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THE SINGING OF THE PSALMS

THIS afternoon I have the privilege of giving you a short
address—all too short it must be—on the singing of the Psalms.
Perhaps the title is a little wide, for I hardly propose to touch
on the aesthetics of psalm singing or the necessary technique
wherewith to secure it. Rather must my address be limited to
seeing what the preliminary conditions must be before adequate
treatment can be attempted. The right relationship between
the words and the notes is essential to the whole matter, and this
relationship has, as far as I am aware, never been properly
established. .

Recently, the Archbishop’s report on Church Music has
stressed the desirability of a common usage in regard to Psalm
singing. Such usage is entirely absent at the present moment
and has indeed never existed. In the English Church there is
nothing like the uniformity which is operative in the Roman
Church.

To gain such uniformity, we shall have to start from an entirely
new angle, that of the words, which- should, of course, be the main
concern of Psalm singing. It would be an impiety o think other-
wise. A chant, or, in the older phraseology. a psalm tone, is, Or
should be, schemed to safeguard the verbal content, and, in fact,
the ancient Psalm tones, with their reciting note flowering into the
medial and final cadences. embody a method of setting which 1is
final in its beauty, variety and superb economy. Slight divergencies
are possible, and are indeed proposed here, but unless the form
and spirit of Plain Song are retained any fundamental change,
such as we find in Anglican Chant, can only result in an inferior
product.  For a long time there have been murmurs of discontent
as to the unsatisfactory nature of our Psalm singing. Many are
aware that something is very wrong, but so far have been uncertain
of the way in which it can be put right. They may therefore wish
to join me in my present protest, and welcome the analysis, perhaps
also the solution, that is advanced.

I am stressing the word new in what T am about to propose
to you, for, in truth, it is absolutely new. For some curious reason
no such approach has been made before, though it is so simple
and rational that anyone might have discovered it. I believe that
it may fulfil the element of progress which so many at the moment
seem to desire, though I am aware that progress may be a two-edged
sword, and that there is a great deal of truth in Dr. Johnson’s
remark that when we think we are making progress we often only
change one form of stupidity for another.
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«bl some valuable element in our present systen
t\ﬁ:\[\i}\}:gm[}m\' have to go, if we apply the new idea that | nm
advocating, but frankly 1 do not see that any essential elemeyy
will e lost. On the contrary, 1t seems to me that all wil be
pain.

] What we are concerned about is the retention of the ve
deauty of the Paalms for, without it, the beauty of their message
must suffer.  The form of the expression cannat be divoreed fron
the expression itself: both are part and parcel of one another,
The awkwardness of the verbal setting in every printed Psalte
m atent to thase who have an ear for the yclﬂlmcter lz:'tflltt}::

y language.  What we have to listen to and take part g
huets our foelings of rightness, and no eftort can be o
which can redress ¢ too drastic

can wadress the balance between words and music, so that

ge‘mtds rgain their full authority, and the music is but subsidiary

To come to closer grips with the sub‘éct Whe i
% n L owas

ge:m a f}r weeks ago. 1 had a mnversai]ion with the mcto: :*E
m&m&e o h: Qe town,  He was enthusiastic over his choir
h\“ :g_ was mu:odwn@ speech-rhythm into the psalmody.
_ NG at it now,” he waid, “for the fisst time™ It
was oruel of me to damp his ardour, but 1 had to say, M: dear
mimmi.. R e Pxalm singing in speech-rhythm, and
¥ Sbarfarnt, hestmlmt crcumstances.™  After which
WAI. S = \Md‘, though the matter was too
mm‘ shart conversation with a member of the choir of
thoush o ﬁm?h‘_ <h lluminated the situation in a remarkable
" S 'wm way. The lady to whom I was talking

|

o Sgesin v, and I thought her reaction to
S Iw'@l ml perhaps be of the greater interest on this

