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ANNOUNCING

A NEW

Pelit Evdemible

KILGEN now offers the new Petit
Ensemble, an amazing new organ
which, though compact in size and
low in price, has a full churchly
ensemble and a wealth of tonal color.

It is, of course, a genuine organ in which all tones are pro-
duced by organ pipes speaking naturally but, because new prin-
ciples of engineering have been employed, a light cord plugged
into a socket places it into operation. No alterations to the build-
ing are necessary.

Critics proclaim it the ideal Liturgical organ for smaller
churches and chapels.

Kilgen, with its background of three hundred years of ex-
perience, during which they have achieved so many outstanding
examples of fine Liturgical organ building — such as those instru-
ments in St. Patrick's Cathedral, New York; the Shrine of the
Little Flower, Royal Oak, Michigan and others — now applies
the principles of finest craftsmanship to the small organ.

Write for full information

Gen. Kilgen & %nn, Inr.

4083 UNION BOULEVARD - - - ST. LOUIS, MISSOURI
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THE CAECILIA

EDITORIAL
PAGE

By
DOM GREGORY HUGLE
O. S. B.

ONE HUNDRED YEARS AGO

We enjoy blessings to-day which en-
tailed hard labor a hundred years ago. We
beg to refer to two men who at the time
were laying deep foundations for a grand
superstructure. One of these was Dr. Karl
Proske, first an eminent doctor of medicine
and then a saintly priest; the other was
Dom Gueranger, first a secular priest, then
a Benedictine monk and energetic Abbot.
The first unfolded his activity in Ratisbon,
Bavaria, the second in Solesmes, France. —
Divine Providence can write straight even
on crooked lines and, surely, the lines of
Germany and France were far from run-
ning parallel; the national antipathies can
be traced back almost to the times of
Charlemagne; France was ever jealous that
the Holy Roman Empire was entrusted to
German rulers. In the present instance,
however, a German and a Frenchman
worked (unknown to each other) harmon-
iously towards one and the same end, viz.
the restoration of sacred music. Canon Dr.
Karl Proske gathered the treasures of sa-
cred polyphony and established at Ratisbon
a centre of interpretation; Dom Gueranger
sent out his monks to ransack libraries and
archives for the most ancient manuscripts
of the authentic chant, and he also estab-
lished a monastic school of interpretation.—
Certainly we must be grateful to Divine
Providence for having given us men, pion-
eers, workers of a most unselfish character.

POLYPHONY versus CHANT

Did Canon Proske ever disclose his
mind on the relation existing between the
sacred polyphony and Gregorian Chant?
Yes, he did. Among his writings were
found a number of “Aphorisms’ (i.e. com~
prehensive maxims expressed in a few
words), which give us quite a remarkable
insight into his mental attitude. We quote
two examples:

(1) The Gregorian melody remains the

Readers of CAECILIA Are Remembered Daily
At These Altars of Conception Abbey Church

foundation of all truly Christian music.
Harmonized melody remains inseparably
united with the Gregorian Chant; it is (as
it were) an illustration of the same. For all
ages to come the essence of true church
music lies in this: that the melody of the
cantus firmus be either literally transferred
into harmony, or in a genial way be repro-
duced, without detriment to the purity and
truth of the original.

(2) Gregorian music is an inexhaustible
gold mine for harmonic development. In
days of old a distinction was made be-
tween the singer (Phonascus) and the com-
poser (Symphoneta); by the former was
meant the inventor of the melody, by the
latter was signified the one who furnished
the harmonic setting. In this we recognise
a certain subordination of the composer
whose task it was to treat harmonically a
traditional melody, or one analogous, being
obliged under all circumstances not to de-
part from the standard ecclesiastical chant.

“CONCEALED FIFTHS
AND OCTAVES”

“The forbiddina of concealed fifths and
octaves is a vain pretense of the recent
music theory — a rule which is observed
but seldom and with little emolument to the
art of music: it is about time that this rule
be discarded.” — Who had the courage to
say so? It was canon Dr. Karl Proske of
Ratisbon (1794-1861). If any man’s ver-
dict carries weight, it is Dr. Proske’s. He
is the man chosen by the saintly Bishop
Michael Sailer and by King Ludwig I of
Bavaria to start the reform of church music.
He began this gigantic work in 1830 and
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carried it on to the last day of his life. A
catalogue written in his own hand (1833)
reveals the musical treasures he had col-
lected by that time, viz. about 370 import-
ant and rare books on theory, parchment
codices containing chant manuscripts,
Graduals, Antiphoners, Rituals, etc. and
more than 1000 vocal compositions by
the old prominent newer masters of sa-
cred polyphony. In 1834 he set out for Italy
and gathered from the archives of many
cathedrals rare musical treasures that had
been lying there unused for ever so long.
Subsequently he made two more trips which
yielded a rich harvest.

The heavy, painstaking work was now
to be done at Ratisbon: all this music he
assembled into scores. In one year alone
he finished over 500 scores, written most
exactly on the finest Italian paper. Later
on these compositions began to appear in
print under the title: “Musica Divina.”

Surely, a man who had carefully studied
the harmonic structure of the great masters,
from Palestrina to our own days, is capa-
ble to pass judgment on the foibles of mod-
ern harmony.

THE DIVINE DRAMA

Infinite honor was bestowed on the human
family when Christ chose His priests from
among men. Every time you partake as
church musician in the solemn performance
of High Mass you are enjoying a unique
privilege: you are becoming an integral
part of the sacred function. Christ is the
invisible High Priest; His chosen priests
are the visible human agents, and you are
responsible for the added solemnity which
proceeds from the sacred music. You can
never thank the good Lord enough for the
singular honor He has bestowed upon vou.

OUR TITLE PAGE

The favorable comments on our new title
page are pleasing to the Editors and com-
plimentary to the artist, Sister Agatha,
O. S. B., of Austria, who submitted the
original drawing, at our request.

ENGLISH TRANSLATION OF
OFFICIAL HYMN OF
EUCHARISTIC CONGRESS

Budapest (NCWC).~The official hymn
of the 34th International Eucharistic Con-
gress has been chosen and published. Its
title is “Hymn to the Holy Eucharist.”

It is this hymn that 500,000 people will
sing again and again in the course of the
Congress, May 25 to 30. Yet the author of
the original Hungary text and its translator
are unknown. The Rev. Geza Koudela is
author of the melody. The Rev. Stephen F.
Chernitzky, pastor of St. Stephen Church,
Bridgeport, Conn., Hungarian scholar and
editor, has made an English translation of
the original. It is as follows:

Sing of Christ, ye all, who love Him,
Greet the King of Kings today,
Let your voices chant the great hymn
In your homes and far away,
North and South where Christians labor,
Join hands with East and West,
Bend your knees with zeal and fervor,
And for Christ’s love heave your breast.

Refrain:
Oh adorable Redemptor,
Jesus in the Eucharist,
Bless this earth with peace and honor,
Bring us to Thy holy tryst.

1L
Once as Babe He came from Heaven,
Meeting us with charming ease,
Then His life on cross was given i
God the Father to appease.
Day by day He keeps returning !
For our souls to act as Guide;
Chasing distress, always cheering,
In the Host He will abide.

Refrain: Oh adorable Redemptor . . .

IIL
While the modern war's tremendous
Armies murder, people die, —
While the storm of hate consumes us,
And the victims multiply.
Check, oh Jesus, all this madness,
Stop the wars, repair the rent,
Help us love the foe with kindness
In Thy Blessed Sacrament.

Refrain: Oh adorable Redemptor . . .

Iv.

Now, with trust, we imploringly

Do approach Thy Sacred Heart,
Teach us all who love Thee truly,

Teach from sin ever to dart.
Cleanse our souls from all that spoils

Happiness in state-of-grace,
Make us one in midst of toils,

Grant us see You face to face.

Refrain: Oh adorable Redemptor . . .
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DEVELOPMENT OF
CATHOLIC CHURCH MUSIC
TO BE TRACED AT
ST. LOUIS CONVENTION

by Catharine Gunn

Music Educators National Conference
St. Louis Board of Education

St. Louis, Mo. — The development of
Catholic church music from the time of the
catacombs to the present will be demon-
strated pictorially and musically by about
1000 parochial school children before the
convention of the Music Educators Nation-
al Conference to be held here in March 27
- April 1. Rev. Sylvester Tucker, chairman
of church music for the St. Louis archdio-
cese, is in charge of the program which will
be under the patronage of the Most Rev-
John ]. Glennon, S. T.D., Archbishop of
St. Louis.

