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ABSTRACT 
Chanting of Psalms as a genre of religious music is a aged-long tradition that has been used by 

divergent belief system and faith-based practitioners. Whilst some of the religion like the African 

traditional religion and Muslims do not have a definite and standard principle in singing except the 

natural speech rhythm, the faith-based diversities have some natural and other set principles as 

formulated standards in the performance practices as an heritage which include the natural accents in 

the speech rhythm, pointing, rubrics, porse and scansion as additional principles in the performance 

practices. The objective of this paper is to make an attempt of clarity to some challenges of 

ambiguities observed in chanting and to proffer satisfactory minimum standard solutions to the 

problems observed as it affects users especially the choristers who lead the congregation during 

worship. The paper seeks to investigate the problem of spontaneous identification, discrimination, 

application, implementation and internalization of the earlier stated principles by interpreting them 

effectively. The research scope of study is targeted at the main line orthodox churches with a 

preference limitation to the Church of Nigeria Anglican Communion. Employing the analytical and 

comparative methods of research, the paper adopts the participant observation approach/instrument to 

collect both primary and secondary data from Chant tunes across the various Psalter using the 

language and notational application of the environment which is tonic sol-fa, including compositions 

by the researcher. The findings of the applied research reveals that the Church of Nigeria Book of 

Common Prayer which accommodates the Psalm has not been effectively and properly standardized 

for hitch-free usage, and recommends by pacifying the relevant authorities to hastily fix the problem 

to encourage convenience during usage by the choirs and high impact integrity of the book to both 

occupy choice spaces of libraries and fit in as an effective standard literature for satisfactory worship 

experience respectively.  

Keywords: Chanting, Psalms, tonic sol-fa system, music 

 

INTRODUCTION 

Music as a concept in this research has been defined by Hal Leonard (1993), “as the organization of 

sounds with some degree of rhythm, melody and harmony” (p.658) whereas the new Webster’s 

Dictionary of the English Language international edition defined music as: “The art of giving 

structural form and rhythmic pattern to combination of sounds produced instrumentally or vocally by 

the written score of a composition of such sounds”. 

The above definitions have proved that music making is not just aural but also documentary but 

specifically, it mentioned written score of composition of such sound bringing to light this mastery 

area of music severally avoided by most people if census was to be taken amongst music graduates, 

giving reasons of either interest or deficiency in understanding, making it a problem. 

According to G.I. Wali (2002), 

A problem is a perplexing and undesirable state of conflict with an individual or group, for which the 

appropriate course of action is yet unknown. When such a conflicting and undesirable state of affairs 

exists in education, then it is said to be an educational problem worthy of research (p.27). 

International Journal of Innovative Social Sciences & Humanities Research 12(2):157-177, April-June, 2024 

     © SEAHI PUBLICATIONS, 2024          www.seahipublications.org                ISSN: 2354-2926    

 

 

http://www.seahipublications.org/


158 
 

The definition of problem is required to know if it exists in composition or not in the work in 

discourse. Etymologically, the word, Psalm, comes from the Greek word psalmoi. According to 

Adam, Augustyn (2023), psalmoi, means the sound of Harp and or song. The original Hebrew book, 

however, was not actually titled. This Book of Psalms is a collection of 150 poetic and lyrical hymns 

found in the Hebrew Bible (Old Testament). They were used in the Temple liturgy of Israel before 

and after the exile. Hahn Scott (2009), describes the psalms as masterwork of prayer in the Old 

Testament, called in Hebrew “Seper Tehillim”, meaning “book of praises”. The psalms are vast 

treasury of theology, spirituality, and human emotions, which continue to play significant part in the 

liturgical life of the Church. Hahn, S. (2009). Establishment and development of the Psalms have 

undergone significant historical and literary trends.  

 

Formative and Divisional Trends of Psalms  

The Book of Psalms, as we have it today, is divided into five books (Book 1- Psalms 1-41, Book 2- 

Psalms 42-72, Book 3- Psalms 73-89, Book 4- Psalms 90-106, Book 5- Psalms 107-150). The reason 

behind this five-fold division is not entirely clear, but it likely served as a way to structure and 

organize the collection further. Each book concludes with a doxology or a hymn of praise. Adam, 

Augustyn (2023). 

The Psalms hold a significant place in the liturgy and devotional life of the Catholic Church. With a 

rich history dating back to ancient times, these sacred hymns have been embraced, chanted, and 

celebrated by countless generations of faithful.  

The Psalms, most of which are attributed to King David, were among the earliest forms of poetry and 

song utilized in Jewish worship. They were included in the Hebrew Bible, forming an integral part of 

the religious practices of the ancient Israelites. There are other authors who are said to have greatly 

contributed to the composition of the psalms. David was most likely responsible, directly or 

indirectly, for seventy-three psalms. Other individuals who are named as contributors include Asaph 

(twelve psalms: Ps 50, 73 – 83), the Sons of Korah (eleven Psalms: Ps 42 – 49, 84-85): Solomon (Ps 

72 and 127); Heman (Ps 8) Ethan (Ps 89), and Moses (Ps 90). Some are also associated with Jeduthun, 

one of David’s musicians (Ps 39, 62 and 77). Through the spread of Christianity, the Psalms became 

adopted by the early Christian communities, including those in Rome. Hahn, S. (2009).  

The development of the Psalms within the Catholic Church took several significant turns throughout 

history. In the early Church, Psalms were primarily used in private and family devotions. However, as 

Christian worship evolved into formal liturgical practices, the role of Psalms expanded. By the fourth 

century, the Psalms were being chanted in public worship, particularly in monastic communities. 

Monks and nuns would gather multiple times a day to sing the Divine Office, a practice that included 

the recitation and chanting of Psalms. Martimort, A., et al. (1986). 

During the Middle Ages, the development of liturgical music, known as Gregorian chant, greatly 

impacted the prominence of Psalms within Catholic worship. Gregorian chant provided an artistic and 

devotional expression of the Psalms, allowing for a deeper spiritual connection. Additionally, the 

liturgical calendar of the Catholic Church incorporated specific Psalms to be recited on various feast 

days and solemnities, further elevating their status.  Hitchcock, James. (2012). 

With the advent of the printing press in the 15th century, the accessibility of Psalms increased 

exponentially. Printed Psalters allowed for personal ownership and personal devotion, fuelling a 

renewed interest in these sacred texts. Moreover, this period witnessed the development of polyphonic 

choral music, offering more complex and harmonious musical settings for the Psalms. 