R ber
D sl he Gl W Wwhether she found such singing difficult.
she Q0uld mever “gat the ml qm&mﬁ she replied that
the rotor well We conversations represented what
Mfmm be desirable; the second what
the

dMoae Rti : 90 1L weat to the root of -
md%ﬁp&:mi‘mmmﬁopﬁ?
of the maner. "POL of the music, that is the crux

What has happeneq
% combine two eatirely pory it 1S that all pointi :
- : al all pointing has tried
mmthemdswimaﬁm ¥ principles: thosgeofatrec
231ural e 'ml msu"’;‘- music. It cannot
3 2 One ICh a degree that their
mmm&nwhaw bﬂﬂ!ways.alflt:e
20 fixed accent oy T2Vestied: if the verbal
iC Or any treatment

which suggests the use of constant barring.  Decent accommodation
“.". wa'tls and tune 1s impossible if both are to have an independent
life, i.e. to be autonomous in form. Partnership can then be
ollected only by violence, not by agreement.

“The fixed musical accent of Anglican chant, and even the fixed
accent of Gregorian chant (though it is modified by the addition
of extra notes) are therefore wrong: absolutely incompatible with
the free accent of the verbal text. The upshot of the matter is
that the words must be allowed to pursue their own course with
irregular accent: notes, rhythmically, being entirely free to follow
suit.  The notes should thus be considered purely as vocal
inflexion, having no rhythmic life of their own till 1t has been
imposed upon them by the words: a process vastly different to
that in use. It is simply commonsense.

It it be asked why such an obvious and logical solution has
never before been adopted. or even envisaged, I think the answer
would have to be that the music, and not the words, has always
taken first place in men’s minds, and. from that point of view, a
regular accent seems natural and necessary to it: perhaps, also,
there has been a mistaken idea that music with a fixed accent
establishes itself more readily than a continually changing, vague
sequence of notes, and is therefore easier (o repeat. So it is, if
that were the only consideration. But it is not. If the words are
irregular in accent, why should not the music be? Repetition, of
course, is essential to a Psalm tune—the ear cannot be assailed
with fresh music at every verse—but it can be sufficiently achieved
by using the same notes, ie. the same pitch scheme. This 1
enough to place us on familiar ground throughout: more 1s not
needed. And, as regards the practical side, expenience (not merely
theory) shows that notes can be adapted to words quite casily,
indeed. more casily (as might be expected) when they are free of
predetermined accent: so that one can say unhesitatingly that such
adaptation is not only best for chanting, but represents a systenl
from which all ambiguity—and consequently, all vagarnies of
application—have been removed. Further, at long last, the words
can now be given their proper significance. Psalmody, of course,
only affects the quasi-recitative delivery of the Psalms. Extended
complex setting, as in anthems, ., is @ different matter. There,
the bias towards music must prevail, and, 0 a large extent, detract
from the importance of the words in 2 structural sense: defining
their spirit more searchingly, but at the expense of their form.

It is now necessary to have a clear understanding of the
difference between verbal and musical rhy thm. The progress of
words and of music is by no means of a similar Kind. Tho.l_a‘gh
there is order in the sequence of syllables, it is not & ““{m‘“."’_‘"fg
order. Doubtless. there is some similarity in the length of 51:;1
syllables, but their movement does not depend upon 2 pesiceay
proportioned projection such as we find in mMusK.
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: of specch has a special subtlety: it is utterly
depg:gelfth %Emthe seﬁse of the words ‘and the impulse arising
therefrom.  Strictly speaking, no proportionate clement enters into
this rhythm. It is, as 1 have said, a rhythm of sense not of sound
per se. The quality of beautiful speech lies largely in what seems
to be an even spacing of syllables combined with a perfection of
flow such as only fine speech exhibits. There are, of course,
modifications—the stressing of important words by various means,
chiefly of vowel prolongation; the change that takes place in such
rhythm when passionate utterance 18 involved. _Verbal thythm will
then approximate more 0 musical thythm in its assertive quality,
but, by and large, verbal rhythm has a peculiar life of its own
which cannot be put into the strait jacket of musical rhythm.