Forty associated organizations from all
parts of the country will cooperate with the
Conference in sponsoring the musical and
educational events of the six day program.
Dr. Henry J. Gerling, superintendent of in-
struction in the St. Louis public schools, is
general chairman of the convention which
over 16,000 persons are expected to attend.

The Catholic program will be given in

the Opera House of the Municipal Audi-
torium on Tuesday afternoon. The birth
of Christ has been selected as the subject
of this presentation, Father Tucker said, in
spite of the fact that it will be given near
the Passion season, because the Nativity
is such an appropriate theme for children
and because of the great library of musical
literature relating to it. The program will
be in three parts: Christmas in the liturgical
chant; Christmas in the folk songs of va-
rious nations; and finally a cantata, “The
Babe of Bethlehem,” written by the well-
known contemporary French composer,
Gabriel Pierne.

The idea of using church music as the
subject of his program was suggested to
him, Father Tucker said, by officers of the
Conference who felt that many of the musi-
cal educators and directors who will attend
the convention would welcome this oppor-
tunity of informing themselves about Cath-
olic music. During the intermission, the
history of liturgical chant and its place in
church services will be explained by a
prominent local speaker who has not been
named.

THE CAECILIA
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CONCEPTION ABBEY PRESENTS
PROGRAM OF SACRED MUSIC

The Schola Cantorum and Abbey-Col-
lege choir of Conception Abbey, under the
direction of Father Henry Huber, O.S. B,
and Frater Gordian Kestel, O.S.B. res-
pectively, jointly presented a program of
official Church music in the college audi-
torium on January 23.

The program included a running com-
ment by Father Patrick Cummins, O.S.B.
on the characteristics and historic back-
ground of the selections presented. The
comment added largely to the appreciation
of the singing to which modern ears are so
unaccustomed.

The Schola Cantorum offered the follow-
ing representative numbers:

Salve Regina

Gaudeamus (Introit from the Mass of the As-
sumption)

Kyrie, Mass IX

Alleluia (from the Mass of S. Bartholomew)

Christus Factus est (Gradual from the Mass of

Holy Thursday)
Stetit Angelus (from the Mass of S. Michael)
Vexilla Regis, Hymn
Jubilate Deo (from the Mass of the II Sunday
after Epiphany). .

Compositions by Giovanni Pierluigi - da
Palestrina, Jacob Arcadelt, and Vito Carne-
vali were rendered by the Abbey-College
Choir. Of Palestrina’s works the O Bone
Jesu was selected. It is a motet of intense
pleading with a changing harmony which
gives it much color. Typical of Palestrina,
it is probably the greatest composition of
its kind. Jacob Arcadelt was represented
by his Ave Maria, a very prayerful and
pleading type of composition underlined
by a most colorful and flowing harmony.
The melody is a traditional one.

On January 26 the choirs journeyed to
Maryville, Mo., to present the same pro-
gram to an appreciative assembly of the
faculty members and students of Maryville
State Teacher’s College. From 800 to
1000 were in attendance.

The pursuits of the Conception choirs
are an outgrowth of the fifty years of un-
tiring effort of Very Rev. Gregory Hiigle,
0. S. B, in the field of Church music.
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Electronie Organs=-Their Use and
Advantage in Liturgy |

By

DOM ADELARD BOUVILLIERS

0. S. B, M. A,, Mus. Doc.
Cathedral Abbey, Belmont, N. C,, U. S. A.

(Continued from the February issué)

So far, the organist has used nothing new
on the instrument, for, in pipe organ terms
and usage, he was already familiar with
these or other combination piston - keys.
The interest, the simplicity, and the origin-
ality is that to the nine piston-key combina-
tions there are connected with each manual
two groups of harmonic controls. These
drawbars, or sliders, are used in preparing
any dgsired tonal registration. In each har-
monic control there are nine drawbars, each
with eight degrees of intensity. In these
the organist recognizes that the harmonic
control system of the Hammond Organ is
simply an extension of the principle of
harmonic corroborating stops, or mixture
stops, on a pipe organ. The Hammond Or-
gan, being a “Straight” Organ with full and
equal tonal resources available on both
manuals and pedals, it could achieve the
combination of some real mixtures. In pipe
organ phraseology, the fundamental is of
8-foot pitch. The second harmonic is of
4-foot pitch (the octave of the fundamental
or Prestant). The third harmonic of 2 2/3-
foot.pitch (this is the twelfth on American
and English organs, Nazard on the Euro-
pean organs). ‘The fourth harmonic of
2-foot pitch (is the fifteenth or super-octave,
the Doublette). The fifth harmonic of 1 3/5-
foot pitch (the seventeenth or Tierce). The
sixth harmonic of 1 1/3-foot pitch (the
nineteenth or Larigot). The eighth har-
monic of 1-foot pitch (the third octave or
twenty-~second, Piccolo or Sifflet). The sub-
harmonic, in turn, of 16-foot pitch (sub-
octave) and third sub-harmonic of 5 1/3-
foot pitch is the sub-quint.

On the Hammond Organ, the organist
is able to control the precise amount of
strength in each rank. On the pipe organ,
it is obviously impossible, because a pipe
must either be blown or must remain silent.
On the Hammond it is possible, in adjusting
the sliders, to add at will to any tone, any
of the harmonics. The latter may be ad-

justed to any degree of intensity desired:—
as loud as the fundamental, half as loud, a
quarter as loud, down to a sixty-fourth as
loud.

I believe that two weeks is the longest
time that any organist should need to mas-
ter this system of tone production, although,
as I have hinted above, by using only the
white and black pre-set combinations, the
organist needs but half an hour to feel at
home and to play satisfactorily. In organ
analogy, the organist has only to adopt
himself to the use of harmonic controls
instead of stops or tilting tablets.

The “expression” pedal, or swell, has a
tremendous dynamic range. Technically,
the power ratio of the “expression” pedal,
fully opened to fully closed, is that of fifty
decibels.  Comparing the carefully con-
structed swell shutters in pipe organs, the
power ratio rarely exceeds fifteen decibels,
and experience tells me that it is usually
considerably less. On the Hammond, the
range corresponds to thirty-two points on
the conventional and traditional pipe organ;
very few of which are built with a swell
pedal range in excess of twelve points.
Thus we find the dynamic range to triple
that of the pipe organ without blare or
blast. Besides having tone, the Hammond
Organ is expressive; it accentuates, phrases
and nuances, at will, under experimented
hands.

This instrument, the tone of which is
produced entirely by electricity, can never
get out of tune. Temperature or humidity
variations can in no way effect the pitch of
any of the ninety-one serrated discs. The
pitch of the entire instrument though may
rise or fall, in accordance with the speed
of the driving motor.

Its cost, initial and otherwise, is relatively
low, for its price is but a fraction of a
large pipe organ. The mass-production of
Hammonds, with standard equipment, suit-~
able for Churches seating up to 200, costs
$1275. This instrument can be permanently
installed in a small church or auditorium,
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chapel or school in about fifteen minutes.
In a large church or auditorium, the installa-
tion would not take more than a day! Larg-
er installations differ only in the number
of power cabinets used: the rule is one
cabinet for every 200 seats in the building.
Thus, a church seating 1000 people can in-
stall adequate equipment for less than $2000
— a fraction of a pipe organ’s price for the
same size edifice. There is no structural
installation required.

As to the cost of maintenance, this is
also very low, no tuning or voicing being
required. The only expendable part of the
instrument is the standard vacuum tubes
used in the amplifiers. The maintenance
cost, therefore, is comparable to that of a
radio.

The operating cost is likewise very low.
The standard model draws about 200 watts
when operating. At average lighting rates,
the cost of this current would be about
one cent an hour. The instrument uses
standard radio tubes and loud-speakers.
It requires oiling three times a year (ordi-
nary mineral oil poured into two cups in
the console).

The amplifying system of The Hammond,
i. e the. the Console pre-amplifier and the
contents of the Tone Cabinets must be con-
sidered as a whole in the maintenance
cost, rather than the tubes alone. Hence,
Condensers, Transformers, Loud-Speakers,
etc., will wear out like Tubes in time, and
to be fair and accurate in the statement
of this case these must be mentioned. As
such, then, I find it simpler and more ac-
curate to state that from expectation and
experience, the average manual upkeep over
the life of the Hammond Organ — let us
say fifty years — would not be more than
five dollars a year, with one Tone Cabinet
in use,.

