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The next coming date of Saint Caecilia’s Guild will be the
First Sunday of Lent
on March 10

Let all the members of this spiritual association celebrate with a new
zeal the musical ‘program fixed by the Guild and unite themselves
with all other choirs throughout the land in one spirit of

Eucharistic song;

that some day, through their apostolate, all may be of one voice in
the chanting of the Sunday Mass.

CNOC

The membership of the Guild is slowly but surely
growing; and the joy manifested by all choirs which |
are enrolled is a sign of the soundness of the plan of
this association.

We request all members who did not as yet renew
their membership for 1946 to do it without delay,
that we may send them their dodger. There is no
further fee for this annual service.

We urge again all readers of CAECILIA to get
acquainted with the Guild. Whether they belong to
an experienced choir which is in no need of help, or
whether they are still beginners or handicapped in

some way or other, enroll

not for practical advantages
but to be united with others

in the promoting of the chanted Mass.

Ask for free leaflet of information.
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SACRED TEXTS SACRED SON&S

By Patrick Cummins, O. S. B.
By Michael Mathis, C. S. C.

EUCHARISTIC PSALM FOR SEPTUAGESIME : Ps 59

Deus, repulisti nos, et destruxisti nos:
iratus es, et misertus es nobis.

Commovisti terram, et conturbasti eam:
sana contritiones ejus, quia commota est.
Ostendisti populo tuo dura:
potasti nos vino compunctionis.

Dedisti metuentibus te significationem:
ut fugiant a facie arcus.

Ut liberentur dilecti tui:
salvum fac dextera tua, et exaudi me.
Deus locutus est in sancto suo:
Laetabor, et partibor Sichimam:
et convallem tabernaculorum metibor.

Meus est Galaad, et meus est Manasses:
et Ephraim fortitudo capitis mei.
Juda rex meus:
Moab olla spei meae.
In Idumaeam extendam calceamentum meum:
mihi alienigenae subditi sunt.
Quis deducet me in civitatem munitam?
quis deducet me usque in Idumaeam?
Nonne tu, Deus, qui repulisti nos,
et non egtredietis, Deus, in virtutibus nostris?

Da nobis auxilium de tribulatione:
quia vana salus hominis.
In Deo faciemus virtutem:
et ipse ad nihilum deducet tribulantes nos.

Page 82

Thou who hast spurned us and broken us,
turn now, O God, Thy wrath into com-
miseration:
Thou who hast shaken the earth and rent it,
heal now its wounds and quaking perturbation.
Thou who on Thy people didst lay yoke of
affliction,
who with bitter wine didst set them reeling:
Raise now for those who seek Thee a standard,
round which from arrow-wounds to find their
healing:

From slavery to liberate Thy loved ones,
answer with lifted arm our cry appealing.
Speaks from His lofty shrine the Lord all holy:

“Sichem will I divide with gladness,
the Valley of Tents with gladness I will
measure:
Galaad is mine, and mine is Manasses,
Ephraim is of my head defense and treasure:
Juda is my royal leader,
Moab is the foot-pan of my longing:
My foot I stretch forth against Edom,
Philistia to defeat is thronging.”

Who will lead me into the fortified city,
lead me into Edom’s fortified resources?
Willst not Thou, O God, Thou who hast

" spurned us,

willst not Thou guide now our forces?
Grant the aid we need in tribulation,

vain all help that is but human:
Through God-with-us we shall be men of battle,

through Him tread down our enemies inhuman.
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y To

“As the historical part of this psalm is clear,” says
St. Athanasius, “Since it is expressly stated in the
Book II of Kings (8, 3 foll.; 10, 7 foll.), so we shall
take from it a practical application in which the person
of David prefigures the person of the Lord who sur-
vives the change and restoration of all things at the
end, and who also slays the alien peoples, ie., alien
in the spiritual sense. For this reason the title of the
psalm points out to us the words, ‘to teach.” We are
also taught that at the time when He, who according
to the flesh was of the seed of David, slayed the
enemies, and when the people of Israel bring the
Gentiles under their power, the Jews themselves, feel-
ing a presentiment of the punishment that awaits them
by reason of Christ, will be converted and pray that
they likewise made be made worthy of grace through
Jesus. ‘

“Hence, the Jewish people bewail first of all that
catastrophe they suffered by reason of their godless-
ness to Christ. For this reason they say:”

3. Thou who hast spurned us and broken us, turn
now, O God, Thy wrath into commiseration:
God shook the earth and rent it, when the Romans

destroyed Jerusalem and terminated its temple service.

4. Thou who hast shaken the earth and rent it, beal
now its wounds and quaking perturbation.

He visited the Jews with corrective punishment
for their cruel treatment of Jesus; the prophetical
announcement of this fact which they read, and the
fulfillment which they witnessed, now trouble their
conscience like a draft of strong wine.

5. Thou who on Thy people didst lay yoke of afflic-
tion, who with bitter wine didst set them reeling:
The “standard” is the enlightenment by which man

may distinguish between good and evil spirits, thus
fleeing from the evil.

6. Raise now for those who seek Thee a standard,
round which from arrow-wounds to find their
healing:

The “slavery” of the Jews is their punishment for
having rejected Christ, whose “standard” is the blood
of the Lamb, which will now free them, as was fore-
shadowed by the blood on the doorposts by which
their forefathers were miraculously liberated from the
Egyptian captivity.

Teach

7. From slavery to liberate Thy loved ones, answer
with lifted arm our cry appealing. '
God the Father speaks in His holy One (Christ),

saying, “I will divide Israel, in which lay Sichem,

among Gentiles who believe in Me, and the whole
valley will I fill (‘measure’) with churches (‘tents’).”

8. Speaks from His lofty shrine the Lord all holy:
“Sichem will I divide with gladness, the Valley
of Tents with gladness I will measure:

“At my coming, the Jews, personified not only by
Galaad and Manasses, but also by the two kingdoms
of Israel and Juda, will first hear My Gospel (‘are
Mine’).”

9. Galaad is mine, and mine is Manasses, Ephraim
is of my head defence and treasure: [uda is my
royal leader,

“Because what was formerly godless Moab hoped
in Me, and for the reason that I shall go to evange-
lize heathen Edom, the Gentiles (‘Philistia’) also shall
become subject to Me.”

10. Moab is the foot-pan of my longing: My foot I
stretch forth against Edom, Philistia to defeat is
thronging.”

“Who will lead me,” says the Jew who, having
rejected Christ, now wants to come to Him, “into the
fortified city which is the Church,” here called Edom

because it is composed of converted Gentiles?

11. Who will lead me into the fortified city, lead me
into Edont’s fortified resources?

“Who else will ‘guide our forces now,”” say the
Jews, “into this fortified city, except Thou who hast
expelled us from Thy dwelling by reason of our
evil deeds?”

12. Whilst not Thou, O God, Thou who hast spurned
us, whilst not Thou guide now our forces?

“In our ‘tribulation’ for having rejected Thee, only
Thou, O Christ, canst aid us, for vain is all merely
human help.”

13. Grant the aid we need in tribulation, vain all help
that is but human:

“Hence, our strength to battle successfully our
enemies who stand between us and this fortress is
divine aid.”

14. Through God-with-us we shall be men of battle,

through Him tread down our enemies inhuman.
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EUCHARISTIC PSALM FOR LENT: Ps. 90

Qui habitat in adjutorio Altissimi
in protectione Dei caeli commorabitur.
Dicet Domino: Susceptor meus es tu, et refugium
meum:
Deus meus sperabo in eum.
Scapulis suis obumbrabit tibi:
et sub pennis ejus spetabis.
A sagitta volante in die, a negotio perambulante
in tenebris:
ab incursu, et daemonio meridiano.
Cadent a latere tuo mille, et decem millia a
dextris tuis:
ad te autem non appropinquabit.
Verumtamen oculis tuis considerabis:
et retributionem peccatorum videbis.
Quoniam Angélis suis mandavit de te:
ut custodiant te in omnibus viis tuis.
In manibus portabunt te:
ne forte offendas ad lapidem pedem tuum.
Super aspidem, et basiliscum ambulabis:
et conculcabis leonem et draconem.
Quoniam in me speravit, liberabo eum:
protegam eum, quoniam cognovit nomen meum.
Clamabit ad me, et ego exaudiam eum: cum ipso
sum in tribulatione:
eripiam eum et glorificabo eum.
Longitudine dierum replebo eum:
et ostendam illi salutare meum.