Archbishop Cranmer's revolutionary principle of one note to
a syllable should. of course. be followed in psalmody. but it cannot
be too strongly insisted that there can be no rigid interpretation of
note value in regard to it. The flexibility of speech—derived from
its continuous chenge of vowel and consonant and the easing
influcnce of diphthongs—prevents that. Each syllable should have
the irregularity of nature which never produces an exact replica

of any of her creations. This precious element of an inexactness.
in which. however, a norm is still recognisable, must be jealously
retained in chanting, and nothing like an @ tempo treatment allowed
to tzke its place either in the cadences or on the reciting notes,
:henghﬁﬁeisnotmesamedangeroﬂhisiuthelatter,sincethese
motes are not scparaely indicated. Because of the irregularity
which we bave been considermg, rhythm is thus quite 2
different thing from musical rhythm which is, and must be, based
upon exact mathemartical proporiion. two crotchets to a minim,
eic. It will be seen at once that this conflicis with freedom of
speech.  The whole imposing struciure of music (the physical
shape)—ts time. pitch-system. and even the quality of its tone—
is buiit upon or is reducible 1o scientific precision; with spech.
we zrc in 2 dificrent world, that of nature, not of art. To bring
Mm{t;uxﬁmsmgsahmdxmtodowhaiisfaﬁign to the
nzture of speech, making music the mistress instead of the
mmma Hence. the zbominations—I do not think it is t00
mthemrmoi of our present practice of psalmody, at any rate
bl those who are sensitive to the glory of speech, which
.ms‘llﬂ‘buttﬂrame in the psalms,
Musiczl shythms force accenits to the front which have no

couaterpart in verbal 1 1 ]
follow hlﬂ‘.m No m{hythm_ A few illustrations as to this will

; fusion of verbal and i ythm i
possible. 2s 1 have already indj i - d
oSt 2dy indicated, if both are to ed

natarzl movement, and, let it be said at once,cmusit;l arﬂ%m
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F . which i1s the stock in trade of cadence manipulators, cannot
be allowed.

But we are not yet at the end of the matter: so ing

has to be dealt with. We have so far considered Onl?fé];]?ﬁd%ﬁzg
progress of syllables and the freedom which must go with
them. Their organisation into groups is now essential. For it is
only then that phrasing starts and ideas become manifest. All
relationships of words or notes begin with elementary groupings
of twos and threes. If it is metrical grouping. it will be in a
regular series of such denominations: if free grouping, the sequence
of twos and threes will be irregular. This constitutes the difference
between metrical poetry and free prose. The rhythm of the psalms
is of the latter kind, twos following threes, or vice versa, according
to the thought expressed. It is this sort of movement which must
be preserved in Psalmody, but has never been taken into account.
All Anglican Psalters have consistently dome their best to deny
its existence. Worthwhile individual attempts® to come to grips
with the true situation have been made, but they could only be
partially successful as long as existing chants with their metrical
lay-out were used, and a sort of tinkering process applied to them.
Fundamentally they were bound to fail ull the desired treatment
had its counterpart in clear principles and exact notation—as exact
as that of the system it would supersede. Otherwise the problem
was not susceptible of a solution which would serve everyone, and
be communicable.

This must conclude our theoretical discussion. which will
certainly not carry much weight untl it has been translated into
actual psalmody which can satisfy both singer and listener.