 

Worship Impact of the Psalms 

The Psalms have taken on renewed significance in the Anglican Church through various forms of 

musical and artistic expressions. Contemporary musicians and composers have set the Psalms to 

music, allowing for a deeper emotional and experiential engagement with the texts. Currently, the 

Psalms maintain a central place in the liturgical life of the orthodox especially the Anglican Church. 

They are chanted in the Liturgy, which all clergy and religious cantors are obliged to observe. The 

Psalms are also incorporated into the Matins, particularly during connecting the Scripture readings 

with the prayers and aspirations of the congregation. 
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The Psalms continue to be a vital source of worship, praise, and spiritual nourishment for Anglicans, 

both in the liturgical setting and in personal devotion. 

Psalms which are a body of literary collections from the book of psalms in the bible are popularly 

referred to as psalms of David, intended to be sung in their pure and natural state of appearance in the 

bible without modification so as to assimilate the literal meaning and understanding of God’s word.  

 

Notation of Communication (Tonic Sol-fa or modulator)  
The tonic sol-fa system of singing was based on movable doh system of sol-mization. Which 

originated by D. Sower (1832) in Norwan who is also a Norwan citizen from the city of Noristown. 

Notes of a major scale are named (in ascending order) e.g. doh, ray me, fah, soh, lah, te, this is 

applicable only when doh is the tonic (note), otherwise minor is treated as mode of major, the first 

note being lah, second te, third doh and so on. But in notation it is written d, r, m, f, s, l, t, in their 

short form or abbreviation according to the consonant sound of the notes. The first note is usually 

repeated above te to complete the cycle of an eight called octave. . 

Sharps and flats are indicated by change of vowel, the sharps to the vowel sound “e” while the flats 

are indicated by the vowel sound “a” but (pronounced “aw” for example “doh” sharpened will 

become “de” while “me” flattened will become “ma” respectively. While pitch marks in octaves 

levels uses short strokes above or below the note required to determine heights and depths of sound. 

As regards (metre,) time value and rhythms, Double dots or colom (:) separate beat from beat or one 

beat to another; single dots (.) are used to divide a beat into halves while commas (,) divide half beats 

into quarter beats and finally horizontal lines or dash (-) show that notes are held (on) while colom 

without horizontal or dash (:) found in a measure or bar indicate rest and so on as shown with 

rhythmic punctuations used in tonic sol-fa underneath. 

1. Double dots and a dash (:-)  Stands for one beat sustain 

2. Double dots or columns (:) stands for one beat rest or separation. 

3. Single dot(.) stands for half beat 

4. A dot and a comma (.,)  stands for three quarter beat 

5. Comma (,)  stands for quarter beat 

Observe a better or simpler explanation below. 

1) One beat sustain :- 

2) One beat rest: 

3) Three quarter beat., 

4) Half beat   . 

5) Quarter beat  , 

6) One and half beat :-. 

7) One three quarter beat :-.,   

 

Forms and Structure of Chants 

These Psalms are further structured devoid of strophic and symmetrical organisations to music, for 

singing with tunes called chants (however the tunes especially the double chant size, can be adapted to 

hymns that has suitable metre like 4.6.4.6 or 10.10, see Ancient and Modern Revised Edition Number 

386), the act of singing the Psalms with a choice chant tune is called chanting, there are different sizes 

of chants and chanting patterns but this piece of literal work is targeted to teach the orthodox 

(Anglican or protestants) chants which Albert, A. G. (2018) now christened (mixed rhythmic chant) 

with an earlier trend of catholic imitative example like this chant tune seen in the The New Cathedral 

Psalter (NCP) Number 66 set to music by T. Peregrinus in the key of A major in tonic sol-fa notation. 

m : - . r / f : m / r : d // r : - / r : l, / d : t, /  l, : - // suggested to be sung in unison as before. 

The above chant is clearly different from the Gregorian Catholic chants also christened (plain chants) 

with their own peculiarities which formative stage engaged antiphonal singing between the cantoris 

and delcanis playing leadership and followership roles with mainly monotones/monophony as the 

approach of application, there are also other religious or traditionally perceived chants practiced by 

the Muslims and traditional worshippers/native doctors. The orthodox churches uses five variant sizes 

of chant tunes namely. 
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1. Single chants (usually) in only seven bars of two beats on each bar sung to only one verse but 

may vary to use two verses depending on the pointing style by the editors of the Psalter in 

use.  See an example below: Chant tune by A. G. Albert in key C, 2 

                                                                                                                                             4                                                                                                                    

Melody part alone 

m : - / r : r / l : - / s : - / f : m / r : t, / d : - //   

_____________________________________________________________________ 

2. Triquarter or semi-double chant (usually) in ten bars on two beats at each bar sung to two 

verses with a much adjusted longer phrased words on the third recitative section.  

            See an example below: Chant tune by A. G. Albert in key C, 2 

                                                                                                              4                                                                                                         

           Melody part alone 

m : - / s, : r / d :- / f : - / m : f / s.f : m.r / m : - // d : - / d : t, / d : - //  

3. Double chant (usually) in fourteen bars of two beats on each bar sung to two verses. 

Melody part alone  

     New St. Paul’s Cathedral Psalter, No. 66, Key G.       Music by Ivor Algerron Atkins 

    s, : - / m : d / f : - / r : - / m : s / d : l, / r  : - // s, :- / d  m / l, : - / l, : - / f : m / d : r / d : - // 

 

4. Triple chant (usually) in twenty one bars long of two beats in a bar sung to three 

verses in key C, 2 

                                       4 

 

     Melody part alone                                                                            Composer Unknown 

s,:- / l, : r / d :- / t, : - / l,: m, / s, : l, / s, : - // r, :- / f, : s, / l, :- / s, :- / d : l, / r : d / t, :- // 

l, :- / m : r / d :- / l, :- / s, : d / f, : m / d :- // 

________________________________________________________________________ 

5. Quadruple chant (usually) in twenty eight bars long of two beats on each bar sung to four 

verses. See an example below: Chant tune composed by A. G. Albert in key C, 2 

                                                                                                                                                    4 

      Melody part alone 

d’ : - / m : l / s : - / d : - / r : m / f : m . r / r : - //  

r : - / m : fe / s : - / s : - / l : ta / ta : l . s / s : - // 

s : - / d’ : r’ / m’ : - / m’ : - / s’ : l / l : s / f : - // 

f’ : - / r’ : d’ / t : - / s : - / d’ : m / s : f . r / d : - // 

 

A basic technique of singing psalms is the speech rhythm (not speech reading/spelling or speed 

rhythm as erroneously understood by some applicators) which is rhythmic motion (at the recitative 
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section) and mixed rhythmic motion (at the ordinary tempo or a tempo legato to cadence section). 