The man who lives in God’s high castle,
Who ’neath God’s roof finds home and
dwelling—
He calls our God his mountain-refuge,
His trust in God is ever welling.
His shoulders round thee cast their shadow,
Thou findest rest beneath His pinions:
Thou fearest not the shining arrow,
Not pestilence that stalks in darkness,
Not midday demon, nor his minions.
Though thousand thou see fall beside thee,
" Though at thy right fall tens of thousands,
No pietcing shaft shall ever reach thee:
Lift now thine eyes and gaze around thee,
God'’s hand upon thy foes shall teach thee.
Upon His angels He has laid commandment,
Ever on all thy ways to guard thee:
On roughest road their arms uplift thee,
From tripping, stumbling stone to ward thee.
Tread safe on basilisk and viper,
On lion and on dragon thou shalt trample:
Him who in Me has hope I will deliver,
Of knowing Me him will I make example.
He cries to me, I to him listen,
With him I stand in tribulation,
Freedom I give and glorification:
Long life I give amid his nation,
I let him see the day of my salvation.

of Easter music throughout the country.

You will do us a much appreciated favor by sending a copy of your Holy Week
and Easter programs as soon as they are planned. The Editorial Staff wishes to make
a comprehensive survey that will be beneficial to all. It does not matter how simple
or elaborate the program may be; for, we are mterested in obtaining a general view

Please take an envelope and mail your program.
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Courage In

“This Psalm is that from which the devil dared
to tempt our Lord Jesus Christ: let us therefore attend
to it, that thus armed, we may be enabled to resist
the tempter, not presuming in ourselves, but confiding
in Him who before us was tempted, that we might
not be overcome when tempted,” writes St. Augustine.

Those dwell in the shelter or secret hiding-place of
the Most High, who confidently look to Jesus, and not
to themselves, for their defense in temptation. Only
these can truly call Him the “mountain-Refuge” in
whom they trust.

1. The man who lives in God’s high castle,
Who *neath God’s roof finds home and dwelling—

2. He calls our God his mountain-refuge,

His trust in God is ever welling.

Next follow the reasons upon which this trust in
Jesus is grounded: He extricates from nets set by the
devil along the Christian path, the feet of His fol-
‘lowers, when they are scared off the true road and fall
into the snares of Satan by the roaring calumny of
persecutors (verse 3); like a mother-hen, Jesus fulfills
His own expressed desire to protect His confiding
chicks under His wings (verse 4) ;

4. His shoulders round thee cast their shadow, Thou
findest rest beneath His pinions:

God’s truth is a shield to those who trust in
Christ, and not in themselves (verse 5); hence, only
such fear neither temptations to sins of ignorance
(“not pestilence that stalks in darkness”), nor allur-
ments to sins of deliberation and consent (“not mid-
day demon, nor his minions”) (verse 6);

6. Thou fearest not the shining arrow, Not pestilence
that stalks in darkness,

For in these two latter temptations, even though a
thousand Christians succumb around you now, as was
the case of old when persecutors demanded only decapi-
tation of Christ’s followers, or, when tortures were
added, ten thousand fell, your soul, like a martyr’s,
will be unscathed;

7. Though thousand thou see fall beside thee,
Though at thy right fall tens of thousands, No
piercing shaft shall ever reach thee:

Rather, like him in similar trials today, you will
be pondering upon the eternal fire meted out to per-
secutors and fallen Christians alike by Jesus on the
last day.

Temptation

8. Lift now thine eyes and gaze around thee, God’s
hand upon thy foes shall teach thee.

The one who trusts in Christ as his Refuge in
temptation now reflects upon the power whereby he
was rescued: his Hope is the glorified Jesus in His
Mystical Body, the Church, whose Head is exalted in
heaven, and whose feet are pilgrimaging on earth
(verse 9) ; no evil can touch this Body, and His weary
feet, which carry His message to the ends of the earth,
will not stumble in fear, for His angels will bear
them up (verses 10-12); .
11. Upon His angels He has laid commandment,

Ever on dll thy ways to guard thee:

12. On roughest road their arms uplift thee, From
tripping, stumbling stone to ward thee.

These feet shall tread upon the king of demons
(“basilisk and viper”), and they shall crush Satan,
whether he rages publicly in persecution (“Lion”), or
secretly in heresy (“dragon”).

13. Tread safe on basilisk and viper, On lion and on
dragon thou shalt trample:

Finally, Jesus Himself has His say: “Whoever
trusts his defense to Me in temptation, I will deliver
him, and protect him, and give him endless days, and
show him My face at last.”

14. Him who in Me has hope I will deliver, of know-
ing Me him will I make example.

15. He cries to me, I to him listen, with him I stand
in tribulation, freedom I give and glorification:

16. Long life I give amid bis nation, I let him see
the day of my salvation.

“t's a good idea”...

to get organ plans and speci-
fications under way nowl

«Send for
brochure




GREGORIAN

1. Septuagesimal season. The texts of the
Communios of the three Sundays, when compared to
each other, make up a delicate sequence of eucharistic
songs. While singing them, we become conscious that
the struggle of christian life is a challenge to our
spiritual energy. These songs face the challenge with
a contagious optimism, which is expressed in three
ways: a. the christian soul puts her trust in being
deeply united with Christ her Leader; b. she centers
her activity around the sacrificial Banquet; c. while she
eats the Bread of Life, she nourishes and constantly
rejuvenates her activity into the full satisfaction of her
innermost desires. The melodies also which adorn
these texts are a remarkable triptych, while preserving
a very contrasty individuality.

Septuagesime: “Illumina faciem tuam.” To
fully appreciate this little melodic masterpiece, one
must first follow its entire line. Vocalise it then as
you would do when looking over a song which you
have just bought; that is, with the confident desire of
discovering something which you are hoping for. Here
is what your heart will discover: a melody composed
of three continuous phrases A-B-C, with its center
right in the middle, at B. The whole form is tightly
knit; and there is a pervading note of mysticism rising
from the successive phrases. This unity both of form
and expression does not originate in some trick of
composition, but in a perfect sense of continuity.
Hence, a line of utmost purity, with a blending of
noble reserve and of expansive tenderness.

A closer observation of the elements which form the
melody will now make its inherent qualities very
clear. The phrase A, as a whole, is but an amplified
recitative. Its very limited line is purposely contained
within the limits of the cell RE-FA. As the line flows
along, the cell is reversed into fa-re, and towards the
end is expanded into a conclusive Re-fa-mi-re. Around
this short range of tones, the text is woven, with a
fluidity which is short of miraculous, into a semi-
spoken invocation of intense spiritual longing. And its
purity is matched only by its aristocratic elegance.
On this solid foundation, the phrase B ascends in two
incises: One is the melodic definition of the initial
cell re-fa, which now progresses as fa-so-LA, imparting
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HIGHLIGHTS

By Oriscus

to the melody on the move a vigorous impulse; two
is a long and flexible expansion built upon the impulse
thus received from one. It uses again a series of
ascending thirds FA-LA and LA-DO, thus converting
the initial minor chord RE-LA into an open major
chord FA-LA-DO. Sternness is thus transformed into
brightness. From that point, the design relaxes at
length on descending thirds do-la and so-mi, with a
major ending. Do not fail to notice that this melody
of the first mode does not ascend all the way into
the upper part of its modal register, avoiding thus an
excess of strength in order to remain within the bounds
of a loving supplication. The phrase C resumes at first
some of the elements of the second part of B, in the
same spirit of intense prayer. It gradually falls with an
obviously joyful gratefullness into its ending which
brings back the elements of the initial cell of A. Thus
is made up a perfect song of spiritual confidence.