It will be impossible for me to deal fully with chants, either
melodically or harmonically, as an aspect of the subject, in their
own right. This would need another lecture. All that is pecessary
at the moment is to take the rhythmic formula which has been
adopted in the single Anglican chant. and. with a simple melody,

* [ am assured by Dr. Allt that some yeass before 1 bad mrf““‘?_‘.""j
my own ideas he was implementing them with bis choir 2 S
Cathedral, Edinburgh. The credit of being Arst if this fieid must "‘,';'d I
g0 to him. Others may also have arrived 3t the same ;mui::ia,_ -t ]
should be very glad to know of it particularly if it bas .{5;9“” D::- Ean_m
or writing. Batl think it should be repeated that—as with O¢% CURE
friend (v. p. 2)—speaking the words well as 2 preliminary = Sgé‘“fpﬁ‘éi
does not guarantee that the principles here enunciated " Ope test i
They cannot be on the basis of barred Anglican _Ch{‘m-b“u aade 10
whether the last syllable of the words has, in every C228 B fairly safe
coincide with the last note in the cadence. If it has, & m.g-\h;.l Save said, 1
10 assume that the method employed was as given here. S by
should much like further evidence of previous attempis "-gm Raive:
as in face of it, some of the phraseology of el er and D X H
altered. | might add that authorities like Dr. Stanley Rope .
Arnold did not know of any such attempis.
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shew how it should be combined with the words according to

hich we have outlined. _ ”
i %Sl:?r?; vlgS;lITl 121, I will lift up mine eyes,” the result woulq

be as follows:—
s 121

I will TTift up mine eyes un - to the hills:
My ‘help cometh even ‘from the Lord:

1

2 1T =]

3 He will not suffer thy foot to: be mov-ed:
4 Behold | he that keepeth i Is- ra- el
5. The Lord himself is th_'y keep-er:
6
7
8

'So that the sun shall not' ‘burn  :thee by day:
The Lord shall preserve thee from all e - vil:

The Lord shall preserve thy going
out and thy com-ing in:

g =1 | t i T

EEs " =

v |t : 1T . ¥
(4)  from :whence com - eth my help.
(g who . hath made heaven and earth.
and he that keep - eth thee will not sleep.
shall nei - ! ther slum- ber nor sleep.
the Lord is thy defence ! up - on thy right hand.
‘nei - - ther the moon by night.
yea | it is even 'he i that shall keep thy soul.
from this time ! forth for €V - er - more.

There may occasionally be a differen, ini i
ce of opinion as to which
word of the text should be chiefly stressed, tgat is to say, the

fgiseis 1}(1)% hlobvsgusly, In singing, the groupings must not be
At thangbeyxﬁ : ne should feel their presence unconsciously,
20od elocution. et vare of them. They but follow the laws of
i which resolve themselves, for the most part, into
S hiot dons on and good sense. Eyen if this form of chanting

done to Qerfectlgnhgnd there is room for much studied

speech. The great difference of the fore

is best shewn by comparison. The fj SOl it Present methods

ISt verse of the Psalm that

we have just heard, followcd' by the same verse sung to the well-
kl"(’w” chant by E. J. Hopkins, will make the matter abundantly
clear.

I's. 1cd
4 4 ]

Er I == } 1 I |

I will Tift up mine eyes un-to the hills:from whence cometh my help.

%ﬁéﬂl o —1 |[I:
L " |
I~

: Tl
I will 1ift up mine eyes un-to the hills:from whence cometh my help.

e
e

=
=
I
I

Note how the Anglican cadence suddenly imposes a new style
of instrumental movement upon what may have been a quite
satisfactory treatment of the words on the reciting note. It so
obviously breaks into a musical measure (in which the accents on
the first beat of the bar take charge of the rhythm) that the result
of the whole entirely lacks unity, or such spiritual connection as
should be apparent if unity it to be achieved.

Three further examples of current Anglican pointing, followed
by the modification I would propose, will perhaps be sufficient
to elucidate the matter this afternoon.