There are basically two main rhythms in performances namely  

(i) The neumatic or staff notational rhythm which uses special symbols and signs and  

(ii) Alphabetical or textual rhythm. Therefore chants are divided into two sessions called thus: 

1. Recitative rhythmic section using Psalmodic textual setting of many syllables to one note and  

2. Ordinary tempo or a tempo (legato) to cadence mixed rhythmic section using  

(a) Syllabic textual setting (one note sung to one syllabic word progressively), 

(b) Psalmodic (many syllabic words sung to one note/chord progressively)  

(c) Mellismatic (one syllabic word sung to many notes as possible progressively) forms of 

textual writing. However in chanting, these forms of textual writing are mixed together in 

usage as the recitation section uses the Psalmodic textual setting while the a tempo legato to 

cadence section may use either the syllabic textual setting or both. In some cases, melismatic 

textual setting is also used. But all can be used together and referred to as: 

 

(d) Mixed textual application. See example below. 

New Cathedral Psalter No. 276                                 Music by Charles V. Stanford 

 

I –---Recitative ------I --- Syllabic --- I ----- Recitative -----I ------ Syllabic -------- II 

d’ : ------------------- /  l : d’ /  r’  :  d’ / d’ : --------------------/ r’ : t / d    :   l  /  s : - // 

Praise him upon the / loud / cym-bals / praise him upon the / high / sounding/ cymbals 

I –Recitative ---I -Syllabic- I ---Slur- I -----Melismatic-----I – Slur - II 

d’ : -------------- /   l    :  d’  /  r’  :  d’ / d’ : -- / r’ : s / m   :  f  / r : - / m : -  // 

Let every-thing  / that  hath /  breath   / praise / ------ / ----- the / Lord           // 

 

The last labelled example displayed above explains the forms of the textual applications used from (a) 

– (d). The recitative, syllabic, melismatic and slur sections upon the Sol-fa notes. 

The section labelled recitative is so called because there are many syllabic words sung to just one 

single note (monotone or monophone) with a recitational application while the other parts are either 

syllabic (one syllabic word allotted to sing one/a single pitch/note) or melismatic text (one syllallabic 

word sung to many words). However, the mixure of the three used together at the same time is called 

mixed textual application as illustrated on example (d) respectively. The organization of the text in 

chanting is chiefly the duty of the editors of the specific Psalter in use which is exemplified at the 

preliminary pages of the Psalter with divergent nomenclatures and semantics like preface, 

introduction, performance notes, performance guides, performers directives and so on.  However, 

there are some psalms that the tunes and text are clearly customized. Similarly, the regular ones could 

be written out clearly for proper visual organization, understanding and assimilation observing the 

next score.  
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Principles and Guidelines of Chanting  

The basic approach of singing psalms is domiciled in recitation: A recitative is an informative song 

of conversation or dialogue serving as antecedence to a proper song with rhythm (movement) 

imitating the natural flow of the talking voice. According to Albert, A. G. (2018:236-237), there are 

two types of recitatives called Secco (accompanied) and Strawmento (unaccompanied). While the 

strawmento recitative employs a dry prompting type of accompaniment in the form of simple chords 

following a vocal dialogue, the secco recitative is patterned to accompany with free instrumental 

musical lines as a strong inspiring support to the sonorous voices. Therefore, the operational words 

that guide the singing during chanting are enumerated below as follows: 

 

Operational Words 
1. Pointing 

2. Recite or recitative 

3. Rubrics   

4. Phrasing/punctuation  

5. Legato 

6. Porse 

7. Scansion 

  

1. Pointings: a sign that divides the chant into different segmented bars/phrases intended 

to be sung with an organised rhythmic motion and porse(s) using the English sign called slash (/), 

(usually unprofessionally referred to as bar line in chanting by some African users). The reason for 

application of pointing is the organization of text/words in conformity/suitability with rhythm and 

sensibility of sentence structure. 

The practical demonstration of pointing is the patterns of articulation and enunciation in the 

protestant/orthodox churches. Below are some models shown as examples in chanting principles. 

Beginning with a short phrase to understand speech rhythm suitability on paper as shown below is a 

model. 

       f .  f : m . m / r :  d .  d    / t : -   // 

(a)  Continually / be in . my / mouth 

 

f     :  m . m / r . r : d . d   / t : -  // 

(b) Con - tinual / ly be in my / mouth 

 

f   : m /  r  .  r  : d .  d   / t   :   - // 

(c) Conti / nually    be  in  /  my mouth 

 
Engaging in self demonstrative observational singing action exercise is required here to identify the 

correct pointing above between the three examples and the relevant, appropriate and suitable one, 

regarding to the best application of accents and rhythms that flows naturally). Trinya, K and Trinya, 

S. asserts that,  

Rhythm refers to the ‘flow’ of the words of a poem. Rhythm is the predictable sound pattern in 

relation to time. It is a function of the rise and fall in the reading voice. We can say that rhythm results 

from the particular arrangement of stressed and unstressed syllables (meter) in the poem’’ Pg. 124.  

In light of the above, it is expected that the reader rates the musical examples above as good, average 

and bad if necessary and applicable in reference to rhythm. Furthermore, an example of the two main 

sections in chanting is shown using a double chant as displayed below in key G, 2 time signature. 