Sexagesime: “Introibo ad altare”” From a
song of great emotive power we now pass to another
of a rather formal beauty. The chant excells in making
that kind of melody, avoiding at the same time a pre-
tentious pompousness or an inexpressive dryness. The
Communio of this Sunday is manly, short, almost
tense; yet it succeeds in remaining gracious. In the
same manner as you prepared the antiphon of Septua-
gesime, vocalise it fluently. You will at once notice
its being divided into two phrases A and B, both
entirely built upon the hackneyed intonation SO-DO
currently met with in the psalmody of the eighth mode.
This intonation has many possibilities; and the com-
poser found several variations of it: So-la-Do; So-la-
si-Do; So-a-so-la-si-Do. These variations gradually
expand, as they succeed each other; and their sequence
causes the initial interval to grow each time into a
larger and fuller meaning.

The phrase A begins with a melodic statement of
the intonation, ascending in a straight direction and
descending in an amplified form. There is thus in (1)
a bright introduction to the eucharistic banquet, while
the intonation culminates three times on do: so-do; do-
la; do-so; (2) introduces the first variation through a
gradual and forceful progression upwards. The intona-

tion So-Do, already amplified as So-la-Do-si, grows
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by imitation into la-re- and re-la; and the opposition
of the descending-ascending movement of the latter
interval produces an unsuspected strength and a more
luminous brightness. The ending SI-re-do-So, reposing
as a major third on the fundamental So, makes the
note of brightness still more glaring. Thus we have
in the second incise a strong outline, which it is
interesting to draw:
so-la-do-si si-re-do-so
re-la; la-re
Such a phrase reaches formal perfection in the expres-
sion of strength and light. The phrase B begins in
(1) with the second variation of the cell So-Do. By
reason of its proceeding entirely stepwise, it takes on a
softer touch which is the more felt because the varia-
tion is repeated twice in immediate succession. It
prepares an inflection forming the major chord do-la-
fa on the word “laetificat.” Technically, it serves as
a passing modulation; aesthetically, it opposes to each
other two intonations expressing the same idea but in
contrasting ways: we mean worship, first with a senti-
ment of elation, then with an attitude of prosternation.
This is clearly seen in the following scheme:
§0-lasi-DO Do-la-so-FA
The short incise (2) is the third and last variation of
the cell SO-DO which is expanding further than the
two preceding ones on the word “juventutem.” The
melodic amplification of the latter exhausts all the
latent possibilities of the initial motive as it was sung
on the word “introibo.” The natural ease of this
development will be fully grasped by the juxtaposition
of the two melodic patterns. Sing the one on
“Introibo”; then move immediately to the other on
“juventutem.” The power of affirmation of faith in
the Eucharistic action appears evident. The whole
melody then ends on a bright note with a melodic
pattern so-la-si-la-so not infrequent in the melodies of
the eighth mode when they tend to accentuate an
active energy.

Quinquagesime: “Manducaverunt.” This
Communio obviously emphasizes the note of enthu-
siasm. This is by no means an artificial procedure; it
is the expression of an impelling sentiment. The expe-
rience of sustaining one’s life with the force emanating
from the altar, evokes among the faithful a spiritual
security which demands a release. It is found in a
eucharistic song wherein each phrase is florid and
expanded to a greater extent than on the two preceding

Sundays. In the midst of this musical effervescence
are found also in contrast other passages which are
akin to a passing recitation. Both from the florid and
the reciting patterns, the melody gathers a general
sense of assurance because of something solidly accom-
plished, namely, the grafting of the human struggle
on the eucharistic flow of life. The structure of the
Communio of this Sunday is very original and thence
its profound meaning is not immediately obvious. But,
it grows in the singer’s estimation through an accurate
study. Here is the outline:

A Florid—Recitative B: Recitative—Florid

C: Recitative—Florid

The phrase A already begins with a power of expan-
sion not usually found in the initial pattern of a
melody of the first mode. It is as it were a magnifi-
cent musical word, incorporated to perfection to the
literary word “manducaverunt.” Fundamentally, it is
based on the modal chord RE-FA-LA. But, the com-
poser wanted these three tones to be just a basis, not
the motive proper. The modal chord would have
been too inactive, too limited for the full release of a
word which demanded immediate expansion. The ban-
quet is completed; and it is a sublime achievement.
Melodically, it is expressed in the following scheme:

RE (mi-dore) FA (s0) LA (fasola-so)
If you want to appreciate the beauty of the whole
melodic pattern, sing first only the foundation-chord;
then adorn it with the subsidiary tones. At the end,
it reaches a point of suspension on So. This is the
tone from which the short ending (2) derives, using
the same elements as (1) but in more concise line,
which can be drawn as follows:

LA (so-fa-mi) FA (la-sofa) (so) RE
Hence, the sense of security in achievement expressed
in the incise (1) in emphatic terms is now underlined
in the incise (2) by characterizing the skeleton-line.

The phrase B starts in recitative style, using sec-
ondary tones which were only delicate hues in the
phrase A. The outline is now FA-SO-DO. It shows a
tendency to modulate by temporarily asserting the
major chord: Do-mi-so. And this is done on the word
“eorum” with the flowery treatment of two groups:

so-FA-so RE-mi-do ‘
The main modal tones are still felt, but they are now
diverted towards a more luminous coloting. From this
point, the incise (2) rises as did the initial word
“manducaverunt.” The line of ascension is more regu-
lar, more open, more gradually expanded. Its effect
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is both more emphatic, and yet more interior with an
evident note of joy. For spiritual security logically
arouses joy in the christian soul.

The phrase C returns by contrast to a recitative
form in the incise (1). Its melodic pattern is a
repetition of the one found in incise (2) of phrase A.
This is a normal way to secure formal unity, and to
make the general spiritual idea of the song prevail
throughout. In this contracted form, the incise (1) of
phrase C is stronger than the incise (2) of phrase A;
for a repetition, to be worthwhile, must be firmer than
the initial statement. The words “non sunt fraudati”
possess a flawless plasticity in both melodic and
thythmic definition. They are followed by the con-
cluding incise (2), made up of another florid line
which is reminiscent of the incise (1) of phrase A.
With this clever difference however that the melodic
pattern is delayed by an initial tone-group emphasizing
the final of the mode and then gradually brought to
its ending instead of remaining suspended. It is
delightfully surprising to notice how a melodic line of
assertive emphasis can be thus converted into a fully
reposing design. The final incise (2) is in that respect
a transformation of unforgettable beauty.

2. The Lenten season. The Communios of
this period vie with those of the preceding one for
excellence. '

First Sunday: “Scapulis suis.” The first strik-
ing characteristic of this Communio is an apparent
monbotony. It is only apparent. We do not find in
. its general layout, it is true, a structural development
of the kind which is met with in many other eucharistic
Antiphons. The explanation is that, in the interpre-
tation of the text, the composer preferred, for good
reasons, to follow a procedure of parallelism. Read
the text over: it is made up, as so many psalmic texts,
of two sentences presenting the same idea with a
slightly - different aspect. The idea is that of the
“spititual hovering” of God over christian souls, espe-
cially during Lent. The two aspects of its action are
symbolized by the images of “wings” and “shield.”
The composer chose to permeate the entire melody
with the sense of hovering, not descriptively but
structurally, using one musical idea only, and giving
to it a diversified turn each time that it is repeated.
The outline of the Antiphon is worth noticing: three
phrases A-A2-A3, each one modifying the initial pat-

tern. A and A2 are more related to each other as

Page 88

CAECILIA

the expression of the image of the “wings”; A3 is a
sort of conclusion expressing the image of the “shield.”
But each one of the three phrases has a particular
shade which can be thus approximately described:

A initial impulse luminosity
A2 sustained tension strength
A3 reposing relaxation sweetness

A first singing of the whole melody makes this outline
quite evident; and one is made to feel at once its
unbreakable unity. Let us now analyze each phrase
in turn.