As to space, the Hammond Organ may
be installed in any convenient place, as its
console is only 48" long, 24" wide and
3714" high. Hence it would not, if installed
in the sanctuary, occupy more space than
that of two stalls. The power cabinet,
which is 27”7 wide, 15" deep, 30" high, may
be placed wherever it sounds best.

This console, so complete and compact,
enables the organist to have his choristers
near him — a feature which is at all times
most desirable. For practice purposes the
organist can silence the loudspeakers and
plug in a set of ear-phones. Here, if the
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reader has followed the writer's recital of
advantages, he might exclaim: “It is a
revelation to me that the Hammond Organ
with all its possibilities could be procured
and installed for a price which is but a
small fraction of what another instrument
at all comparable would cost!” Yes, and I
would add: “It surpasses, it seems, all elec-
tronic attempts.”

A few weeks after my acquaintance with
the use of The Hammond, I expressed a
desire that, later on, The Hammond Organ
Company might add to the same console a
series of registers, knobs or tilting tablets,
instead of the black - and - white pre - set
combinations and the harmonic controllers.
That idea of mine would be futile today,
because any organist who has studied the
principles embodied in Hermann von Helm-
holtz’s (1821-94) theories of tone quality
with resultant harmonics, readily sees that,
on The Hammond Organ, these principles
are simply and most ingeniously disposed
for tone combinations.

The pedal keyboard of the concert model
Hammond of 1935 had but 25 notes, and
I understood that the top seven pedal keys
had been omitted in order to assist in at-
taining the objective of the designers —
namely, a compact, portable, relatively low-
priced instrument. This objective, I duly
understand and know well that many
“would-be"” organists, even when their in- .
strument possesses these seven top pedal
notes, rarely use them, notwithstanding
their being scored! But an artist needs more
than 25 pedal keys! Bach’'s organ literature
requires at least the top d: Guilmant’s,
Widor's, Vierne's and others’ often require
d, e, f, g. Though the omission of the
seven top notes on the pedal clavier is
not for many organists a serious objection,
and, considering the designer's objective, a
justifiable compromise, I must add that for
organists desiring a full scale pedal clavier,
there exists a special concert model of the
Hammond Organ. This, naturally, is avail-
able at a higher price than the other model.

As to accessories: — the Tremulant or
Tremolo, an effect which the writer seldom
makes use of, is present, but it is adjustable
to the degree suiting one’'s own musical
tastes. This accessory, the Tremulant, is
controlled by a knob. When the knob is
turned as far as possible to the left, the
Tremulant is entirely off. To put it on, the
knob is turned to the right (clockwise), and
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the degree of tremulant or vibrato gradual-
ly increases until it reaches the maximum at
the extreme right position. Further, the
white dot marker on the said knob indicates
at a glance the degree of tremulant present.
This system, if used at all, makes it possible
to have a mild tremulant for flute qualities
and a more vibrant one for string qualities,
etc., thereby making its use coincide with
the organist's own musical tastes. ‘In us-
ing the Tremulant, the tones do not waiver
in pitch, for only their intensity is being
periodically changed.

Organists must be warned against evalu-
ating this electronic organ in pipe organ
terms. It is not a pipe organ, though it
duplicates the pipe organ tone and is also
capable, in some measure, of producing
tone combinations that cannot be found in
a pipe organ. A serious mastery of elec-
tronic organs is not too difficult. The
Hammond Organ has proven to be a boon
to organists in churches, abbeys and friar-
ies (pace), convents, chapels, homes and
elsewhere,

His Eminence, Cardinal O’Connell, Arch-

bishop of Boston, heard the instrument and-

marvelled at its fidelity to pipe tones. Mr.
Richard Appel, the Custodian of the Brown
Music Hall at the Boston Public Library,
an organist, as well as other local musicians,
felt most enthusiastic after playing it for
the first time. Msgr. Joseph Bosetti, Vicar
General of the Denver Diocese and the
Very Rev. Dom Gregory Hiigle, O.S.B,,
an organist and gregorianist, Prior at Con-
ception Abbey, Mo., made a visit to the
Hammond Headquarters in Chicago. They
were impressed with the instrument and
saw fit to recommend it to prospective buy-
ers. (1936).*

Personally, I have used the Hammond
Organ for four years. I understand its
mechanism, and relish its tones and ample
possibilities of registration. It accompanies
the Chant with great satisfaction and real
organ literature can be interpreted on it.
The music of Bach, Franck, Vierne and
their worthy emulators sounds well and
churchly on the Hammond Organ.

*Dom G. with reservations (as later expressed in

The Caecilia).

(Note: As reference to the accompanying of Gre-
gorian Chant on the Electronic Organs, confer Rev.
Father E. Mourey’s article in Revue Grégorienne
(July-August. 1937, pp. 149-158 but especially pp.

As regards the new models, The Ham-
mond Model B has entirely replaced the
Model A in sales, although the latter is
still the standard Model and still available.
The Model B contains, for each of the top
35 notes in the Treble, two auxiliary Tone
Wheels or Discs, one generating slightly
sharp of the fundamental and the other
slightly flat of the same fundamental. This
produces some harmonic enrichment, when
it is played medium loud; it is called the
CHORUS, and is controlled ‘on-or-off’ by
an extra drawbar. When the Chorus is
used in the proper manner it adds very
materially to the illusion of uncertainty in
pitch and as such it is really necessary
where the acoustics are not live.

The Model B Console case is now also
standard for the Model A, is five inches
deeper than before, but there is no other
changes in appearance. The volume is no
greater with the addition of the Chorus,
but its carrying quality of tone is better,
much better for accompanying congrega~
tional singing.

As to the new Model E? This has two
swell or “expression’’ pedals; one for each
manual; also two Tremolos. The Pedal
clavier is concave and radiating and the
compass extended to 32 notes. Instead of
the Pre-Set Keys on Models A & B, Model
E has Pre-Set Pistons, Stop-Names on the
said Pistons. There are four Pedal Pistons,
a Great to Pedal Coupler, Visual Indicators
for both “expression” Pedals and Pedal
Pistons. The Console is Gothic in style,
closed in the back and sides. As to tonal
resources of the new Model E they are the
same as those in Model B.

*x * *

At first the writer had thought of devot-
ing his lecture or conference entirely to the
treatment of The Hammond Organ, or else
covering the entire field of Electronic In-
struments: Organs, Harmoniums, Photonas
like the one of the late Mr. James H. Nuttall
of Los Angeles, a former Organ Builder,
and other experiments. But the Hammond
being, in this country and abroad, what
everyone discusses and since it is certainly
a musical and commercial success, 1 kept
it to end my series of lectures. Other elec-
tronic ventures may meet with some ade-

157 and 158. Revue Grégorienne is the official organ

of Solesmes Abbey. Fr. Mourey continues treating
the same aspect in the last number of the said
Revue Grégorienne.)
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quate success, given time for more experi-~
menting.  The others, also using light-
beams, like the New Farrington (invented
by the nephew of the Choralcello-celebrity),
a Photo Electric Tone reproducing organ
made in Hollywood, are, to my mind, but
inventions, in describing them, holding in
their individual treatment, only some acad-
emic interest. Furthermore, it is known that
those inventions are by now, commercial
failures and like former experiments in the
same field, they will be forgotten in a short
time. Dura Lex sed Lex.

Electronic Instruments, those which have
proven their worth, have come to stay.
They will continue to be developed surely
as time goes on and in the meantime the
Electrone is a benefit to the entire world.
Among the many musicians, the organist
usually was the one who did not own his
own instrument and this naturally was a
handicap. How was one to study, to teach
and to compose? Here is an opportunity
for the organist to possess his own instru-~
ment and since the Electronic Instruments
are being acquired in so many homes every
Electrotone owner then becomes a pros-
pective student for some professional or-
ganist?

The Hammond Organ is not perfect; it
is still in its infancy. As years of more ex-
perimenting still ahead, the writer fancies
the possibility of more improvements and
that in the traditional lines and lore of the
conventional organ. Then, there is the idea
that someday the Hammond may be com-
bined with a conventional organ: Diapason
Family and the Reed Family supplied by
the organ, and the solo flutes, strings and
reeds being furnished by the electrones; all
to be played from the same console.

