in wluch the meludy is sacnﬁced to the contnvance)

- music for the eyo, more than the ear. —The two Chants therefore in

Ex. 6, may be considered as instances ol' bad taste, in this lpecnes':
of f composition, Since however I have made one or two excep-
tions in my censure of octave Chants, I shsll here maﬁe one in re-.
spect to a Chant of Dr, Crotch, composed per recte and Tetro,
(Ex. 7.) the mzlody of which flows so smoothly and naturally,
and is so free from any of the abuses before pointed out, that it
may be reckoned a good Chant, totally independent of that par-
ticular merit, whxch by scientific composers, and lovers of musical
puzzles and acrostics, may be reckoned its chief excellence.—Ex,
8, is anothgfr Chant of the same composer, whi_ch I am induced to
s:ubjoin, as a model of smooth, flowing, simple, natural melody,
for the imitation of young composers of Chants. .

| The last innovation upon the plain Chant I shall notice, is a
spocla I have lately met with in triple time, by which the single
Chant, and each division ina double one, is lengthened out from
ten to thirteen or fifteen notes, Should this deviation be allowed
to pass, ;nd become adopted, there is no knowing to what it may
lead, asany alteration of the cadence may afterwards be made,
and Chants for three or more verses may be mtroduced, by which
means, what was qngmally intended to be simple and edsy to a
common congregation, will become a complicated system, atwn-
able only by profused musicians,

|

The roqumbes therefore for a good Chant seem to be first, that.

the compass of each part be withia moderate bounds, without
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running to the extreme)s, of the voice—secondly, that the melody’

be easy and natural, flowing smoothly, and free from awkward

skips—thirdly, that the harmony be good and full, and the modu-
lation not hnmif\‘n:-a'f or fdi-'ée'd’;-‘lbur'tlﬂy, that ‘appogiaturds, chro~

matic passages, divisions, and other embellishments be but spar-

ingly used—and fifthly, that the plan of the original plain Chant,
in regard to its cadence. be rigidly adhered to. Jy
<14 pFTTLE 6 L4 B L) ‘ } ¥

| ‘Phat the twenty-four new Chants here published should be
conformable to these rules (however deficient they may be in re-
spect to melody, or originality) will now be naturally expected;
and it is to be hoped they will stand the test of the author’s own
criticism.  Other critics however, will be apt to observe, that not-
withstanding his censure of octave Chants, he has not wholly
avoided them himself—Nos. 18 and 22 being of that kind. " But
here T beg leave to remark that the octaves in these, are only
carried to half the extent of other Chants of that nature, as the
first part only is in octaves, the third, or ¢orresponding part, being
harmonized ; besides which, No. 18, isin a minor key, and quite
free (as T cannot but think) from the lightness of the generality
of those Chants.—These semi-oetave Chants (as theymay betermed)
éxactly coincide with the manner of chanting the firs# werse at St.
Paul’s, and some other choirs. PUIW BOlSHAAs0Y. (D
I have now only to add, that as the psalms for the morning
dnd evening service are some penitential, and others psalms of re-
joicing or thanksgiving, whilst many of them may be reckoned of

" an ordinary or indifferent nature ; and it frequently happens’ that

two or sometimes three of these different kinds of psalms come to~
gether in the same service; I have therefore marked each of the
new Chants here published, with either the letter R. P. 0. orCh.
standing respectively for rjoicing, pentitential, ordinary, or change-
able; the latter term signifying that the Chant may be playedboth
in a major and minor key, and is therefore proper to be used when
penitential with rejoicing psalms, or those of an ordinary nature,
lie.p,aen to fqllow each other, accommodating the key accordingly
to the words chanted. For this purpose, besides the two Chants,
Nos, 8 and 12, marked Ch. Nos. 13 and 14 are intended occa-
sionallyto be doth used in succession, instead of a single changeable
Chant, when the portion of psalms is of a mixt nature,  Of this
kind of Chant there are several now in common use, and it may
not be amiss to select cne of them, when the psalms for the morning

 service, are all pe_niteqﬁa.l, in order that the Zenite, or introduc-
' tory psalm of praise, may be always chanted in the major key.

And further to assist the young cathedral organist in selecting
proper Chants (not only from the present collection, but from:

| any other) Ishall as the end of this introductory disgﬁisition, add
| a table, pointing out by the- letters above-mentioned, the nature
| of the psalms for every morning and evening of the month,

In resi)eét'to the Chant for the Benedicite (to be used occa-~
sionally instead of the Te Deum) which closes the following col-







