THE PHRASE A CLEARLY EXPOSES THE
two elements which are the basis of the whole melody.
It begins at (1) with the pattern So-La-Do. Do not
make the mistake of seeing in it the reminiscence of
an intonation found in a thousand ways among gre-
gorian melodies. Such intonation, in its relation both
to the modality of the Antiphon and to the form in
which it is here presented, is definitely characteristic.
Melodies of the third mode do not usually begin, as
the present one does, right in the center of the modal
range. Then, one discovers its particular and radiant
meaning in the complement do-si-la, which makes of
“scapulis suis” a most original musical word. Our
imagination needs no over-extension to sense in this

whole pattern a characteristic of calm under God’s

light. The afterphrase (2) contains the second basic
element FA-SO-LA-SO. As the first element, it also
ascends but stepwise, and in the lower range of the
mode. It is less bright, but it is calmer; thus the
opposition of the pattern of the forephrase to that of
the afterphrase ‘completes the musical symbolism of
“protection.” For the latter comes directly from a
higher into a lower level. Or, if you wish, the melodic
line passes from an active into a passive expression.

Trust in God includes both.
THE PHRASE A2 RESUMES THE INITIAL

intonation, but without the intermediate tone LA.
Its brightness and its impulsive strength are thereby
considerably increased. The repetition assumes an
immediate directness which does not want in daring.
And one cannot escape the descriptive implication of
the word “pennis.” The descriptive procedure is not
generally acceptable to the Chant. Somehow, it finds
here a natural outlet in the linear development of the
melody, which continues its flow without a break. This
continuity is achieved through the descending progres-
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~ sion Do-so and LA-mi which, with the enlarged intona-
tion, make up the clear line So-Do-so-la-mi. The
symbolism of the “hovering” of God’s grace has now
reached its most radiant expression. The afterphrase
(2) uses the same melodic sequence as it did in the
phrase A, and with the same purpose. But it ascends
one degree higher. This is amply sufficient to impart
to it a stronger accentuation demanded by the enlarged
proportions of the forephrase. Sing again the two
phrases A and A2, and the variety realized in the

treatment of a unique melodic line will be apparent. -

Both are wonderfully balanced.

The phrase A3 begins with the word “scuto,” hang-
ing again around the initial Do, thus maintaining the
thematic unity. But the melodic treatment of this
intonation repeated for a third time originates from
the word “sperabis,” just concluding the phrase A2.
This is readily seen by juxtaposing the two lines:

sperabis scuto

fa-so-la-sib-so la-so-la-so-sib-la
The expressive intention is evident, namely, the sym-
bolism of confidence in the form of a reposing and
elongated melody. Then, it is hardly necessary to
mention the identity of the word “circumdabit” with
“sperabis.” It uses again the melodic pattern of the
afterphrase with a slight but sufficiently marked expan-
sion on the passing final Fa, and in keeping with the
same expansion found in the forephrase (1). Through
its gradual and stepwise widening, the entire phrase is

definitely suggesting the symbolism of repose which -

is the result of God’s protection.

To sum up, the juxtaposed outline of the entire
Antiphon will clearly show the perfect unity which

characterizes this remarkable melody:

Forephrase Afterphrase Ending

A SO-LA-DO Fa-so-la-so mi-so-fa-mi
Do-si-la

A2 SO- -DO Fa-so-la-sib-so mi-so-fa-mi
So-la-mi

A3 la-Do-la fa-la-so-fa-mifa = mi-so-fa-mi
so-sib-la

Second Sunday: “Intellige clamorem.” The
general plan of the Communio of this day is most
original; and its unusual proportions are a potent
factor of the exptession of the whole melody. Of the
three phrases of unequal length A, B, and C, the sec-
ond is the center. It does not only contain the full
development of the musical idea; it also attracts to

itself the two other phrases. Thus the continuity of
the form is most favorable to the unfolding of the
spiritual meaning of the text. Here is the outline of
the Antiphon in the form of a summary:

A_____ introduction a crying invocation
B__ development an ardent supplication
C_ _ conclusion  a calm prayer

The meaning of this eucharistic song is one of prayer,
growing in fervor, then resolving itself into a senti-
ment of trust. It begins in the throbs of the human
heart, and it ends in the praise of God. It rises with
action, and it reposes into contemplation.

The phrase A immediately bounces with the word
“intellige.” The melodic motive is built upon the
modal chord FA-LA-DO, and ascends one degree
higher than the dominant before the accent of the
recitation returns to the Do and delves upon it. This
motive is obviously and intentionally tense, almost
bare. It is soon completed by the descending group
DO-si-la, with a prolongation on the central tone si.
Hence, both the motive itself and its concluding pat-
tern are definitely assertive. The Communion of the
first Sunday is built upon identical grouping of tones;
and yet, it strikingly differs from the motive of this
Sunday. This difference originates from the use of
secondary tones and from a displacement of accented

(Continued on next page)

Sacred singing is not a form of religious
dilettantism, but an essential function in the
sacred liturgy. This function is hierarchic,
that is, it unites various groups of the chris-
tian assembly, but at various levels. The
function radiates from the priest, who is, as
it were, the musical center in the liturgical
services. And all sacred singing is but an
echoing or an expansion of the sung praise
initiated, commanded, or suggested by the
celebrant. The responsibility of the priest’s
musical function is so great, that his part
can only be sung in the gregorian form. To
the latter belongs exclusively the privilege of
being the purest expression of prayer in song
ever known. :

With the exception of the melodies proper to
the celebrant at the altar and to the mini-
sters, which must be always sung in Gregorian
Chant, and without accompaniment of the
organ,

(Continued on Page 91)
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tonal points. This can be seen in the following scheme:

Motive Recitation Release
1st Sunday—So-la-do Do Do-si-la
2nd Sunday—Fa-la-si-do-re Do Do-si-la

The intonation of the first Sunday is bright and light,
the one of the second Sunday is drawn through the
underlined secondary tones si-re. The release of the
first instance accentuates the Do, the one of the sec-
ond Sunday emphasizes the si. And that changes
entirely the expressive meaning. The text “Intellige
clamorem meam” demands a musical cry; and it is pro-
vided by the tenseness introduced into a melodic pat-
tern otherwise harmonious. Thus, the melody ascends
at once with a dramatic tone, the indestructible bloc
of a human cry.

The phrase B absotbs from the start the phrase A
into its own movement; so well, indeed, that you
might be tempted to consider it as the afterphrase of
A. The motive of the intonation is different from the
initial pattern of the phrase A. Yet, both are very
similar in their general characteristic, which is one of
rude tenseness. Let us juxtapose them:

Phrase A FA-la-si-do-re-Do

Phrase B la-so-si-so-Do

After comparing them, sing them both until their indi-
viduality is clearly grasped; and notice again how the
tension is created by the use and accentuation of sec-
ondary tones. In the phrase B, particularly, the
strength arises from the underlined third so-si-so, as it
arose from the pattern si-do-re in the phrase A. Now,
the melodic line falls to satisfy a needed relaxation on
the words “orationis meae.” As is often the case, the
relaxation is provided for with a line proceeding step-
wise. This is the more necessary after the numerous
and daring accents repeated on the sequence “intellige
----- clamorem - - - - - intende voci - - - - -.” And
the individual line of “orationis meae” is a model of
classic design, adapted to perfection to the sense of
these words. One welcomes its absolute serenity after
the restless outbursts which have preceded. Then the
afterphrase (2) follows again closely linked and with-
out the slightest break with the forephrase (1). Its
motive, visibly patterned after the motive of A, re-
sumes abruptly the movement of tense supplication
which seemingly has not yet exhausted its momentum.
It is shorter than was found in A, using only the
descending group Do-si-la. Thence comes a descend-
ing melodic progression which is one of the pearls of
lyric expression in gregorian literature. The first inter-
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val Do-la will gradually spend itself into si-so and
finally lafa. But each interval will have a melodic
turn of its own; and the three turns juxtaposed make
up a melodic line beautifully proportioned. Here it is
in its skeleton:

Do-si-la Si-do-si-so La-do-la-so-fa

And you can see that, this time, the trend of the mel-
ody is definitely one of relaxation. Tenseness is com-
pletely spent; and the need of repose is clearly con-
fessed in the mentioned progression. Prayer ceases
being a cry; it gradually becomes a repose in God:
“Rex meus - - - - Deus meus.” The singing soul is
imposing silence to the outbursts of the heart; she now
looks into her God and King.