The reader might feel, if he has followed
these long paragraphs over the Electronic
Instruments especially The Hammond, that
he is too enthusiastic. Some readers may
not believe him, even though he be sincere,
unless he would have made his position
clearer as a disinterested musician by stat-
ing his praise more subtly? But all that
which has been stated must not be read and
understood as competitive talk or writing as
the writer is not an agent but an enthused
organist who has followed the develop-
ments of the Electronic Instruments from
their beginning, in America and in Europe.
His aim in stating the facts and resources
— pros and cons — of these inventions

was, and is, but that of joining in the mer-
ited praise given these instruments by his
colleagues, and especially as regards The
Hammond, with the eminent Artist which
is Don Fernando Germani.

* * * *

The ‘“‘expressiveness”’ of the Hammond
Organ lends itself to accompanying Gre-
gorian Chant. Ecclesiastical Chant, in the
apprehension of any false coloring or fan-
tasy, had smoothed, allayed and measured
its rhythmic values, to the extant of its
becoming but a succession of notes of al-
most equal duration, without accent of any
intensity, and differing from one another
only in pitch. At least, it was thus during
the life time of Franck and Béellmann,
until the Benedictine Monks published their
researches and studies. Albeit, as older per-
sons had heard it, it does not mean nor im-
ply that in his golden age, the sacred
cantilena of the Roman Church, the Chant,
(Gregorian or Plain Chant), lacked ex-
pression. The general characteristics of the
sacred cantilena, in its broad lines, reflect
the propelling form of emotional tension sug-
gested by its text. This it was that stirred
Guy of Arezzo, O.S.B., — reflecting thus
on his teaching, — to write that “the chant
should reflect the sense of the words: —
things sober or sorrowful call for grave
neums; things of gentle character demand
graceful neums, etc.”

Gregorian chant, sung according to the
above mentioned sense of Guy of Arezzo,
and accompanied on the Hammond Organ
(just like the other Electronic Organs of
Coupleux, (et alias et aliud), maintains its
character, its moods of paradisaical aloof-
ness, sublime repose and steadfastness, an
emblem of the soul, established in unwaver-
ing christian hope. It is to the liturgically
minded organist, whether interpreting or-
gan literature or accompanying the singing,
to know how to preserve and maintain this
“aspiration” and calm resignation.

(Note: But here as elsewhere in the study of Guy
d'Arezzo (+4c 1050) one must see in his teaching
the propagator and not the inventor. This method
of illustrating “expression in Chant” was the propri-
um of the Benedictine Congregation of Cluny (910-
1792). It was first taught by Abbot Odo de Mercoeur,
O.SB. (+942) to his pupil, Odo of St.-Maur-des-
Fossés Abbey, near Paris, who in turn trained Guy
d'Arezzo, for the latter was also a Frenchman, and,
before going to Italy, he had professed the Benedic-
tine Vows at St.-Maur-des-Fossés Abbey.)
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Any offering to the Most High can be
but a most sublime act; thus should be the
offering of the artist musician by the com-
bination of the most beautiful of earthly
sounds. The rarest and most precious flow-
ers deck the Altar of worship. As from
the sacred censer rises and floats the most
delicate perfumes, chosen from the purest
essence, so, too, the sounds, natural .or
harmonic, just as they vibrate throughout
all creation, are as a most agreeable sacri-
fice to God. The beautiful in the realm of
sound, with all its sweet-toned plenitude is
highly adapted to vocal singing.

May the liturgical organist, having the
solace of using the Hammond Organ in
accompanying the choral worship, be re-~
minded in his exalted function to make to
God a real offering, consisting only of the
best, the rarest, and most beautiful of gifts
imparted to him by the Almighty.

* * * *

The Electronic Organ has ‘“‘expression,”
and therefore it is an instrument with more
sensitiveness, more humanity, more emotion
than the pipe organ with its “inertia”’, with~
out being necessarily impassioned and mun-
dane. The Electronic Instruments, being
passive, possess that religious or profane
character ‘which might come from the or-
ganist and not from the builder. In this re-
gard, I have in mind the words of Elwart,
a former professor at the Paris Conserva-
tory (1862), who said that “mundanity or
worldliness is not in the organ but only (a
little sweeping perhaps) in the performer.”

It is not because away from the church
one may amuse himself that at church one
must feel sullen, dejected, gloomy, or cast
down . . . this would not be at all the veri-
table spirit of Christian Worship, for the
latter strives to have the souls vibrate by
gladdening and brightening them, just like
the sun causes flowers to bloom. The
Church’'s solemnities are days of rejoicing;
an unyielding pipe organ would apparently
go well with the mournful recollection of
some congregations. Though there would
be no need to awaken sullen and dull con-
gregations with operatic excerpts or martial
strains, nor even with the fast toccatas,
which have been the predilection of many
good organists, one is reminded of the
works of the old masters, those who lived
in the centuries of faith. In these one finds
much gaiety, much grace, much charm,
much tenderness; in a word, all musical

qualities, but no gloom. On the Hammond
Organ one may phrase well, accentuate ef-
fectively, and shade minutely., All these
great advantages render sacred music ~—
music of religious inspiration faithfully in-
terpreted —more beautiful and more worthy
of the Lord. The music becomes more
communicative, and better for the souls as
also more artistic to the ears. As such,
music played on the Hammond expresses a
force, an idea, rather than an individual
sentiment, just as a cathedral, a palace, a
castle or other manifestation of abstract
art,

Collective prayer is made up of individ-
ual prayers. Since it is desirable that the
organist also pray, his prayer should be his
music harmoniously blended with the pray-
ers of the faithful and the collective voices
of the singers.

Let us hail, then, with sympathy the prog-
ress — for it is, as yet, a veritable progress
— realised by the invention of the Radio-
Electric Organs, the Hammond Organ
(pipeless organs) and the Radio-Synthetic
Organs (having some real pipes, but in a
very limited number). These instruments
prove most satisfactory. Their success on
the market was immediate.

By way of historic digression into the
field of short-lived organ ventures, we here
mention the names of Flight and Robson,
who at London in the year 1815 constructed
large organs of five manuals and pedal cla-
vier. These instruments were pompously
called the Apollonicon and were played by
six organists at the same time. Thirty years
after, there was no demand for such a
mechanism. Twenty-five years ago Farring-
ton invented his Choralcello, developing the
strength of harmonics, artificially, to the
prime tones. Its cost was excessive, and the
mechanism was so complicated that it took
three men and the sacristan to keep the
Choralcello operating. Nearer to us (1925)
the inventor of the Luminaphone, which
was highly tauted, did not prove successful.
All these, dear reader, are but memories.

Others, too: — the American Telehar-
monium of Dr. Cahill (year 1908, please);
the German Trautonium for which instru-
ment Hindermith and also Schmidt wrote
selected pieces; the queer Electronde which
emitted sounds like the vibrations of a
bowed hand-saw. Proh Dolor!

Flight and Robson ventures just as the
ones from the Farringtons brings to mind
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the recent invention of Mr. Maurice Mar-
tenot, whose instrument is named after him,
Le Martenot, A curious instrument, too; it
was and continues to be in use at concerts
at the Paris Exposition Grounds (1937
-1938).

The Martenot reminds one of the Far-
rington Choralcello, in that, the latter, re-
quired three musicians to have played it
while the MARTENOT, if you please, in
turn, requires eight musicians also . . . .

The Martenot, however, looks like the
keyboard and console of an European Har-
monium, but in appearance only. As to
tone, it is that of the WAVE-ORGAN,
superimposed in a single oscillating circuit
the waves of the two triod lamps’ each at-
tuned on a different wave-length preducing
the phenomenon. The Martenot can give
many timbres, creating the illusion of the
saxophone, violin, flute, clavicimbalon, horn,
oboe, viola, etc.; besides other timbres, nat-
urally, timbres not recalling those of any
other instrument, but which are character-
istics of The Martenot, But this instrument
requires eight players, for the reason that
though its little keyboard is single, eight
players are necessary to render any music
for the curious reason that one player can
play but one note at the time . .. As such,
music from Bach to Debussy may be played
and well interpreted. To the left of the
keyboard are located four pairs of minus-
cule buttons, red and white. They effect-
ively enough recall the organ stops; here,
four different timbres and to get a stop, or
to suppress it, the intended registration is
gotten by pressing the required button,

There is another curious detail as re-
gards the “expression” on The Martenot.
In a small sachet made of thin leather
skin, has been sewed a mixture of pulver-
ised coal and mica. Through the interme-
diary of a small lever the player flattens
more or less, as is desired, the said sachet
which is placed in the circuit of the loud-
speaker. Those compressed grains of pow-
der, being in a more intimate contact, the
resistance of the electric current diminishes
and with it, the intensity of tone augments
or diminishes at the will and demand of
the acting lever. The writer had fancied
that sooner or later chemistry would be
called upon in some of those new electro-
phonic inventions, but had never suspected
that compressed grains of powder would
enter the field of electricity, in order to

serve as a medium for a Swell or a Cres-
cendo Pedal?