                                                                                                                                              4            
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New St. Paul’s Cathedral Psalter, No. 66,   Key G.    Music by Ivor Algerron Atkin 

                                                          

s, : - / m : d / f : - / r : - / m : s / d : l, / r  : - // s, :- / d  m / l, : - / l, : - / f : m / d : r / d : - // 

I ---------- First part of the chant ----------- // -------- Second part of the chant ---------- II 

First Phrase of the chant bars 1 – 3 only 

s : ------------------------------------  / m : d     / f   :       -       / 

O come, let us sing unto the Lord / a    new / song for Him: 

I        The recitative section         / a tempo legato to cadence section 

Second Phrase of the chant bars 4 - 7 

r : ----------------------------------------    /  m :  s  / d      : l,   / r : - //  

for all the great and marvellous things /  he has / done for / us, 

I        The recitative section                / a tempo legato to cadence section // 

___________________________________________________________________________ 

 

Third Phrase of the chant bars 8 – 10 

s, : ------------------------------------------------------- / d  :  m  /  l, :  - / 

We will declare his wonderful and mighty works / to   all  /  nations; 

I                   The recitative section                        / a tempo legato to cadence section     

Fourth Phrase of the chant bars 11- 14 

l : --------------------------------------------------------------- / f          : m         /  d    :  r        /d :- // 

And make known his deeds of goodness and mercy to/ all those that will/ call upon his/ Name 

I                   The recitative section                                / a tempo legato to cadence section 

 

 
For numerical meters, Psalm texts are not apt models for observation as the text if set to numerical 

metre should have been 10.10. We can make reference to Ancient and Modern Revised (A&MR) 386 

& 358, Draw nigh and take the body of the Lord and Peace Perfect Peace in this dark world of sin 

respectively where the text in appropriate syllables corresponds with the music in a double chant tune.     

                               

New St. Paul’s Cathedral Psalter, No. 66, Key G. Music by Ivor Algerron Atkin 

                                                                                                     

s, : - / m  :   d     / f : -  / r : -   /  m   :  s    / d :  l,   /  r  : - // 

We / praise you / God: Lord / bless our / handy / works; 

 

s, : -  /  d  :  m   /  l, : - /  l, : -  / f : m /  d  :    r    /  d : - // 

Turn / not your / face:  from / us O / Lord we /   pray. 
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In the example above, it was observed that there are two beats in every bar of the music, however, 

speech rhythm chanting does not require delay when motion in singing is ongoing, rather it is 

expected to be smooth, stable and consistent in speed. Therefore, the first (1st), fourth (4th), eight (4th) 

and eleventh (11th) bars which are the opening recitative bars need no porse to be observed during 

singing. The performer is advised to move on to the next bar spontaneously. But if there is more than 

one syllabic word, the singing will require some principles to be used as will be discussed later on. On 

the bars like the third (3rd), seventh (7th), tenth (10th) and fourteenth (14th) where natural phrases are 

indicated with some punctuation marks in English, deliberate slight porses are required to establish 

phrase marks effectively, but with same recitative application. 

See again models of divergent pointing styles of the Gloria in chanting with the tune below. 

 

The New Cathedral Psalter No. 154   Key C                              Music by T. Tertius Noble 

                                                                                                                                                      

m : - / f : s / l : - / l : - / ta : l / r’ : d’ / t : - // t : - / d’ : r’ / m’ : - / m : - / d’ : l / s : f / m : - // 

__________________________________________________________________________ 

Version 1 

m  :  ------------- /  f .  f  . f :    s . s  /  l : -  / l :-  / ta : l  / r’ : d’ / t : - // 

Glory be to the /   Father and to the / Son:  and / to the / Holy / Spirit: 

   

t :---  / d’ .  d’: r’  . r’   / m’ : - / m : -  /  d’  . d’ :  l   / s : f  / m : - // 

As it / was in   the be- /ginning: world / without end / A -   / men. 

__________________________________________________________________________ 

 

Version 2 

Glory / be to.the Father.and to the / Son: and to / the / Holy / Spirit: 

As / it was in the / beginning: world with / out end / A - / men. 

___________________________________________________________________________ 

Version 3 

Glory be to the Father and / to the / Son: and / to the / holy / Spirit: 

As it was in the beginning, is now and / ev-er / shall be: world without / end / A - / men. 

___________________________________________________________________________ 

Version 4 

Glory be to the Father / and to the / Son: and to the / ho - / - ly / Spirit: 

As it / was in the / beginning: world / without end / A - / men. 

      

___________________________________________________________________________ 

      Version 5 

      Glory be, to the / Father and to the / Son: and / to the / Holy / Spirit. 
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      As it was / in the be- / ginning: world with / out end A / - - / men. 

__________________________ ________________________________________________ 

Version 6 

Glory be to the Father and / to the / son : and / to the / Holy spirit.  

As it was in the be / ginning is now :  and / be without / end A- / men.  

___________________________________________________________________________ 

 

The difference between the above examples is the variety in the pointing and rubrics, including the 

text as influenced by the speech rhythm (movements) in the word/syllables in relation to its suitability 

in critical analytical listening and understanding relating to its suitability both in sentence structure 

and correlation with especially the meaning it conveys and represents to the listener, because 

communication to understand one another is essential. In light of the above, proper articulation is 

required and encouraged in addition to diction, dynamics, emphasis, expressions, emotions and other 

aesthetics like dots found between two words which indicates close succession in movement flow or 

joining together in the singing, pronunciation of the words.  

Note that the emphasis is the understanding in the communication, correlation of speech 

rhythmic/tone relationship and the correct flow of sentences as guided by the speeches, beauty in 

dictions and in sound continuity and sustainability within phrases. Application of allusion is not 

required in the composition of text in Psalms because Psalms are sung in their pure states without 

modification or paraphrasing, to enable the performer communicate in simple, plain language and 

easy forms to the audience without any complexity in poetry and technicalities in writing the text 

including some figures of speech and literal devices.  

 

Variations in Pointing of the Psalms 

Music is a creative art, and arts do not encourage stagnation, monopoly, obsoleteness and parochial 

practices but dynamism. Just like the bible that has many versions for use, review of creativity is 

constant as variety is the spice of life an adage says. Therefore, music directors and conductors as a 

way of carving niche for themselves, customizing their artistic products, and as a way of creating and 

promoting new ideas and vistas did varied pointing of the Psalms using choice version of the Bible to 

show their individualities and ingenuities for personal identification and ownership but still adopting 

the basic/fundamental requirements which are the speech rhythm. It should be noted that varieties and 

innovations are endless possibilities in musical arts, therefore it should be expected that shortcomings 

of a Psalter could become an innovation to another Psalter, so textual organization of phrases and 

verses varied greatly according to different pointing of Psalters. Denes, P. B. and Pinson, E. N. (1993) 

states,  

The first thing you have to do is arrange your thoughts, decide what you want to say and then put 

what you want to say in linguistic form. The message is put in linguistic form by selecting the right 

words in the order of phrases to express its meaning, and by placing these words in the order required 

by the grammatical rules of the language. (Pg. 3)  

2. Recite or Recitative: a section of  the chant sang smoothly connecting the sounds to one another 

using one note/chords to many words/syllables with rhythms in the speeches (otherwise known 

as speech rhythmic chanting) yet maintaining organised cooperate articulations with managed 

speed spontaneously. Therefore, chants are sung to organized well articulated speech rhythm. 