This intimate vision soon manifests its effect upon
prayer in the concluding phrase C. The latter intro-
duces an entirely new line, although the latter begins
as the prolongation of the preceding progression in
the phrase B. It might be designed thus:

Phrase B > Phrase C

The line of the phrase C is a long and revolving
ascension from the low RE to the high Do. To divide
it into its smaller components would destroy its indi-
visible frame. We must look at it first and form a
mental image. Then, let one vocalise it repeatedly
until the power of its ascensional movement becomes
almost haunting as the itresistible sweep of an orches-
tral crescendo. But whereas the orchestra, in order to
reach this summit, needs the compenetration of many
harmonies and a great number of instruments, the
words “quoniam ad te orabo” needed but a simple
melodic thread. The phrase C ends with the procedure
used by the phrase B: a similar descending progres-
sion made up of three consecutive intervals la-do,
so-sip, fa la. The final word “Domine” includes them
all into a single pattern which expresses in a conclu-
sive manner the sentiment of a reposing prayer.

Third Sunday: “Passer invenit” This Com-
munio is strange, and its execution is by no means
easy.. On the other hand, one can hardly save him-
self from being tantalized by its all-out lyricism. This
is obviously a melody, the like of it is not met with
in the whole repertoire of gregorian chant; and it is
evident from the first that its avowed aim is to illus-
trate the text in a programmatic musical language.
But, even if we admit that the Antiphon “Passer
invenit” succeeds in partly reaching its goal, we would
hardly desire a Chant entirely formed according to the
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esthetic principles evidenced in the Communio of
this day. This melody is lacking in the perfect balance
which one is accustomed to in dealing with sacred
Chant. As we sing it, we do not feel the secure
satisfaction which comes from a logical development
of the melodic line as is found in so many melodies.
We even regret an absence of discretion in guiding
our religious sentiment towards God. Expression is
by no means wanting in this exceptional melody. of
the third Sunday; even deeply religious expression;
but somehow it is imposed upon us too much as the
result of the vivid experience of one person, but not
enough as emanting from a corporate experience.  And
yet, we passingly welcome this song for the invigorat-
ing impulse it gives to our eucharistic devotion. Despite
its real shortcomings, it nevertheless remains sincere;
and its distinctive musical qualities give it a rightful
place among gregorian treasures. We accept it as the
work of a “radical” among gregorianists, of a richly
endowed composer moved by a quest for free expres-
sion, and inclined to shake off the laws of a rigid
modality.

For this reason, it is hardly possible to analyze the
Communio “Passer” according to the modal principles
adopted for the writing of the Gregorian highlights.
We are forced to meet the composer on his own
grounds, that is, to recognize the musical elements
which were the accepted basis of his composition.
Whether they be good or bad, what are they? It is
evident that the writer of this Communio put little
reliance on following the traditional canon both of
melodic patterns and of modal form. Melody and
form are freely submitted to the transformation
demanded by a close and immediate expression of the
words. This is renouncing from the start to writing
a melody expressing the text through the general lay-
out of its flowing line. Expression of this Communio-
Antiphon will necessarily remain fragmentary, moving
from sentence to sentence, from word to word. Seen
in this light, the Antiphon reflects the following charac-
teristics: 1. A semi-descriptive melodic line. This
is marked in the very first phrase, wherein birds seem-
ingly are fluttering around a warm nest. It is evident
also in the affected pomposity of the second phrase,
with its reference to the altar as a glorious center of
official religion. And the release of happiness in the
third phrase is playing with a somewhat artificial ease
on bouncing tone patterns. 2. An irregular form. The
three phrases A, B, and C are each concerned primarily

with themselves, and show very little interdependence.
And because each one is fully developed for its own
sake, there is relatively no inner growth in the melody,
but rather the juxtaposition of three sections which
assume too much exhausting themselves rather than
finding their completion in each of the sister-phrases.
This would have been a great defect, but for the
genuine inspiration from which the melody arose. For
there can be no doubt that the whole Antiphon is a
deeply original song. And, whether one finds fault
with its construction or not, one is also forced to
recognize in its melodic line a vitality which is beyond
the common range.

Insofar as the Communio “Passer” makes an
analysis possible, the latter may be outlined according
to the three phrases already mentioned. In spite of its
peculiar construction, each phrase is solidly built and
compact, and of equal length with the others. This
external symmetry compensates in some happy measure
for the lack of internal structure. The listener does at
least gain the feeling of fundamental proportion, the
lack of which makes any song unsatisfactory. More-
over, the phrases develope in their succession a gradual
crescendo which, even though superficially, link them
together. To express dynamically is their aim; and

(Continued on next page)

The functional character of the choir is that
of participating in the musical function of the
priest himself. What the priest, engaged in
the sacred action, can only initiate or sug-
gest in discreet, the choir is called to continue
and to expand. Such a high function is
definitely a sacramental, sharing in part the
dignity and the privileges of the holy priest-
hood. Thus understood, a well-trained and
thoroughly religious choir is absolutely neces-
sary in every church, in order that the func-
tion of the priest himself be fully achieved.

all the rest of the liturgical chant belongs to
the choir of levites, and, therefore, singers in
church, even when they are laymen, are really
taking the place of the ecclesiastical choir.
Hence the music rendered by them must, at
least for the greater part, retain the character

of choral music.
(Continued on page 101)

Page 91



they reach this aim through moving with more tension.

We should single out the qualities of originality
which, in the various sections, will endear the Com-
munio to our religious and musical taste: a. The
descriptive content of the incise (1) in phrase A is an
instance of lively musical imagination, which even
modern music has not improved upon. The incise
begins with a light skip of an immediate fourth, which
is then kept rebouncing on descending seconds with
a delicate elegance; and the musical diction of the
whole affords no small charm in a very simple way.
With the incise (2) the melodic flow widens instantly
in order to convey another descriptive ideal, the one
of repose. The long sustaining of “reponat” deeply
falls on “pullos suos.” b: One may imagine in the
phrase B a procession to the altar with the sentiment
of a great protocole accomplished. The words “altaria”
and “virtutum” are particularly active; and the tone-
groups of “Rex” and “Deus” are consciously solemn.
Yet, this whole phrase is moved by a powerful sweep,
somewhat romantic, it is true; but it soars without
strain towards luminous heights, and from them
descends again without stumbling. And, if its expres-
sion does not succeed being wholly spiritual, it is
nevertheless deeply reverential. c. The sweep noticed
in the phrase B reaches in phrase C still greater pro-
portions. Here is true religious lyricism, unrestrained
but self-controlled. That is evident in the remarkable
proportion of the succession of elementary rythms
over which the melodic sweep is consistently riding.
It is a happy coincidence that the spontaneous melodic
patterns were thus moulded into a firm rythmic motion.
They thus become great music, thanks to their rhythm.

The Communio of the third Sunday should be
learned in a true lyric spirit, thus giving to the melody
a full opportunity to unfold its qualities of originality
and freedom. It should be learned also with due
attention to the steadiness of the rhythmic movement,
that its qualities of form may not suffer from an
interpretation exclusively emotional.