Though curious and interesting The
Martenot for obvious reasons its use is not
for Liturgical Worship any more than are
the individual Photonas.

What a contrast between those elaborate
and expensive attempts and the wonderful
simplicity exhibited in the Hammond Or-
gan, those of Coupleux and Father Puget-
St. Martin from Europe. If there is any
guarantee of success, it certainly lies in the
remarkable reduction of mechanical parts
to a minimum, including, as a matter of
course, reduction in bulk and price. May
the pipeless organ be still more perfected
as time goes on.

(To be continued)

PIUS X SCHOOL OF LITURGICAL
MUSIC CONDUCTS VESPERS
IN NEW YORK CHURCH

Beginning with Septuagesima Sunday,
February 13th, a series of four Sunday af-
ternoon congregational Vesper services be-
gan; being conducted jointly by the men's
Schola of the Liturgical Arts Society and
the Choir of the Pius X School of Liturgi-
cal Music.

In arranging for the Vespers, an effort
was made to accomplish two things: first,
an intelligent appreciation among the Cath-
olic laity of the liturgy of the Church; and
second, actual participation in the same, ac-
cording to the mind of our Holy Father,
Pope Pius XI. The men’s Schola alter-
nated with the Choir of the Pius X School
in the chant, the former as choir, the lat-
ter leading the congregation. All present
were invited to join in the chant of the
Psalms, the Latin and English text of which
was distributed. -

On Feb. 13, vespers was at St. Vincent
Ferrer'’s Church, Lexington Ave. and 66th
Street, at 4 p. m., followed by afifteen-
minute instruction, and Benediction. Rev.
John La Farge, S. J., gave the instruction..

Future dates for the services are as fol-
lows:—

March 13th — St. Vincent Ferrer's
Church: Instruction by Rev. V. C. Dono-
van, O. P.

April  3rd — St. Vincent Ferrer's
Church: Instruction by Father LaFarae, S.J.

May 1st — St. Vincent Ferrer's Church:
Instruction by Father Donovan, O. P.
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AN ADVENTURE IN PLAIN CHANT

by

by REV. ROBERT HOGAN, S.M.

Villa St. Jean
Fribourg, Switzerland

ON the night of December 8 in the
Catholic town of Fribourg, Switzer-
land, an enterprising and devoted organist
set himself to the task of putting over plain
chant to the Catholic people of his city.
He assembled a choir of 240 voices, used
the church of the Black Franciscans as
his auditorium, and spellbound an audience
— or rather a congregation — for one and
a half hours with nothing but Gregorian
melodies. Then, as a daring finale, he in-
vited the congregation to take part in sing-
ing the exclusively Gregorian benediction.
He succeeded admirably.

The man: Professor Gogniat, organist
of the Cathedral and teacher of music at
the conservatories of Fribourg and Lau-
sanne; his secret; his confidence in the art
and power of these enchanting melodies.

The Concert

Though limited to this field of unison
music, Professor Gogniat skillfully varied
his program with an alternation of graduals,
offertories, alleluias gathered from the dif-
ferent offices of the Blessed Virgin. Intro-
ducing the concert with the familiar Gau-
deamus, introit of the Assumption, he pro-
ceeded to some less known but equally
beautiful graduals, alleluia versicles and
tracts which ordinarily do not receive their
proper recognition. In order to assure a
more interested attention, the organizer put
the performers in plain view, situating them
in the choir stalls of the monks. The text
of each piece, read in French and German
before its rendition, aided toward a more
intelligent and prayerful attitude of the
audience.

THE PROGRAM
Organ: prelude in C major
Introit: Gaudeamus
Gradual: Benedicta es tu
Alleluia: Tota Pulchra es
Offertorium: Ave Maria
Gradual: Propter Veritatem
Communio: Florete Flores

NN =

8. Tractus: Tu gloria Jerusalem
9. Offertorium: Assumpta est Maria
10. Alleluia: Vox turturis audita est
11. Salve Regina (solemn tone)
12, Organ: Domine (Deus Couperin)

THE BENEDICTION

1. Jesu Dulcis Memoria

2. Concordi Latitia

3. Tota Pulchra Es (Pothier)
4. Alma Redemptoris Mater
5. Tantum Ergo (XI century)
6. Litany of Blessed Virgin

Though all the selections were sung a

.cappella, the audience and choir were pre-

pared for the varying moods of the pieces
by clever organ introductions composed for
the concert by the director. They were
short, of widely different character, and
made use of the great variety of a beautiful
organ. Of particularly happy effect was the
polyphonic introduction to the Florete
Flores, communion of the feast of the Holy
Rosary. In none of the others did the
composer so completely capture the smooth
Gregorian spirit as in this one. The dove-
call, however, in his introduction to the
Alleluia: Vox turturis audita est was per-
haps overdone considering the sacred char-
acter of the chant.

Thanks to the careful selection of varied
pieces and the alternation of full choir
with renditions by selected groups and
soloists, the interest of the auditors did
not flag a minute during the one hour and
a half. The length and range of the pieces
chosen allowed the display of the best tim-
bres of both the basses and tenors, and per-
mitted the execution of full crescendos in
building up the climax and smooth graceful
cadences in the conclusions. The three
graduals were executed each by a differ-
ent portion of the choir, the versicles were
the work of two soloists, while the endings
were taken up by the full choir. Other
groups were allotted the rendition of the
alleluia versicles and were aided by the full
choir in the alleluia refrain. Full chorus

(Continued on Page 115)
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Our Musie This Month

“Our Lady in Eastertide” is a fine poem set to the music of the well
known German hymn, “Lasst uns Erfreuen”. Several English settings
have been made of this piece, but we believe that this poem is the most
Catholic in spirit.

For the coming Easter season the hymn “Christ the Lord Is Risen”
by Father Zulueta will be found practical and attractive. It has the spirit
of Easter with a strong refrain. The “Sons and Daughters” is an English
arrangement of the “O Filii et Filiae” and is probably the best known Easter
hymn in existence, being used both in the Latin version andthe English
version throughout the world. “The Strife Is O’er” attributed to Palestrina
is likewise a traditional piece here arranged in practical form.

Mr. McGrath has composed a new setting of the Easter Offertory for
choirs of mixed voices. Needless to say, this is good music, as the composer
continues to be recognized as one of the best writers of Catholic church
music in this country.

Dr. R. Mills Silby, formerly of the Philadelphia Cathedral, now of St.
Ignatius Church, New York City, has composed for tenor, baritone and bass
voices a selection of pieces for use during Holy Week services. This ar-
rangement is not only new, but it shows the hand of an experienced Choir-
master. Dr. Silby was, at one time, assistant to the renowned Sir Richard
Terry at Westminster Cathedral in London. We present here a few pages
showing his treatment of music for Holy Thursday and Good Friday. Sem-
inaries and other choirs of men will hail this music as attractive technically
and practically, as a relief from the monotony of the average Holy Week
book. Dr. Silby’s publication is one of the most important contributions to
Church music literature issued in recent years and it is expected that during
coming years, this music will be heard throughout this country and Great
Britain,

The “Aurora Coelum Purpurat” is by the late Msgr. H. Tappert. This
hymn and an arrangement of the ““Stabat Mater”* by Nanini, are fine com-
panion pieces of the best type published in an edition which also contains
an “Adoramus Te”"* by Mettenleiter, making up a useful set of one page num-
bers for this season of the year.