3. Rubrics: a special guideline contained at the opening or end of a book of usage indicating 

peculiarity between one Psalm and another as it affects phrasing, articulation, emphasis and other 

classified interpretations using signs like dots ( . ), asterisks ( * ), commas ( , ), dash ( - ), and 

slurred curved lines ( ⸞ ). However, the rule of inclusiveness is that your congregation possesses 

or have access to same formulas in order to follow you spontaneously and progressively during 

singing. 
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4. Articulatory Phrasing/Punctuation: a defined pattern of singing at which the performer 

interprets the sung words by dividing sentences into simple and complex lengths of 

understanding to the listener with cognisance to clarity of dictions in the accent.  

5. Legato: a smooth and flowing way of singing the words of the music with connecting and 

joining sounds/words together to interpret clear meaning to the listener. 

6. Porse: the ordinary language people use in speaking or writing: a literary medium distinguished 

from poetry especially by its greater irregularity and variety of rhythm and its closer 

correspondence to the patterns of everyday speech. A dull or ordinary style of quality or 

condition. 

(a) Phrasal or cadential porse: These are porses observed at phrases/cadences to distinguish one 

simple or complex musical sentence from another. These sentences are statements that must 

make complete sense. 

(b) Articulatory rhythmic porses: Articulatory rhythmic porses are those that are created following 

the rhythm of the natural flow of the spoken words during recitational singing.  

7. Scansion: A principle of dividing or detaching a word to units of understanding, yet determining 

the part of retention of the main word in which the meaning of the word lies where relevant, and 

separating the prefix or suffix when applicable.  

 

Recall that the different Psalter (also another name for Psalm books) uses different pointing patterns 

too. Enumerated below are names of different Psalter. 

1. New Cathedral Psalter (NCP) 

2. Parish Psalter Chant book (PPCB) 

3. Irish Chant Book (ICB)  

4. New St. Paul’s Cathedral Psalter (NSPCP) 

5. Anglican Chant Psalter (ACP) 

6. Oxford Chant Book (OCB) Just to mention a few. 

Therefore in summary, different Psalters have different pointing and rubrics just as we have different 

versions of the holy bible that uses different semantics to write and apply different 

approaches/perspectives of understanding to explanations in the bible. There are also other signs of 

rubrics that represents and symbolizes various additional signs only understandable from detailed 

reading, meticulous and careful digestion of the preface pages where models and examples for 

application is indicated by the editors or editorial board.  

 

Applicative Design of Principles and analysis of Chanting Psalms in section (B) only (a tempo 

legato to cadence) 

In chanting, articulation, enunciation and other interpretations is the approach of everything especially 

during speech chanting is the same just like speech reciting when compared to speech talking using 

the articulations, enunciations, dictions, phrasings and emphasis. The only difference and peculiarity 

is the application of the music in Psalmodic, Syllabic, and semi-Melismatic textual form. The beauty 

in singing Psalms is domiciled in phrasing, that is, organised and structured deliberate temporary 

porses observed during singing. In singing Psalms, phrases are not identifiable with punctuation 

marks or double bar lines alone as it is with the Hymns. However, some phrases are invisibly shown 

as observed from the pointing by the editors of the peculiar psalm book used, similarly the rest 

complementary required phrases are at performers discretion. Phrases can also be known and 

observed intuitively (that is by common sense) from the natural flow of the sentences in the text we 

sing to make deliberate porses as to create meanings during the singing.  

Albert, A. G. (2018) notes that “the organisation of phrases in the Recitative and a tempo legato to 

cadence sessions during singing of the psalms is the discretion of the editors with examples of the 

peculiarities of their style shown at the preface of their chant book. The choirs business is to apply it 

to singing that is all” (Pg. 230). In chanting, though the sounds are sung sustained by connecting one 

syllabic word to another but there are places that the singing can/may be partially porsed, these refers 

to substantive or partial points of phrases indicated by asterisks. Similarly, points of emphasis on 

literal text may also require partial porses for appreciable expressions and interpretation of the literal 

character and peculiarities in the text of the psalm. Note that since there are two beats in a bar, an 
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advisory simple principle in application of the speech rhythm during chanting is that, in situations of 

pointing where there is only one syllabic word to be sung, the performer do not need to observe the 

additional beat in the bar, but will sing the text as required with monophone and move on to the next 

portion of pointing immediately, this situation is only relevant at recitative section of the chanting 

alone where there is two beats though, but sung only to one sustained note as shown in earlier 

example now repeated below. 

 

Application for One Syllable word           

 

New St. Paul’s Cathedral Psalter No. 66     Music by Ivor Algerron Atkins 

                                                            

s, : - / m  :   d     / f : -  / r : -   / m     :  s   / d :  l,   /  r  : - // 

We / praise you / God: Lord / bless our / han-dy / works; 

 

s, : -  /  d  :  m   / l, : - /  l, : -  / f : m /  d      : r  /  d : - // 

Turn / not your / face: from / us O / Lord we / pray. 

 

The recitative sections occur in bars 1, 4, 8 and 11 respectively. The performer does not need to delay 

chanting since there is only one syllable text, but must sing through across to the next bar in quick 

succession. 

 

Application of slur to one Syllable word 

But in the bars of the a tempo legato to cadence section, a single syllable found must be sung as a slur 

with the second beat. See example below.    

 

The New Cathedral Psalter No. 201    Key A,                  Music by C. H. Lloyd 

                                                                                                        

m : -  /  m  :    r     /  d  :  t,  /  d  :  -   /     t,  :   l,  /  s,     :   f,  /  m  :  -  // 

We   / praise you  / God,    /  Lord    /  bless our  / han – dy /  works: 

 

d :  -  /  d    :   s    /  s   :   f     / m   :   -  / r   :   d  /  t,      :  r  /  d : -  //  

Turn  / not your  /  face ;      / from     / us    O   /  Lord we /  pray. // 

 

The example above refers to bars 3, 6, 10 and 13 respectively but the emphasis is on bars 3 and 10 

where we have one syllabic word sung to two notes with the use of a slur. 