Ps. 103
! . < I T
Eﬁ* bs S —
] = = :
¥ 1. And for - lget not lall his Ibe - ne-fits. I
2. And healeth |all | thine in - | i - qui-ties. Il

3.(Ps.62) My soul truly |wait-eth |stillupon |God. Il

*Conventional (wrong) treatment

= e
s Fé_—n“:,d*_——’-ﬂ
t And forget not all his be - ne ff”“

L { : i = ;
And healeth all thine in - 1 - qu ties

My soul truly wait - eth still  up -
+R"§kt Iyealtment

s provide an easement

In the foregoing, the triples in themselve SF colrets

to the monotony of duple groupings, which would,
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i uare rhythm that we should'be anxious to avoid.
%‘lﬁerrgxhu:)ef St%e 'msertyion of these triples is to give a gracious,
instead of an angular, movement to the phrasing. This is particu-
larly noticeable in ex. (c), where, to begin with, the rhythm of the
words is not very felicitous. A further feature in the cad_enq?s of
the recommended versions is that the syllables are therein “con-
tained” by the notes which, as it were, press backwards. In the
Anglican versions the syllables spill forwards, emptying themselves
like a load of bricks on the last note.

As far as I can see, there is nothing to commend the Anglican
chant as a truly artistic production. It is false in style, false in
accent, false in rhythm. Unless “the tune’s the thing,” unashamedly
enjoyed in whatever guise, there is no excuse for mutilating
splendid Biblical words in order to make them fit it. For, in truth,
the Anglican words we know have no valid relation to the spoken

word except on the reciting note, which can scarcely be called
part of the tune.

On the other hand, these are the advantages of the system I

propose (though. of course, the right sort of melody is imperative
for it):

1. It is simple to adjust: one has only to count the number of
notes in the cadence and fit them to the same number of
syllables in the words: count the syllables back, in fact.

2. It removes ambiguity: only one solution is possible: searching
for the right pointing is at an end.

3. The cadence is a continuation of the reciting note; no change

of style occurs when the cadence comes, except for a very
slightly slower treatment of the words. With previous systems
there are almost two distinct styles in dealing with a chant,
(@) a verbal, too often a conversational style for the reciting
note, (b) an instrumental style for the cadence: hence a
complete lack of uniformity.

4. It makes use of triples (but not in the sense of three notes in
the time of two) presenting a fusion of twos and threes in the

Same way as prose, of which it is the perfect counterpart
rhythmically.

5. The same series of notes (in the cadence) serves for different
accenting; nothing is fixed or stereotyped—all is fluid; new
thythmic forms arise with almost every verse; the music is as
free as the words themselyes.

6. It therefore teaches the singer how to accent freely; how to put
an accent on any note, after the manner of mediaeval polyphony.

7. The application of on

Cati ¢ unit note to a syllable in the cadence
tends to dignified deliy: , but b :
" ery Y no means hinders fluerrcy or
8

- Unison chanting makes for the greatest per

8. It is very easy to put into practice; people quickly learn the
system. In short, it works, giving the completely satisfactory
solution, and it can be used with any Psalter or Anglican Chant:
even with neumatic chant, in which case the neum would be
treated as a single note, one syllable being given to it.

Truly a formidable list!

Finally, may I ask you to consider well whether my somewhat
unusual statements can be opposed or reasonably countered. For
it is an important matter that we are discussing. Also, before
passing judgment, I would ask you to experiment on the lines that
I have ventured to indicate. A strong position does not suffer by
being severely tested. Rather does it gain, for this alone will prove
it tenable.

Reforms are never easy. Vested interests, financial difficulties,
inertia, etc., stand in their way; and there is a nostalgic pull
towards the past which understandably carries great weight. But
none of these things must be allowed to prevail if advance is clearly
indicated, and change is seen to be good. Probably trials will, and
should be, made in a small way at first. It will quickily appear
whether extension is desirable.

Addition to the foregoing paper in lieu of personal discussion

Unfortunately, owing to illness, I could not be present at the
meeting and had to ask Dr. Greenhouse Allt to read this paper
for me. He very kindly did so and I here gratefully acknowledge
his help, also that of Mr. John Davies, who so admirably sang the
necessary examples. I understand that a discussion followed Dr.
Allt’s reading and that two special points were raised:

(1) As to whether the sort of tune used on page 6 was open to
harmonisation, and

(2) Whether the notes did not imply accent in ﬂleil‘v\“-\.l;l ’31511]'{
which might run counter to the accent of the wt_jr_d:: \‘:dtw ie
in short, the freedom claimed for the method advocated we
really possible.