Fourth Sunday: “Jerusalem” If the somewhat

critical analysis of the Communio of the preceding
Sunday should need a justification, it is offered by the
Antiphon of the fourth Sunday. We find in the latter
a similar attempt to a soaring lyricism. With the
difference, however, that, whereas the Communio
“Passer” was resorting to a semi-descriptive procedure,
the Communio “Jerusalem” strictly adheres to the
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modal structure of the selected scale, namely, the
fourth. Strangely enough, while in the first instance
the excessive liberty impairs the melodic continuity,
in the second instance subservience to a traditional
form gives birth to a masterpiece. For the Antiphon
of this Sunday is on all counts a highlight in the
realm of gregorian art. All the qualities which make
a perfect religious song are found here in a superlative
degree : originality of melodic patterns, natural growth
of the melodic line, perfect integration of the musical
diction, freshness of movement, refinement of rhythm,
unbounded expression.

The whole melody is contained within two phrases
A and B, both of extended length. The very expan-
sion of the line imparts to each phrase a definite
graciousness, at once expressive of spiritual serenity.
Hence, forephrase and afterphrase, in each section, are
not only juxtaposed, even as logically as it might be.
They flow into each.other with such spontaneous
continuity that they are not only inseparable, but
almost indistinguishable. And they must be sung in
that spirit of uninterrupted fluency. Moreover, the
movement of the melodic line through the modal range
is supremely expressive of the “spiritual ascension”

‘symbolized by the procession of the chosen people to

the city of God. The following scheme will give a
fair idea of the construction:

B(1)
A
H)—Q2 (2)

The straight line can hardly be a fair representation
of the many fluctuations which are one of the main
charms of this melody. We must now look closer, and
scrutinize its melodic secrets.

The phrase A asserts at once the soaring intentions
of the composer in the typical motive of the word
“Jerusalem.” It begins with the small group MiFA,
a daily occurence in melodies of the fourth mode. It
is well to notice that, fundamentally, this interval of
a semi-tone in the low modal range, and rhythmed as
a long and breve, is a foreboding of spiritual effort.
The writer of the present Antiphon exhausted all its
possibilities by extending it into a progressive series
and completing it with wider skip only to return to the
initial interval, this time reversed. Thus is created a
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melodic motive of extraordinary vigor, which can be
thus graphically outlined:
la
sol
Mi-Fa FA-Mi
re-mi
do-re-re
The motive possesses a sufficient inner strength to

stand a prolongation. Hence, the remainder of the

incise (1) on the words “quae edificatur ut civitas”
is but a floating recitation contained within the limits
of the intervals of the initial motive. The whole incise,
thus begun with a concise and immediate soaring is
echoing itself into a fluttering thythm. The melodic
line, now well established on a solid basis, is fully pre-
pared for its development. The latter occurs at the
incise (2) with a rapid and self-assured stroke. There
is no hesitation in the designing of the growing melodic
line, which is supported by the succession of the two
tone-groups re-fa-mi-so and so-la-do. This is a charac-
teristic and perfect symmetry, rising again from the
smaller intervals into wider skips. And without a long
warning, the melody reaches with incomparable ease
the summit of the dominant Do of the mode, but
returning by a still shorter way to the final Mi from
which it rose. The juxtaposition of the ascending and
descending parts of the line reveals the fine proportion

of the whole incise:
ascending descending
re-fa-MI-so-la-DO DO-so-la-fa-MI

The soaring power is far from being exhausted. It
will spend itself in the incise (1) of phrase B. With-
out unnecessary preparation, the melody at once re-
ascends to the dominant Do. It is first insisted upon
both by tone repetition and through elongated time-
value; from this point well secured, it rises and
expands into the tone-group si-re-DO-si, wherein the
DO remains the unchallenged pitch. As it were, the
melodic line has reached the static heights of a vision;
and it will descend only after a last insistence on the
DO at the words “tribus.” There is nothing left for
the melody to do but gradually fall into repose. The
incise (2) partly resumes, but with a new concentra-
tion, the tone-groups of the initial motive. Then it
expands with reserve those same intervals, leading
them to the classical ending of the mode. Here is the
outline::
FA-RE-SO expanded FA-RE-mi-do-fa-so-1a-SO
ending MI-so-fa-MI

Such a eucharistic song on the Sunday which cele-
brates the redemptive value of the Eucharist, is a
reflection of the beauty of God in the midst of the
struggle of Lent.

ORATE FRATRES

devoted associates.

LITURGICAL PRESS

‘was the first periodical which arousad American Catholics to the con-
sciousness that the restoration of the sacred liturgy is imperatively needed
for the restoration of a full Christiom life.
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any sound idea which is contrary to religious routine. It carried out this
great work under adequate leadership and with the help of capable and
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renewal in the Church of America. If you are a subscriber, remain a
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COLLEGEVILLE, MINNESOTA
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ON WEDDING MUSIC

By Thomas G. McCarthy

From time to time, we receive communications about this everlasting thorn in the garden
of sacred music. The following complaint comes from a layman whose musical and christian
conscience is disturbed by the clerical cowardice which does not dare, until now, to bring the
offense to an end. The musical hodge-podge of our wedding celebrations is a crying disgrace.
No amount of sympathy for the “day of the bride” will justify her introducing the “saeculum”
into the temple of God. Can we hope that a concerted decision of the reverend pastors will

free our churches from this ridiculous comedy?

OSSIBLY THE GREATEST BLEM-

ish contributing to the general dis-
figurement of the face of the Liturgy

nation is the music rendered at wed-
dings. No other setvice is subjected to
the “musical abuse” that the pastors
permit at the nuptial ceremony. Here one invariably
finds the most sinful and disedifying compositions
performed with apparently no regard for the rules of
correct liturgical function, or for the solemnity of
the sacrament. Even in those places where the rubrics
that pertain to Church music are scripulously observed
in other ways, the bride is permitted to introduce into
her wedding ceremony the vile corruption of some of
our most obscene operatic, stage, and screen produc-
tions on the grounds that “it is the bride’s day, and
it doesn’t hurt anyone.”

In order to properly refute this erroneous and
ridiculous attitude, let us draw a few parallel illustra-
tions. If it is permissable to introduce unbecoming
music to the wedding scene on the premise that it is
a harmless gesture, why not sanction the introduction
of non-Christian names at Baptism? Surely this is
equally harmless. And why not allow melodies like
“Because,” and “Ah Sweet Mystery of Life” to be
sung at the Holy Sacrifice of the Mass, surely they
are no more harmful at that time than at other times.

If a bride were to ask a priest to offer her nuptial
Mass in a red chasuble on a day when the ordo pre-
scribed a white one, the priest would rebel,—shocked.
Yet, this is no more a violation of rubrics than is the
substitution of forbidden music for correct music.

The practice is harmful. It is a direct affront to
Almighty God and the dignity of His worship. To
use suggestive music, music that is hardly conducive
to prayer and recollection, is to mirror the bride in
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in the various Catholic dioceses of the -

The Editor.

a reflector of theatrical filth in the presence of the
Blessed Sacrament.

IN THE FOLLOWING PARAGRAPHS
are noted but a few of the “most requested illegitimate
wedding numbers.” To each is ascribed sound reasons
for excluding these numbers from the Catholic service,
reasons based on religious incompatability, unsatisfac-
tory derivation, or sheer musical pomposity. All of
the compositions listed are taken from written requests
from brides and are available in the writer’s personal
files. All are commonly rendered in the Catholic
Church, a fact easily attested by programs of wedding
music clipped from various periodicals published
throughout the United States.

“Ave Maria,” by Bach-Gounod: The chief basis
for criticism that may be leveled at this work lies in
its failure to adhere to the sacred text. In the second
half the omission of the “Mater Dei” is notable.
Moreover, the setting by Bach originally was not
composed for the Church and was merely adapted for
our use by Charles Gounod.