 

Application for Two Syllable words 

However, the exception in application is that where there are two syllables in a bar in reference above, 

the performer will sing each syllabic word to a note and move on to the next portion of pointing 

immediately. See example below. 

 

Example a 

The New Cathedral Psalter,  No. 201     Key A,         Music by C. H. Lloyd 

                                                                                                                             

m : -  /  m  :    r   /  d   :  t,     /  d  :  -   /  t,  :   l,    /  s,    :   f,    / m  :  -  // 
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We   / praise you / our God, /  Lord  /  bless our /  han – dy /  works: 

 

d :  -  /  d    :   s    /  s   :   f      / m   :   -  / r   :   d  /  t,     :  r  / d : - //  

Turn  / not your  / own face; / from     / us    O  / Lord we /  pray. // 

 

Example b 

The New Cathedral  Psalter, No. 268,  Key A,                        Music by W. Marwn 

                                                                                                                             

s : -   /  l    :    t      /  d’   :  -     /  r’  :  -   /  m’  :   s’      /  f’    :   m’    / m’  :  r’         // 

We   / praise you /  God,        /  Lord    /  bless  these /  our      han- /  dy     works: 

 

m’ :  -  /  d’    :   r’    /  d’   :   t     / d’   :   - / l  :   r’  /  d’    : t   / d : -    //  

Turn   / not     your  / own face; / from     / us    O  / Lord we /  pray. // 

 

Going further, the examples to be given refers to any bar that has two independent notes written out 

clearly on separate pitches/sound on a bar in the a tempo legato to cadence section. 

 

Application for Three Syllable words  

Where there are three syllables in the a tempo legato to cadence bar, the performer should interpret it 

as triplets observing two half notes and one full or vice visa to make up the two beats (dividing the 

syllable in the rhythms into equal two parts depending on the correct position in articulation of the 

rhythm to the words affected) and move on to the next portion of pointing immediately. See examples 

below with the tonic sol-fa   /  m  :  r   / 

 

(a)     m            :  r 

        / presence with /  

             _______________ 

(b)    m     :  r 

       / He is their / 

             _______________ 

(c)   m      :  r 

      / In to    my / 

             ________________ 

 

(d)    m     : r 

     / Bring them to / 

           _______________           
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(e) m          :   r  

    / fullness   of / 

     ________________ 

 

Application for Four Syllable words 

Where there are four syllables in the a tempo legato to cadence bar, the performer should interpret it 

as quadruplets dividing the syllables into two equal parts of half’s notes each or triplet and a single 

half note or vice visa (dividing the syllable in the rhythms into equal two parts of half notes or triplet 

and a single half note in application of the words) depending on the correct position in articulation of 

the rhythm to the words affected and move on to the next portion of pointing immediately. See 

examples below with the tonic sol-fa   /  d  :  t,  / 

 

(a)   d            :  t, 

/ Worthy    of your / 

            ______________ 

(b)    d            :  t, 

/  Healing    in his  / 

            ______________ 

(c) d               :  t, 

         /  Godliness   in  /  

            ______________ 

(d)    d                     :  t, 

/  Praiseworthy   and  / 

            _______________ 

 

Application for Five Syllable words 

Where there are five syllables in the a tempo legato to cadence bar, the performer should interpret it as 

quintets, dividing the syllables into triplets and duple that will total two beats or vice visa (dividing 

the syllable in the rhythms into three and two) depending on the correct position in articulation of the 

rhythm to the words affected and move on to the next portion of pointing immediately.  

 

(a)  s                  : f  

         /   Graciously   within  / 

           _______________________ 

(b)  s              :  f  

        /    Heal me     I pray thee  / 

            _______________________ 

(c) s                       :  f  
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         /   Lord hear us     we pray / 

            _____________________ 

(d)  s             :  f  

         /   Hear us    we pray thee / 

            ____________________ 

   

(e) s                       :  f  

        /   Your my God    hear me / 

            ______________________ 

 

Application for Six Syllable words 

Where there are six syllables, the performer should interpret the rhythm as sextet which will be 

triplets and triplets that will total two beats or duplets and quadruplets or vice visa (dividing the 

syllable in the rhythms into equal two parts of threes’ or two’s and four’s) depending on the correct 

positing in articulation of the rhythm and words affected and move on to the next portion of pointing 

immediately. See examples below with the sol-fa / f  :  m / 

 

(a)    f                      :   m 

/  Come in and      be with us / 

               __________________________ 

(b)    f                      :   m 

/  We praise you    for your God / 

               ___________________________   

 

(c)    f                     :   m 

/  Continually       bless us / 

              _______________________ 

(d)    f                        :   m  

/  Because of us       He came / 

               _______________________ 

 

Application for Seven Syllable Words 

Where there are seven syllables in the a tempo legato to cadence bar, the performer should interpret it 

as septet conveying triplets and quadruplets that will total two beats or quadruplets and triplets or vice 

visa dividing the syllable in the rhythms into three and four) or can also be duplet and quintet 

(depending on the correct position in articulation of the rhythm to the words affected and move on to 

the next portion of pointing immediately. See examples below with the tonic sol-fa   /  s  :  f   / 

         s                 :  f 
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(a) / o come and, sing unto the /  

______________________________________ 

  s                          : f 

(b) / o come and sing, unto the / or 

______________________________________ 

   s          : f 

(c) / o come, and sing unto the /   

______________________________________  

           s                         :  f 

(d)  /  We will be glad,  and rejoice / 

______________________________________ 

    s                : f 

(e)  /  We will be, glad and rejoice / 

     _______________________________________ 

                 s              :  f          

(f)  /  Will come, to his house of praise /  

_______________________________________ 

 

Application for eight syllable words 

Finally, where there are eight syllables in the a tempo legato to cadence bar, the performer should 

interpret it as octet conveying quadruplets and quadruplets that will total two beats (dividing the 

syllables in rhythmic segments of two equal parts of four syllables each) depending on the correct 

position in articulation of the rhythm to the words affected and move on to the next portion of 

pointing immediately.  In cases where there are multiple syllables much more than eight, the 

performer should apply non-stop motion till a new pointing segment is reached.   