* Stabat Mater, and Adoramus Te, in SATB arrangement, used in last month’s Caecilia.
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*OUR LADY IN EASTERTIDE

(Lasst uns Erfreuen)

Arr. by JAMES A.REILLY
17th Century melody

From each there flows a  joy- ful lake—
Its ris - ing sur- ges whelmthee der:
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1. Re - joice all ye that sor-rowed sore;
2.Where,mar-tyred Moth-er, all thy pain?
3. Ah Ma - ry, pur-est maid-en, say— Al-le- lu - ia!
4. Five Wounds He suf-fered for our sake;
5.That glo-rious sea hath ne'er a - shore;
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Ma - ri - a weeps and sighs no more:
'Tis gone and com - eth not a -gain:
From Je - sus hast thou heardto-day? Al-le-Iu - ia!
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*Also known as''Ye Watchers eand Ye Holy One’’
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Five seas of joy: and from His Side
Ah La- dy, lis- ten to our prayr;
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The clouds are scat-tered far a - way;
0  bro - kenheart/tis  well with thee;
It must be so. Such joy di- vine Al-le-In - ial
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Sweet sun-shine glb-ri - fies the da.y:
Thy grief is turnedto  ee: - sta - sy. -
Comes on - ly from that Son of thine:: Al.le-lm - ia
Flows o'er thy heart the bliss-ful tide.
And in thy plen-ty let wus share:
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CHRIST THE LORD IS RISEN.
ALLELUIA!

‘Words by
Miss LEESOM : F.M.de ZULUETA,S.J.

With spirit
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1.Christ the Lord i\s/ risn to- day; Christians,hasteyour vows to pay:
2.Christ the Vic-tim un- de-filed Man to God hath re - con-ciled:
3.8ay, O won-dering Ma- ry, eay Whatthousaw-est on the way:
4. Christ,whoonce for sin-nersbled, Now the tirst-born from the dead,
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I Of - fer Him yT)fxr prais-es meet At the Pas-chal Vie-tim's feet;
When instrangeand aw - ful strife, Met to-geth-er deathand life;

“I  be-held where Christwas lain, ~ Emp -ty tomb and an - gelstwain;
Throned in end-less might and powr, Lives andreigns for - ev - er more.
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For fhesheepthe Lamb hath bled, Sin - less in the sin - ners stead.

Christians on this hap - py day, Haste with joy your vows to pay.

I  be-held the glo - ry bright Of the ris - ing Lord of light)

Hail e -ter-nal hope on high! Hail, thouKing of vic - ta- ry!
~
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CHORUS (Unison) Cox forza
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Christ the Lord is risn on high;
Christ the Lord is risn on high;
Christ my hope is rish a - gain;
Hail, thou <Prince of life a - dored
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Now He lives no more to die.
Now He lives no more to die. .
R . Al - le-Iu - ia!
Now He lives and lives to  reign.
Help and save us, gra-cious Lord!
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SONS AND DAUGHTERS
(O Filii et Filiae)

Rev.E.CASWALL : (French XVII Century)
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1.Ye sons, and daugh - ters of the Lord! The
2. All in the ear - ly  morn . ing gray  Went
3. 0f epi - ces pure Y pre - cious store In
4. Then stright-way One ° in, white__»  they see,,  Who
6. This = told they Pe - ° ter, told they John, Who
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King. of glo - Ty King a - dored, This
ho - ly wo men on their way, To
their pure hands those wo - men  bere, 6 2
saith, “Ye seek the Lord; —  but He Is
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THE STRIFE IS OER

Palestrina
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1. The strife is
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oer, the bat: - tle done, The vic- to -
2. The powrs of death have done their worst, But Christ their
3. The three sad days are quick - ly  sped, He ris - es
4. He closed the yawn - ing gates of hell, 'The bars from
5. Lord! by the  stripes that wound - ed Thee, Fromdeathsdread
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ry of life is won;  The song of tri - umph
le - gions  hath dis - persed; Let shout of ho - ly
glor - ious from the dead; All glo - ry to our
Heavens high por - tals fell; Let hymns of praise His
sting Thy serv -- ants. free, That we may live and
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Terra Tremuit

Translation:— T%e earth trembled and. was

still when God arose in judgment.” Alleluia JOSEPH J. McGRATH
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Hymnus temp. Pasch.
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H. Tappert.
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1. Au-ro-ra coe - lum pur -pu - rat, Ae -ther re sul - tat
2. Rex il'- le dum for-tis - si - mus, De mor-tis in - fer -
3. Cu-jus se-pul-crum plu -ri - mo, Cu-sto - de si - gna-
4 Sat fu-ne -ri, sat la - cri - mis, Sat est da - tum = do -
5. Ut sic pe-ren - ne men-ti - bus, Pa-scha-le, Je - su,
6. De-o0o Pa-tri sit glo-ri . a, Et Fi - lio qui a
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1. lau - di - bus, Mun-dus tri - um - phans ju - bi - lat
2. no spe - cu, Pa-trum se - na - tum 1li - be - rum
3. bat la - pis, Vi.-ctor tri - um - phat, et su - o
4. lo -, ri -bus Sur-re - xit ‘ex - stin - ctor ne - cis,
5. gau - di - um, A mor -te di . ra cri - mi - num
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In Monte Oliveti See Page 7
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Eecce. Vidimus
¥ Responsory 111
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Canticum Zachariae
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1. Be - ne - dictus Domi - - - nus De - wus Is -ra - el: *
3. 8i - cut locutus est per os san - e¢to - rum, *
5. Ad fa - ciendam misericordiam cum pa - trem no - strum, *
7. Ut ~ si - netimore, de manu inimicorum
o nostro-rum li - be - ra - ti, *
9. Bt tu puer, propheta Altis - - si - mi vo -ca - be - ris: *
14. Per vi - scera misericordi - - ae De - i no - stri: ok
ﬁ%—-——p i
! = G
U .
1. quia visitavit et fecit redemptionem ple - bis su - - ae.
3. qui a saeculo sunt, prophe - - - ta -rum e - - jus:
5. et memorari testamenti su - 1 sa - - neti.
7. servi - - - - - a - mus il - - li:
9. praeibis enim ante faciem Domini parare vi - as e - - jus:
11. in quibus visitavit nos, ori - - - ens ex al - - to:

Et erexit cornu salutas
Salutem ex inimiecis

Jusjurandum quod juravit ad
Abraham patrem

~_In sanctitate et justitia coram

Ad dandam scientiam salutis
plebi

nos

. Illuminare his qui in tenebris et
umbra mortis

se

Chmstus Faetus est

in domo David pueri su
;fet de manu omnium quio-| de
daturum se no
omnibus diebus > [no
in remissionem
peccatorum.e-| o
s ad dirigendos pedes
nostros in viam |pa

bis.
stris.

rum.

cis.
Repeat Antiphom
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Mor -tem au-tem in era - cis Pro-pter quodet De - us ex-al - ta - vit il- Jum .
Mor - tem au-tem in eru - c¢is Pro-pter quodet De - us ex-al - ta-vit il- lum
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et de-dit il-1i ne - menquodest su - per om - - ne © HO - - men.
et de-dit il-1i mo - men quod est su - per ' om-ne no - - men.

et de-dit il-1i no - men. quedest s - per om - ne no - - . men.
On Wednesday evemng sing only as far as 1st Double bar, -
on Thursday evening to 2nd Double bar and on Friday even-
ing to the end.

Miserere
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1. Mi-se - rere mei De - |us: secundum Imagnam
> . . misericor-di-am tu - am.
3. Am-pli -us lava me ab iniquitate me - a: et a peccato me-o mun-da me.
5. Ti-bi soli peccavx, et malum .
coram te fe - eci: ut justificeris in sermoni-
bus tuis, et vincas cum ju-di - ca - ris.
7. Ec-ce enimveritatemdile - xi - sti: incerta et occulta sapien-
tiae tuae manife sta-sti mi - hi.
9. Au-di- tui meo dabis gaudiumetlaeti - ti - am: et exsultabunt ossabu - mi-li- a - ta.
11. Cor mun-dum crea in me De - us: et spiritum rectum innova
in visce-ri - bus' me - is.
13. Red-de mihi laetitiam salutaris tu - i et spiritu principa = - 1i con-fir - ma.
156. Li- be - ra me de sanguinibus Deus, )
eus salutis me - ae: et wxsultabit lingua mea
justi-ti-am tu - am.
17. Quo-ni - am si voluisses sacrificium,
dedissem u - ti - que: holocaustis non de -lec - ta - be-ris.
19. Be-ni-gne fac Domine in bona
voluntate tua Si - on: ut aedificentur mna - ri Je-ru-sa-lem.
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2. Etsecundum multitudinem
miserationum tuja - - |rum,| dele iniquitatem
4. Quoniam iniquitatem meam ego co -igno | - sco: | et peccatummeum contra me est
6. Ecce enim in iniquitatibus con - Jcep -| tus |sum:|et in peccatis concepitme mater jme |- ja.
8. Asperges me hyssopo,et mun - |da - bor: | lavabis me,et supernivem deal -{ba |- |bor.
10. Averti faciem tuam a peccatis me - is: |et omnes iniquitates meas de |- [le.
12. Ne projicias me a facie tw - a: |et spiritum sanctum tuum ne-
, auferas a me.
14. Docebo iniquos vias tu - as: |et impii ad te conver - - {ten |- |tur.
16. Domine labia mea a - pe -| ri -|es: |et os meum annuntiabit laudem [tu |- jam,
18. Sacrificium Deo spiritus contrlbu ia - tus: | cor contritum et humiliatum
) Deus non de-|spi-jci-{es.
20. Tune a.cceptahls sacrificium
justitiae, oblationes et holo-|caus| - ta: |tunc imponent super altare tnum{vi - [tu-los.
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Nos autem gloriario - - [po -] tet in eruce Domini nostri Jesu Chri - sti:
in quo est sa - | lus, {vita, et resurrectio no - |stra:
per quem sal - - - - |va - | ti et liberti su - |mus:

Ps.Deus misereatur nostri et benedi- ) )
cat{no - | bis . |illuminet vultum suum super nos,

et misereatur |no - |stri.
£ Nos Autem
GRADUALE. See Christus Factus est. Page 73.
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Dextera Domini fecit vir - tu - | tem, { dextera Domini exal - - |ta-vit | me:
non moria, sed vi - | vam, | et narrabo opera Do-mi -| ni.
Communio
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Dominus Jesus postquam coenavit
cum disecipulis su - is, |lavit pedes eorum, et ait il -] lis:
Scitis quid fecerim vo -| bis, jego Dominus et ma - - - | gi - |ster?
Exemplum dedi vo -| bis I ut et vos ita faci - - - - a - [tis.
Omnes Amici
Responsory
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Om-nes a-mi-c¢i me-i de-reli-que - - - runt me, Et prae-
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AN ADVENTURE IN PLAIN CHANT
(Continued from Page 97)

sang the offertories, Toward the end of
the program, in contrast with the men,
forty boys’ voices gave an airy rendition
of the Vox turturis audita est,

It was in the singing of the benediction,
however, that Professor Gogniat showed to
the full his salesmanship. After the audi-
ence had been well attuned to the rhythm
of the Gregorian by the excellent work of
the schola, they were ready and enthusias-
tic to take their part in chanting the hymns
and did it with astonishing unison and flex-
ibility for impromptu mass singing- Though
Jesu Dulcis Memoria and Alma Redemptoris
were well executed, the refrain Veni, veni
de Libano in Dom Pothier's Tota Pulchra es
seemed to take the fancy of the audience.
That easy, pleasant melody which they re-
peated three or four times with so much
grace, must have lingered in their memory
— a delicious aftertaste.

The Preparation

Despite the novelty and success of this
concert, it was really a simple affair to
manage. The choice of program, the meth-
od of rehearsal and the manner of rendi-
tion, solos by individual sections to relieve
the load of general rehearsals, the exper-
ience of the choirs (for the most part,
theological students of the University of
Fribourg) —all helped to simplify the prepa-
ration. Since the music offered no difficulty,
the chief care of the director was to weld
his eleven groups into one chorus. His

task was to smooth the difficulties arising -

from the difference of interpretation and
nationality (eighteen were represented),
and to blend the voices to a uniform timbre.
To accomplish this Mr. Gogniat gave him-
self just one month.

He gathered his choir by letters of in-
vitation, followed these with announcement
of the program and various instructions for
the execution of the several pieces. This
letter was a somewhat detailed discussion
of each piece, reviewing points of em-
phasis, pointing out special interpretations
of certain passages and in general antici-
pating the conflicts that might arise from
the different systems used. Each group
was assigned its solo work.

After the music directors of the several
houses were given some time to go over

the program with their singers, Mr. Gogniat
visited the choirs, simply to perfect the
pieces and to familiarize himself with the
different groups. Two of such visits suf-
ficed. Then each group practiced its solo
once in the church, the scene of the con-
cert. Finally, a few days before the concert
one general rehearsal was called — leaving
enough time for a second one should it be
necessary. Meanwhile the director had
kept in touch with the units of his choir
by means of three or four letters relating
to dates, to rehearsals and giving further
explanation for interpretation. - - - In this
simple way a beautiful concert was prepared.

We may mention that, although one pur-
pose of the concert was to gather some
money to help the Franciscans rebuild their
convent damaged by fire, there was no
formal admission fee but simply a collection
between the concert itself and the benedic-
tion.

A Few Reflections

Having seen how simple and successful
this concert was, we feel that this method
of instilling an esteem and enthusiasm for
the Church’s music could be popularized and
used in other places also. Moreover, though
we are always dubious about such religious
displays in America, we feel convinced that
in the parishes it would receive a welcome
if the people were prepared in some way —
for example, by congregational singing at
benediction for some time ~ and if the
project were then carried ahead with en-
thusiasm, confidence and daring.

To use a church for what is after all not
a religious ceremony but a concert, may be
a delicate affair for us. In Europe it is more
usual; the churches are commonly employed
for sacred concerts (although even there
some priests cry out against it as an easy
step from the religious to a more theatrical
spirit). But isn’t it Saint Ambrose himself
that gives us the example, who in intro-
ducing to the West the Syrian custom of
singing in the churches did not hesitate to
use his own basilica for teaching his com-
positions?

The eight-page printed program, besides
being tastefully drawn up, (and there were
no advertisements), had the rare quality of
being really helpful: the text of the numbers
was given; in the benediction the parts sung
by the people were accompanied by nota-
tion (in the block notes of the Gregorian
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and on a four-line staff) and above the
notes — here we believe the director was a
little too hopeful — above the notes were
the sol-fa names. Before the benediction
part, the program carried the following
remark in French and German: “During the
benediction the faithful are invited to take
an active part and to sing with all their
heart the parts reserved to them. Stop only
at the half-bars and full-bars and follow
the organ. Soften the endings and mark the
accented syllables lightly.”

Toward accomplishing the main purpose
of the concert — teaching a knowledge of
and arousing an enthusiasm for plain chant

— perhaps nothing contributed so much as
the clear prayerful reading of the text of
each piece in French and German. This
was the task of one of the monks. It made
the theme of the piece understood — for,
knowledge of the sense of the words is
essential in the understanding of the music
in Gregorian — and it made these liturgical
selections come to life for the people.

The concert serves as a model for imita-
tion. Isn't it a step toward the realization
of the goal of the Popes Pius X and XI:
that the plain chant be the chorus singing
of the whole congregation?

Some Chant and Polyphonic Recordings
on His Master’s Voice Discs

GREGORIAN CHANTS (Album Series 120)
Sung by the Monks’ Choir of
St. Pierre de Solesmes Abbey
Conducted by Dom. J. Gajard, O.S.B.
H M. V. D1971 D

Kyrie and Agnus Dei (modes VII and IV)—
From the Mass “Lux et Origo”
(Vatican Ed. No. 1)
Gloria and Sanctus (mode IV) —
From the Mass “Lux et Origo”
(Vatican Ed. No. 1)
H M. V. D1972 D
Introit: Requiem (mode VI)—
Tract: Absolve (mode VIII)
Offertory: Domine Jesu Christe (mode II)~
From Mass for the Dead
) H. M. V. D1973 D
Gradual: Christus Factus Est (mode V), Maundy
Thursday. Communion; Hoc Corpus (mode
VIII), Passion Sunday
Gradual: Jui Sedes (mode VII), 3rd Sunday in
Advent; Gradual; Dirigatur (mode VII),
19th Sunday after Pentecost
H. M. V. D1974 D
Alleluia: Justus Germinabit (mode I) —From the
Mass for Doctors; Communions; Memento Verbi
Tui (mode IV), 20th Sunday after Pentecost
—Quinque Prudentes Virgines (mode V) —
From the Mass for a Virgin not a Martyr—
Pascha Nostrum (mode VI), Easter Sunday.
H M. V. D1975 D
Offertories: Ad Te Domine Levavi (mode II), 1st
Sunday in Advent; Meditabor (mode II), 2nd
Sunday in Lent

Antiphon: Montes Gelboe (mode I), Ist Vespers of
the 5th Sunday after Pentecost, from the monas-
tic Antiphoner; Offertory: Custodi Me (mode
I), Tuesday in Holy Week
H M. V. D1976 D
Respond: Ecce Quomodo Moritur (mode IV), Holy
Saturday Tenebrae
Respond: Tenebrae Factae Sunt (mode VII),