“Ave Maria,” by Schubert: This work may best
have its undesirability explained by translating some
of the text. “Hail Mary, full of grace, Mary full of
of grace, Mary full of grace; Hail, Hail, the Lord is,
the Lord is with thee. Blessed art thou amongst
women, and blessed is the fruit of thy womb, Jesus.
Hail Mary. .. Hail Mary, Mother of God...” This
stuttering, stammering, repetitious arrangement is
hardly compatible with the spirit of the Liturgy since
it places the music first and distorts the sense of the
text. Only by an enormous stretch of the imagination
could it be called correct, or even slightly satisfactory.

Meditation from “Thais:” A simple review of the
plot of “Thais” will convince any one of the distaste-
ful origin of the work. If this hideous opera is not
considered suitable entertainment for the members of
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the Church, (it is the story of a renegade priest,) then
its music should be banned from the Church’s services.
No one can hear the “Meditation” without visualizing
the semi-clad Thais, or the entreaty of the faithless
priest as he pleads with her to join him in a return
to sin.

The so-called “traditional” wedding marches are
undesirable for the same reasons. They revive the
spirit of their source. Persons who have witnessed a
performance of the opera “Lohengrin” can not hear
the “Bridal Chorus” without expecting a string of
horse-drawn chariots and jesters to start prancing flam-
bouyantly down the center aisle.

MOST PASTORS DO NOT CARE WHAT
music is played at weddings and usually leave the
matter to the discrimination of the organist. This,
in all probability, marks the beginning of the trouble.
When one organist resolves to adhere to the’ ‘letter-
of-thelaw’ he is confronted with the statement, “Oh!
Miss So-and-So at the church of Saint Such-and-
Such plays it.” At such times the organist may do
one of two things. He may either give in and play the
request, or refer the matter to the pastor, who, con-
sidering the bride’s reference to the other church,
usually takes the attitude, “Oh well, if Father “Smith”
permits it, I can, too.” In most cases Father “Smith”
has not committed himself one way or the other, unless
on the dubious grounds that silence gives consent.

There should be an ‘over-all’ official directive
issued from every chancery forbidding the use of
improper wedding music in the Church. It would
reduce the “competition” between organists, yes be-
tween pastors, too. It would do away with the come-
back on the part of brides regarding what is done in
other churches. It would make certain, once and for
all time that the music of the Liturgy is not cor-
rupted by distracting and obscene selections from
varied sources.

THERE ARE ANY NUMBER OF AP-

- proved collections of wedding music. J. Fischer and
Bro. have three volumes of processionals, recessionals,
settings for the proper and ordinary, motets, preludes,
interludes, and postludes. The Society of Saint Greg-
ory in America has been publishing a ‘white-list’ of
liturgical music for many years. Its contents are
examined and passed by an aggregation of our leading

musicians and the list is available to every organist and
rector upon request.

Much has been done in many of our dioceses, but
in general, the country is exceedingly lax in this
regard. It is a matter that deserves the attention of
everyone charged with the preservation of the Liturgy
in any way. It is a matter that remains debased and
static despite tremendous advances in allied phases of
the work. It is a matter that patiently awaits the
hands of “authority” to raise it from its shameful
state that the nuptial ceremony may be enhanced by
music prescribed by the Church as appropriate and

befitting the administration of so great a sacrament.
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THE EDITORZRZWRITES

WHEN | WAS
recalling at Christmas that
both the Angels and the
Shepherds were the exem-
plar of the christian choir,
I was not following a
poetical fancy. On the
contrary, I was making
the most realistic state-
ment about the role of
music in the life of chris-
tendom. That is to say,
that the mystery of redemption, as lived by the society
of men, demands a musical expression. Hence the life
of the Church cannot rightly be conceived without
music. But how does it happen that, twenty centuries
after a glorious musical initiation at the Manger, the
life of christians today, and especially in America, is
both individually and corporately, devoid of musical
articulation? Here is a question, practical and impera-
tive, that one is forced to ask himself whenever he. is
brought face to face with the liturgical past of the
Church. The historical origins are glorious, the uni-
versal tradition is evident, the liturgical background is
unassailable, and the musical treasures are the envy
of the artistic world. Whence have come our apathy
and our decadence? What are the real obstacles to our
being rejuvenated in the fullness of a christian worship
musically expressed? Now that the festival of Christ-
mas is over, let us for a time take leave of the Angels
and the Shepherds, and think again of the liturgy of
the “Sunday”; and seeing once more with dismay
that it remains a dead organism, let us consider the
causes which retard its being revived in our own time.
I can see but four reasons for our musical misery; and
they themselves indicate their respective remedies.
Hence I suggest to all an humble examination; for
unless we make our conscience the responsible party
in the musical crisis, the latter cannot be remedied.

/,

1. We are not fully convinced. It would be
difficult for anyone, in the face of accumulated theolo-
gical and esthetical evidence, to discard -the musical
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problem of the Church as being unimportant. But the
opposition to a solid restoration, with a discrediting
smile, is satisfled that music shall be relegated among
the secondary interests of religion, especially in regard
to the solution of the impending world crisis. Such a
complacent attitude is but too frequently found in
religious circles. - It is unknowingly infesting the
mentality of busy and hardpressed pastors or the
illusions of activity-minded assistants. It has made
whole religious communities ostracizing as it were
music as incompatible with the heights of spiritual
life, and almost apologizing for their attempts to re-
introduce sacred music as an element of their corporate
life of perfection. Moreover, there is hardly anything
more narrow-minded than the prevalent superiority-
complex of many professors in seminaries and of
teachers in Catholic schools whose highly standardized
education did never succeed to comprehend that music
is a primary element of Catholic culture. These accusa-
tions against the clerical mentality have been made at
various times in this column, though in a less bluntly
formulated sequence. I repeat them today as an after-
thought suggested by the feast of Christmas, but not
with the uncharitable intention of throwing the sword.
I do this as the sincere observer of a warning which
I receive through the correspondence brought daily to
the Editorial office. I cannot possibly overlook the
undeniable fact that an increasing number among the
laity resents either the absence or the deterioration of
sacred music in Catholic life. In this growing party of
opposition, one counts parishioners of the rank and
file, loyal christians having no voice in the organization
of divine services, but who long to find in them the
spiritual incentive of which music alone possesses the
sectet. There are also men and women of culture
who, growing more conscious of all the spiritual values
contained in the sacred liturgy, have learned to dis-
like the “abomination” of some parish-services or
parish-entertainments. There is a rising generation of
religious for whom' sentimental devotion or religious
ethicalism is an empty substitute for the healthy
spiritual emotions which the Church’s devotion pro-
vides in her musical praise. There are also the far-
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seeing educators whom a grinding experience has con-
vinced that a christian education not complemented by
musical experience is becoming a shallow organism in
the preparation of a fully Catholic mind. Lastly,
there are the most sympathetic group of children and
young people, deprived of an emotional outlet in their
religious development, who wonder how we have
nothing in the expression of Christ’s love which com-

pares with the last popular hit.
SHOULD THE GROUP OF THOSE DIS-

senters grow to larger proportions (and it will eventu-
ally), their justified dissatisfaction will become a dan-
ger. For the whole life of the Church is hierarchic;
and it is abnormal that leadership, in any of its mani-
festations, should arise from the lower strata. It is
imperative that the priesthood and the religious Orders
resume at once in the musical restoration, the place
which they have notoriously forsaken. Sacred music
originates at the altar and in the choir-stalls, not in the
nave. Therefore, the clergy and the religious who
show such intelligent and generous cooperation in all
other phases of Catholic action or Catholic education
can no longer dismiss or neglect liturgical music. It
is the “primary source” of the “christian spirit” and
by the same token it must be one of the primary
endeavors of all priestly and religious zeal.