 

See example below 

/  s                     :  f                   / 

/  come into his    palaces and / 

 

Notes of caution 

Speech chanting is different from what the researcher refers to as spelling chanting or counting 

chanting. While speech chanting conforms to speech reading patterns (a pattern of singing smoothly 

with connected natural flowing movement of sounds in the words we speak), spell chanting or count 

chanting break the syllables in the text like quasi staccato movements (that is partially 

detached/disconnected movements of sounds in the words). The learner should be guided to identify 

their differences to implement the right and correct one during practical singing. 
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Organ Instrument Accompaniment 

In accompanying chants, the organist beginning from the introduction must  make his introduction 

ambiguity free knowing that chant tunes/melody have very close/identical resemblance tendencies, 

therefore the introduction must be very clear enough devoid of  breaking out of the similarities. Since 

the chant themselves have fewer bars, the likelihood of few phrases becoming similar is quite feasible 

and expected too, therefore organist should please introduce and accompany clearly and smoothly 

especially when the melody in the tune begins with one and half beat note. Let me emphatically say 

that there is no such introduction of chants like speech/speed playing please as the body of the 

composition has taken care of that in the text by the composer. Therefore, the introduction does not 

require distortion or infiltration of the rhythm (movement) anymore as that will change the time 

signature of the music which is unacceptable because it disregards the effort of the composer.   

See examples of these four chant tunes and their initial first two bars in parts of their opening phrases. 

 

      Archival Source                                                                          Composer Unknown                                                                                                                                         
(1) m : - / f : s / l : - // s : - / f : m / r : d / t, : - // d : - / r : m / f : - / m : - / r : d / d : t, / d : - // 

                                                                                  

     Anglican Chant Book No 80, Key Bb                                       Composer Unknown                                                       
(2) m :- / f : s / l : - // l : - / f’ : m’/ r’: d’/ t : - // t : - / d’ : r’/ m’ : - / m : - / d’ : l / s : f / m : - // 

 

 

      The New Cathedral Psalter, No 154 , Key C.                       Music by T. Tertius Noble                             
(3) m : - / f : s / l : - // l : - / ta : l / r’ : d’/ t : - // t : - / d’ : r’/ m’ : - / m : - / l : f / l : s.f / m : - // 

 

                                                                                     

       Anglican Chant Book No 84                                                     Composer Unknown                                                     
(4) m : - / f : s / d : - // r : - / f : m / r : d / m : r // s : - / l : t / m : - / f : - / l : s / f : r / d : - // 

 

Critically looking at the chants above, it is observed and advised that the accompanist needs to be 

very careful and meticulous that the introduction is smoothly and clearly played/heard to avoid adding 

to the already established similarity and challenge the chant tunes have created already. Only such 

deliberate error free introduction will get the choir focused and assured to commence singing with 

confidence. It is advised that the organist memorize the chant/tune and spontaneously follow the choir 

in sight playing with rapt attention to the text as to be apt in the motions of the text with changing 

chord progressions as an approach for meticulous detailed performance with the choir. It is only with 

such approach that an organist that has a good musical ear training can interpret the psalm effectively 

and satisfactorily with the choir especially at points of divergent phrases, divergent dynamic ranges 

and many more preferential interpretations. Therefore the points below are what should be considered 

and required from an accompanist during service playing including psalms. 

(i) Introduction of the piece with preludes, interludes and postludes with appropriate clarity and 

interpretative approaches. 

(ii) Breathing/Phrasing applications. 

(iii) Fingering articulations with smoothness applications. 

(iv) Literary interpretation and expressions of the music. 

(v) Aesthetics and change in moods interpretational application. 

(vi) Variation applications like melodic, harmonic, rhythmic and textual. 

(vii) Application of varied dynamic levels and 

(viii) Literal application of punctuation marks. 

(ix)   Reminder of the suggested tempo during rehearsals which is predetermined by factors  such as  

(a) Acoustics of the building. 
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      (b)  Size and type of the audience/congregation. 

(c)   Season/church year calendar of the denomination where applicable. 

(d)   The event of the moment. 

(e)   The literal character of the text in the music and it’s conscious and deliberate performance with 

suitable tempo/speed where applicable and 

(f)    Must have very good musical ear training culture.  

 

The Conductors Expertise Realization in Directing Chanting (The Free Medley or Melded 

Technique approach) 

Moods, expressions and other personalized traits interpretative directives from a good conductor must 

be done with conscious and meticulous deliberate act in interpreting consistent and stable control of 

the following below: 

(1) Accuracy in Pitch 

(2) Rhythms 

(3) Tempo 

(4) Dynamics 

(5) Moods and  

(6) Precision in cueing in and out 

 

A good conductor must be articulate with the above mentioned items irrespective of using either the 

free medley or Melded technique approach of conducting and directing the chanting, only then can the 

desired aesthetics be observed so the ethos and pathos will be realized. 

 

Descant Singing/Choir Response and Organ Accompaniment 

I have also observed over the years that both choirs and organist do not do justice to descant singing 

properly.  

During the singing of descants by the female voices (soprano and alto parts)  the male voices while 

singing the melody must be deliberate and intentional  with observing blend and balance of dynamic 

ranges by offering vocal support, projecting effectively with stability and be quite consistent with 

their rich, full and thick resonating voice textures. Denes, P. B. and Pinson, E. N. (1993) posits,  

The source of energy for speech production is the steady stream of air that comes from the lungs as 

we exhale. When we breathe normally, the air stream is inaudible. It can be made audible by setting it 

into rapid vibration. This can happen unintentionally; when we snore, for example. During speech, off 

course, we intentionally set the air stream into vibration. We can do this in several ways, but the 

method most frequently used is by the vocal cord action. (Pg, 48).    

For this to be achieved, it indicates and suggest that there must be an appropriate level of stable breath 

exhalation usage to enable everyone especially the male parts achieve such desired success and 

benefits of presenting an appreciable descant part by the females. Similarly, the benefits of descant 

application are as follows below: 

(a) To technically train choristers to have competence and dexterity to sing high pitches. 

(b) To create excitement. 

(c) To create pitch aesthetics. 

(d) To create varieties and diversities in textual, textural, rhythmic and compositional forms. 

(e) To create contrapuntal sections in the music when applicable. 