¥ oive a couple of

As to (1) perhaps the best reply is wh ”“u;:;,\k:: :;?ufoursc.

armonisations to show what can be dt’“‘:", T ?, aip df'ud\-unlaga

4 modal flavour, but that is not necessarily to thelr s

It must be gdmitted, howaysk, [hari an}ném[r;l?l?n'tl‘namm1panied

oxtent, clogs the flow of the melody, 2 fection in delivery; ng‘i’

: 3 animent. bu

the better the tune, the less does it call for aui-; {:ﬁg;?ltmund to

SOme accompaniment, harmonic 01‘_0[hf"r“]heiw afford the element

© wanted, if only to support the voices: also ;:iment to v. 6 of the
Of contrast. This might be an organ accompanir

Oregoing Ps. 121 ¢
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—— "when we re - mem - Ehered thee O Si - on
PR ——— 3 e 9 : !
s, So that the sun shall not burnithoe by day: m.\i.t‘wrtlwmoonhynight. sing  us 5ie of e SEixyor | G
. :j 4t .--.—...-v.-ﬂi.-.. i ‘c:_--t'“ — let my right hand for - get her cun- ning.
= 3]9 — 'H—;T\;,‘tmg"“&— :

: v ¢ —

| b Sbd J | e == 8
¢ { - e s ] j r -
ﬁr_o_.m:\;&:—'ﬂ Upon the trees that are there- in.

The bass (and harmony) should as far as possible change with the
verbal stresses.  Or, if a note-for-note harmony is desired, this — " t— y =
(with the tune in the tenor) might serve: yea|if I prefer not Je-ru-i sa- lem in my mirth.

- i <) 4 3 ..
=i1&;ﬁ~r = ﬁ; rjigj

o : 8 8 : + It will be seen that only the four last notes of the pirase are used here.
o —— i — According to our principle it must be so when necessary.

in a strange land.t

T
But 1 prefer that the tune should be in the bass, as it allows all I have written in all the verses of ‘.h's. P.\:.llp} _t‘o ?}."““ go\:
the congregation o sing it without distortion of the harmuy. unison and harmony can be trc'.ucd.‘ Such .1!tar_n.1‘n;1 n is per ipr‘e
Here are two further examples of such an arrangement : the best way of singing the Psalms, but many other ways -
possible. After the organ has given the first three notes, 2 sok
voice (with the intonation for v. 1 only) sings as far as the *, then
e the men (or all voices) come in. V. 2 can be taken in harmony.
Seerengully I then unison and harmony alternate. The congregation could jom
&tﬁﬂ = a— in from v. 2 onwards, and the organ could support throughout, if
[~ - = necessary, e
1. By the waters of Babylon we sat {down and wept: Another chant to be treated as above might be:
3. For they that Ted us away P
captive|required of us then S 148
& song and melody in Qur | hea - vi - ness: * Joxfully
s T T forget thee O Je -i ru - sa - lem: : =

— e S -_4.’,_.._'.

— -

: I 1 ]
praise him In the height

ele
, &
- ¥
R

= S

e ——— -
3. As for our harps we ‘hang -: ed them up:
4. 'How shall we sing | the Lords song:

€. If 1 do mot remember the'elg C.F
let =y tongue cleave to |

1. O praise the Lord : of heaven.

* N
Or transpose down 1o ease PR

the Toof ! of my mouth:

m, if there is 3

| : 2 S int p.9: it is seldo §
' : : g mﬁ\{?s Lk taatha sscond pm_mh} nusic ends © Jlash with that of
- ¥ ng bass, that the accent of the mus suld deal with a

| S—

B} - Sh\
1 2 = the words.  Ta begin with (as we have s d) we

0
"
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negative series of notes, entirely free of accent. Such a series must
be of notes equal in value—all minims or crotchets, etc. Thag is
the main condition. If longer notes are mtcrsper_sed, attention ig
immediately drawn to them. Thus, in a rhythmic motif such ag
d J J, the minim will stand out: that is to say, it will usually
be the equivalent of, or subject to, an accent in its own right. Witj
such a series as this:

A > > =

the long notes would certainly bear a stress, and, if words were
put to it, it would be at these points that the verbal accents must
occur, as they do in current Anglican practice. It is always the
irregular and unusual in music that demands to be driven home.
A note may thus stand out by reason of its length, and also its
pitch. Notes moving by conjunct motion do not disturb our sense

of the expected. If, however, a larger interval suddenly appears,
such as: ‘

the natural grouping of the notes would seem to imply accents
on their first notes, i.e. an accent of pitch. Such accents are likely,
but not inevitable. The notes might be phrased:

. RS
% o even %::—!—‘F'—'—j—

T 1 | 1 1

— ! i .l !

and no objection could be made. In short, contrasts of pitch do
not seem to have much influence on accent, which remains much
as we (or the words) choose to determine it. Length of note plays
a far more important part than pitch in imposing stress, and is
perhaps the chief cause for our criticism of Anglican practice.
That the highest note of a phrase should invariably bear an
accent, or invite a crescendo towards it is a fallacy that should
be exposed. Indeed it is scarcely too much to say that, if light
performance is aimed at, a phrase should become softer as it rises,
and not louder. However it must not be taken as an invariable
rule. The sense of the passage decides. The principle is especially
applicable to Plain Song, when anything like heavy weather at the
top of phrases usually betokens rough practitioners. A useful

analogy here is that of a throw of any sort which gradually expends
s energy on its upward course.

12

It comes to this, thcn:. an inflected series of equal notes s
Jargely amtll‘gU?U’f, N meaning, just as is a series of words, till we
have given “point” to them. Prowd_ed equal notes are not already
committed to rcgular'barrir}g—ﬁhat Is to say are unfettered by any
fixed accent—they will adjust themselves to whatever accent thfa
words may dictate. In itself there is nothing wrong in barring. if
in the case of the Psalms, we allow irregular barring. Thus if we
bar the first strain of v. 1 of Ps. 121 in this way:

1 1 e ——
1 T

i et

g —

I will lift up mine eyes un - to  the hills:

it may even help right performance. But this barring or accent
must not be predetermined. Such indication of the accent is
good—the bracket for the triple groupings used on p.6 serves
the same purpose, for it supposes a stress on the first note of
such groups. The fault must always lie, when, as in Anglican
chant, the bar has no relevance to the real structure of the words,
and is at cross purposes with it. Nothing but confusion can arise
from such a situation, to which hundreds, almost thousands of
different Psalters bear witness. It is my hope that a Psalter on
the principles I have outlined may soon be made avaiable.

! might add that ‘speech rhythm’ pointing. as at present
practised, entirely distorts the melody, for the verbal accents b{r“
still fitted to the first note of the bar. Thus, even more syllables
may have to be packed into a bar—needing more rcpculc.d !1:’:L;
It the process—than was required by the Oldcr-mn!“r:[:”:l
method. In any case it spoils the melody. One has only Lf Fh-
the result into notation to see what a mess it m.;kx.-\‘_‘.;‘nc\r'\
melody—a different mess with almost every . - ‘C.O]n:::t We
regularity, simplicity go by the board: natural shape 1 8% 0
should agree to the change that is here R Bt and this s

cause it guarantees the integrity of the words, m] ¢ treatment
also of great importance—of the melody, with A “:.[[u c.m;m[ be

© necessary principle of ‘one syllable to one ‘11:‘ 1S,
Miintained, and the dignity of the melody disappes
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