Good Friday Tenebrae
H M. V. D1977 D
Sanctus and Agnus Dei (mode V), from the
Mass “Cum Jubilo” (Vatican Ed. No. 1)
Hymn: Adoro Te (mode V); Antiphon: Salve
Regina (Simple Tone) (mode V)
H. M. V. D1978 D
Introit: Spiritus Domini (mode VII), Sunday;
Communion: Spiritus Sanctus (mode VIII),
Monday; Communion: Spiritus Qui a Patre
{mode VIII), Tuesday
Introit: Da Pacem (mode I), 18th Sunday after
Pentecost; Kyrie “Orbis Factor” (mode I)
(Vatican Ed. No. X ad libitum)
H M. V. D1979 D
Offertory: Precatus Est Moyses (mode VIII), 12th
Sunday after Pentecost
Offertory: Jubilate Deo (mode I), 2nd Sunday
after Epiphany
H M. V. D1980 D
Respond: Descendit (mode I), Christmas Matins
Alleluias: Ascendit Deus (mode IV), Ascension;
Assumpta Est Maria (mode V), Assumption
H M. V. D198t D

Respond: Media Vita (mode IV) —From Septuagesima
Respond: Christus Resurgens (mode II); Antiphons:
Alleluia, Lapis Revolutus Est (mode V), Easter;
Alleluia: Quem Quaeris Mulier (mode V),
Easter;
Alleluia, Noli Flere Maria (mode V), Easter
H M. V. D1982 D
Hymn: Urbs Jerusalem (mode V) —
From the Feast of the Dedication
Hymns: Virgo Dei Genitrix (mode II) —
O Quam Glorifica (mode II)

The Album includes a booklet giving the music
and text with a foreword by Dom Gajard.

PLAINSONG

Sung by The Schola of Ampleforth Abbey
Conducted by Rev. J. B. McElligott, O. S. B.
(Choral unison in Latin, unaccompanied.)

s
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H. M. V. C2087 B
Asperges me: (a) Kyrie Eleison from Mass No. IX
“Cum Jubilo” and Responses to the Preface;
(b) Sanctus and Benedictus from Mass No. IX
“Cum Jubilo”;
(c) Salve Regina (Simple Tone)
H. M. V. C2088 B
Second Alleluia, Verse and Sequence for Whit
: Sunday-and Compline:
a) Antiphon and Psalm “Ecce Nunc”;
b) Hymn “Te Lucis”;
c) Ave Regina Coelorum (Simple Tone); .
d) O Salutaris Hostia

Chants by DOM DOMINIC WILLSON, O.S.B.
Responses by the CHOIR of
ST. JOSEPH'S RETREAT, Highgate
Conductor: Donald J. S. Edeson
Col. DB1586 A
Priest’s Chants with Responses (Vatican Chant) —
(In Latin)
(a) Preface of Easter Sunday;
(b) Pater Noster
(c) Example of Gospel Tone;
(d) Festal Prayer Tone “Ite missa est”;
(e) O sacrum convivium “versicle and Prayer at
Benediction”

MUSIC OF THE CHAPEL OF KING HENRY VI
Sung by NASHDOM ABBEY SINGERS
Conducted by The Rev. Dom Anselm Hughes, O.S.B.
Col. DX581 B

Gloria in Excelsis (with Organ)

(a) Salve Porta Paradisi:

(b) Beata dei Genetrix Maria (with Organ)
Col. DX582 B

Credo (1st Part) (Unaccompanied)

(a) Credo (Concluded);

(b) Sanctus;

(c) Benedictus (Unaccompanied)

A descriptive leaflet is given
with the above records

Col. DX638 B
(a) Altera autem die (Gospel Tone for Palm Sunday);
(b) Alleluia, Ascendit Deus
(a) Alleluia, Dominus in Sina;

(b) Requiem aeternam (Gradual from Mass of the
Dead) :

Choirs Strictly Limited for Men
Rule Is Announced by Bishop Althoff of Belleville

Belleville, Ill. — Choirs in the Catholic
Churches of Belleville will be strictly limited
to men singers, and these must be vested
in cassock and surplice, and concealed from
the congregation by a screen, the Most
Rev. Henry Althoft, Bishop of Belleville,
has directed, in a letter to the Belleville
clergy.

Citing the regulations set forth in the
Motu Proprio on Church Music by Pope
Pius X, and the Apostolic Constitution,
Divini Cultus Sanctitam, of Pope Pius XI,
Bishop Althoff ruled that after the First
Sunday of Lent, March 6, the following
regulations were to become effective:

Women and girls may sing only from
their pews as part of the congregation.

Congregational singing is to be intro-~
duced not only for the hymns at low mass
and for afternoon or evening devotions, but
also for the responses and the ordinary
parts at high mass. ,

Women organists should be replaced by
men wherever possible but where this is
not possible the women organists are not
to sing together with or alternate with the
choir of men and boys. In this connection,
religious sisters are no longer to function
as organists for male choirs.

A general exception is made allowing
choirs composed of nuns and their pupils
to sing together in their own convent. This,
the Bishop explains, is because they are
not church choirs in the liturgical sense.

Bishop Althoff also appointed a Commis-
sion for the promotion of correct church
music in accordance with Motu Proprio.

ST. JOSEPH CENTER TO
LEARN TO CHANT OFFICE
The members of the St. Joseph Center,
League of the Divine Office, N. Y. City, an
organization of Catholic men and women de-
voted to the promotion of daily lay recita-
tion of the Divine Office, who are interested
in learning to chant the Office in choro will

-now have an opportunity to learn how under

the able direction of Miss Julia Sampson,
well known for her work in connection with
the Pius X. School of Music. A member
since the beginning, she has volunteered
to place her services at the disposal of the
center for that purpose. o _

The first meeting at which the chanting
was taken up, was held at 8 o' clock
Tuesday, February 15, downstairs in St.
Joseph’s Church, 125th street and Morn-
ingside avenue, New York City.
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Question and Answer Box

CONDUCTED MONTHLY BY THE EDITOR

“How does it come that the Roman De-
cree of 1912 speaks of a modulated recita-
tion, while in “Spotlight,” page 62, you
speak of a “recto tono” recitation?”

A.—In order to dispel the fog we shall
quote in full paragraph 20 of the Roman
Document which bears the title ‘Regula-
tions for Sacred Music in Rome; and
which can be found in the Appendix of
Dom Gregory Suniol's TEXT BOOK OF
GREGORIAN CHANT.

“Note that it is not permissible to omit
any one of the prescribed parts, common or
proper, of the Mass, Office, or any other
function. All the antiphons of the psalms
and canticles, for instance, must be repeated
all through when the rite requires it. When,
as is sometimes allowed, one portion of the
liturgical text can be replaced by the organ,
this text is to be recited in the choir in a
voice which can be plainly heard and un-
derstood, or by the choristers themselves
recto tono. The use of what are known as
contrapuntal melodies sung by heart is,
moreover, abolished, and this both during
the chanting of the psalms and the repeti-
tions of antiphons, responses, tracts, etc.
When these pieces are not executed in Gre-
gorian chant, they must be sung to some
proper and suitable style of music.”

In' this paragraph two kinds of recitation
are spoken of. The first one is called “‘recto
tono, i. e. on a straight forward tone”; it is
used when portions, e. g. antiphons, are re-
cited while the organ is playing. To this
mode of recitation we refer in “Spotlight”,
page 62. The second kind is a modulated
recitation according to a musical pattern.
The contrapuntal melodies sung by heart,
as mentioned in the Roman document, must
have been disedifying or disorderly so that
nothing else could remedy the evil except
suppression.

“Is it permissible to play a violin solo
during Holy Hour? We have an excellent
violinist, and many people told me that their
devotion would be wonderfully increased by
the strains of a violin.”

A. — From the Ceremonial of Bishops it
is evident that a violin must not be played
in church without the special permission of
the Bishop. Pope Pius X says in the Motu
Proprio: “In some special cases, within due
limits and within the proper regards, other
instruments (than the Organ) may be al-
lowed, but never without the special license
of the Ordinary, according to the prescrip-
tions of the Caeremoniale Episcoporum.” ....

There has been a peculiar interpretation
rampant in some places, to the effect that
orchestral instruments are forbidden only
during the liturgica