 

Aesthetical Performative Suggestions 

The selection of chant tunes to be applied to psalms depends greatly on the literal mood on the 

suitability of the text to the liturgy of the church season or the event of the day. Performers 

(conductors) have tried to add aesthetics to the presentation of the psalms during chanting, some of 

such beauties have their theological undertones like alternate or antiphonal singing between the two 

sides of the choir stall, representing the epistle and gospel in the liturgy as a reason why the psalm in 

scheduled between the epistle and the gospel on the programme during matins/(service), statutorily 

the musical semantics christened the Cantoris (usually ascribed to or describes a leader during 

singing whom introduces a phrase first) and the Decanis (also usually ascribed to or describes the 
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follower who responds to the leader are also musical perceptions of the divisions of the choir stalls 

segmenting females and males or voice parts that share similar vocal ranges. Others are perceived 

from the point of artistic freedom which refers to rights of an artist to refashion and remodel pieces of 

music with some appreciable interpretation to their satisfaction, yet the rest reasons could be 

adaptation to some literal representation of the music to either compositional, structural or textural 

forms in music which is not strange at all, as the cantus fermus or point counterpoint (note against 

note or sound after sound) in composition also represents and serves as support as an ideology for 

engagement of this perspective, other schools of taught relating to this includes the cantor and 

congregation approach during liturgical worship services. Whichever is the intent of the performer, 

the creative end interest is to create beauty as its application encourages fascination like in using a 

double chant, the a right side of choir stall sing first part (1-7 bars) of the chant tune while the left side 

of the choir stall sings the second part (8 -14), in which case each side of the choir stall must have all 

four mixed voice parts represented. Using a double chant, other possibilities can be a solo voice 

singing with the choir alternating between three and four bars beginning with the soloist. 

 

Sforzando awareness and application 

It is also worthy of mention in chanting that interpretation of emphasis on the text uses sforzando (sf) 

application, whilst crescendo and diminuendo are also possibilities to use, these are in addition to 

dynamic levels of (f) loud, (p) soft and full which represents Tutti in music.  

 

General Applications and Representations of some Rubrics and Individualized Expressions 

Application of Skips 

There are three types of skips in chanting namely 

1. Chordal skip 

2. Phrasal skip and 

3. Sectional skip 

Chordal skip: The application of Chordal skip indicates skipping by deliberately omitting one full 

chord particularly usually the last recitative spot when using any chant size of tune is used for 

chanting a psalm. The rule of usage is that, the psalm must be re-pointed to have clarity in meaning of 

the text through the organization of phrases, meaning that the sentence structure reorganized must 

make clear and appropriate meaning when applied correctly. Denes, P. B. and Pinson, E. N. (1993) 

states,  

The first thing you have to do is arrange your thoughts, decide what you want to say and then put 

what you want to say in linguistic form. The message is put in linguistic form by selecting the right 

words in the order of phrases to express its meaning, and by placing these words in the order required 

by the grammatical rules of the language. (Pg. 3)  

Phrasal skip: The application of Phrasal skip indicates skipping by deliberately omitting one full 

phrase particularly usually at the second or third part of the chant when using a triple or quadruple 

chant or for application of the Gloria to determine proper ending. 

Sectional skip: The application of Sectional skip indicates skipping by deliberately omitting one full 

section of the chant particularly usually at the second or third part of the chant when using a triple or 

quadruple chant or for application of the Gloria to determine proper ending. 

 

Application of dash 

The punctuation sign dash ( – ) when used in the same bar represents scansion of words like bless-ed, 

prais-ed and so on. This now makes the word to become two syllables and to be applied at such 

during chanting. 

 

Application of commas 

The punctuation mark comma ( , ) may not be added by the editors for the user, but it is the 

performers initiative and discretion to do the division of the words into organized phrases that will 

suggest correction in the sentence, yet flow with the speech rhythm too and sometimes be emphatic as 

a way of application too for result expectation which is the reason for the study in this section of the 

paper. Suffice it to say again by way of emphasis that in composition, the stress/accents in the words 
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we pronounce and the speech rhythms determines the pitches/notes to be considered for allocation, 

however, artistic freedom may cause variety in a great measure.  

 

Application of dots and asterisk 

While dot ( . ) between two syllabic words represent smartness in singing the two words in quick 

combined fast succession of rhythm as though the two words were half notes each to one beat if 

referencing notational rhythm. Another one is the use of comma ( , ) which represents its proper 

meaning in English when reading which is observing porse and the last one asterisk ( * ) which may 

either represent same function with comma or indicating the singing of the second (2nd) , third (3rd)  or 

fourth (4th) part depending on the size of the chant/tune used and section of the text to be applied. 

Although these explanations are general ones though, however, editors of the Psalters may vary these 

to make them customized to them indicating and claiming ownership, and this is the reason the users 

are strongly encouraged and advised to meticulously study, digest and assimilate the peculiarities of 

any Psalter of the church they serve for proficiency and mastery of the literature in the preface pages 

where such exemplification directives have been expressly explained.     

 

RECOMMENDATIONS  

Since there is no established institution for church/liturgical music training of manpower that will 

receive placement in the music directorates of our churches as desired, as it is with our progenitors in 

the western country like Trinity College of Music London, there is need to: 

1. To train fresh employees in the liturgical music especially in chanting. 

2. There is also need to retrain or provide in-service training to the already engaged music 

directors to refresh and sustain their capacities on the job. 

3. It has been observed that having professional training as a musicologist (though is an 

advantage) but is not an express/automatic guarantee of knowledge and skill to gain 

competence in select classified liturgical music, therefore, everyone especially musicologist 

who should show example needs some personal peculiar studies/research on chanting or should 

undergo training like the non-musicologist too as knowledge acquisition is dynamic and 

sometimes relevant to solve a particular need. 

4. Demonstrative lectures, seminars and workshops should be organized periodically with 

command performances when relevant. 

5. The type-setting of the Psalms must be done neatly, clearly and very visible to allow for easy 

visual and brain perceptive comprehension and assimilation of the sentences. 

6. The Rubrics page should be included in the book of common prayer where the Psalms are 

captured for easy citing and references, rather than being in the Church of Nigeria Hymnal 

which is different book altogether. Printing it together with book of common prayer makes it 

easy for both in proximity and accessibility. 

7. It is a desire that the proposed follow up customized chant book for the church of Nigeria 

Anglican Communion titled “The Nigerian Anglican Chant Book” which manuscript is 

undergoing constructive criticism will address all the notable errors and effect it appropriately.   
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