To that end, the clergy and the religious Orders
need more immediately the strengthening of their litur-
gical conviction than an invitation to the technique of
sacred music. Unless one shuts off his mind from
glaring evidence, this evidence is compelling. The
whole history of worship, from the beginning, is an
irrefutable witness to the spiritual vitality of sacred
music. And we know only too well that the spiritual
desintegration which today appears as a doom, began
at the very epoch of our musical distress. The Motu
Proprio is nothing but a providential stroke of the
light of God shining upon four centuries of darkness,
and re-establishing among us the “lost chord” of
christian song. To all priests conscious of their sacra-
mental responsibilities, to all religious desirous of pro-
viding the ideal pattern of christian life, I advise again
not to read passingly but to meditate at length upon
the Motu Proprio. It is the “document” of our time,
and the suggested remedy in the crisis of christendom.
From the meditation of its admirable pages, a musical
conviction and a musical consciousness will arise anew
among those who are the “salt” and the “light” of

the world. That day may be reckoned as the dawn of
a permanent restoration. The priesthood and the
religious of the twentieth century will have rejoined

the Angels and the Shepherds.

2. Depreciating one’s heritage. The contin-
uity of one generation perpetuating its achievement
unto the following generation is one of the main
factors contributing to the stability of human society.
Chesterton writes somewhere that one of the great
pities of the modern world is its purposely forsaking
its past. Following the earlier illusion of what la
Bedoyere calls “dawnism,” the world of today pins its
hopes on anything provided that it be new. It is only
a few weeks ago that, on the intermission-program of
the weekly Philharmonic broadcast, the lecturer hailed
the advent of an engine of destruction as the atomic
age, just as the Nazis used to salute with the “Heil
Hitler.” We ourselves are prone to scorn this error
when it comes to matters theological, moral, or sociol-
ogical. But we are falling into the same abyss in regard
to our musical past. The Chant, in the mind of many,
is but an obsolete expression of primitive musical
stuttering, good at the very best for the mourning of
a funeral. There is not as yet a century since a few
penetrating scholars rediscovered that Gregorian art,
as a whole, is the purest monodic melody which has

(Continued on next page)

If the musical function in divine services is
wholly corporate,” the music also which is
called to express it must be corporate, that
is, of a choral character. But as the actual
function begins with the authoritative solo
of its leader, namely, the priest, so an inci-
dental solo-form is acceptable in the singing
of the choir, provided that such solo-singing
is but an occasional ‘means used to express
more fully the union of all singers into one
spiritual body. To that end,- solo-singing
must remain at all times discreet, never out-
doing the prominence of the singing of the
celebrant.

By this it is not to be understood that solos
are entirely excluded. But solo singing should
never predominate to such an extent as to
have the greater part of the liturgical chant

executed in that manner;
(Continued on page ro9)
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ever been known. As far as I can see, the Catholic
world around me still keeps jealously as its treasure
the execrable “wedding march” of Lohengtin and the
candy-smelling “On This Day, O Beautiful Mother,”
forever unaware that such gems as, let us say, the
“Puer natus est” or the sequence “Victimae paschali”
have fortunately survived our throwing them to the
swine. Palestrina, Anerio, di Lasso, Vittoria, and their
long line are but “old fogies” who were wasting their
immature musical knowledge with writing complex and
mathematical formulas of counterpoint. Of course, we
the moderns have our Bach, Beethoven, Schuman,
Stravinsky, and even Shostakovitch. I have even read,
not so long ago, an article written by a Nun stating
that, as far as counterpoint is concerned, its future
in regard to sacred music rests on progressing along
the lines of Bach, not along those of the school of the
sixteenth century. She also was unaware that the
counterpoint of Bach was not a progtess, but a retro-
gression. Our Marzo, Wiegand, and many of their
contemporary successors in liturgical composition are
the unhappy victims of this fatal confusion. What-
ever genuine recognition has been given to Catholic
masters comes not from our own midst, but from
secular musical circles. This is a disgrace for which
it will be ever so difffficult to atone.

OPEN ANY BOOK OF MUSICOLOGY
which pretends to have a scholarly value in any
degree; and you will be amazed at the respect which
musicians of all ranks profess for the musical tradition
of the Catholic Church. And, whereas their actual
appreciation of its treasures is still confused because
of the lack of experiential acquaintance, they apologize
with awe for their shortcomings. Secular schools of
music, Universities, choral organizations are desper-
ately trying to discover the secret of the entrancing

auty of sacred music, knowing well that it conceals
some of the greatest musical heights ever reached by
man and that it is a source of supreme inspiration. It
is no longer a matk of provincialism to praise in glow-
ing terms the esthetic qualities of both the Chant and
the classical polyphony; for even when compared with
the masterpieces of the modern era, their excellence
appears unimpaired. Of course, in order to justify
such a statement, one must know of the Chant some-
thing more than a few melodies of the Ordinary of
the Mass or some minor motets of the classical mas-
ters. There are countless gregorian melodies which,
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for the average Catholic musician, remain buried in the
official books, and have never been the cause of a
thrilling artistic experience. Maybe Beethoven gave
to the world nine symphonies, seventeen quatuors,
thirty-two piano sonatas, etc., in all some 134 Opus.
So did Haydn, Mozart, and a few others. That is still
very short of the two thousand Masses and Motets,
of, let us say, Orlando di Lasso. And when Bach ever
hardly succeeded writing a few pages in eight voices,
compositions of unsurpassed choral structure using five,
six, eight voices, are common in the school of the
sixteenth century. But who, in our age, is able to read
them, still less to perform them? Far from being a
factor in the universal musical experience, they are
but the privilege of a small cast of scholars. Now, after
we have enumerated all the titles to artistic excellence
which accredit Catholic tradition to the respect of the
musical world, we have not yet acknowledged its
greatest claim to musical supremacy. It would be
relatively unimportant that sacred music be recognized
as a successful rival of all the music that has been born
since the 17th century, unless we understand its un-
challenged position as the expression of religious
thought and religious sentiment. A grave responsibility
rests upon Catholics to fully realize how extremely
difficult it is for man to translate into an adequate
musical medium his relationship to God. This indeed
is the crucial test of music. Yet, it is possible today to
contend, without the fear of any substantiated contra-
diction, that the Church alone succeeded in solving this
problem and in presenting a solution acceptable to the
demands of both art and theology. Truly, Catholic
music once knew how to praise God, to bless and to
thank Him, to implore and to love. In her artistic
synthesis, we find the summit of the purest classicism
and at the same time of the richest romanticism. The
reconciliation of these seemingly opposing aspects hap-
pened only once in the history of Music; and it
remains the unchallenged glory of Catholic art. One
comes to appreciate the more the musical security
offered by the Catholic Church, when he compares it
with the desperate confusion in which music has fallen
in our day. I have had for many years the privilege
of being an observer of the musical scene. 1 have seen
the giants of a passing hour (and the classicists are in
some measure counted among them) ascend the pin-
nacle of glory, only to fall later into relative or abso-
lute obscurity under the merciless criticism of a new
“dawn” in the evolution of art. But, as I have pro-



FEBRUARY, 1946

gressed with the years, I have seen the glow of Catholic
music constantly enlarged on the horizon. Many of
the renowned masterworks have vanished into a shadow
from which I am now unable to recall them, while
the pure line of the gregorian melodies and the trans-
parent structure of the classical motets keeps haunting
me. Catholic music is radiating from intangible
heights, that is, from the iridescence of God Himself.

TO REGAIN A LOST HERITAGE AL-
ways presents no small difficulty. Thinking of that,
I unconsciously recall to mind the castles of Europe
wherein for a long time culture was kept alive. Today,
some are empty, others are in ruins. I also think of
families wherein lived for many generations the
sparkle of a tradition. Social circumstances, and with
them the tradition disappeared never to rise again.
The “nouveau riche” came. He sat in the castles,
and played the comedy of luxury; but he never grew

into the culture. The “nouveau riche” is partly the

jazz-age, to which, alas! Catholics have succumbed in
a wholesale massacre. Shall we rise again and recon-
quer our musical heritage? I profess to hope for a
restoration. It will come; and it will be the long
awaited fruit of the far-reaching visions of the Motu
Proprio. But it will demand from us an artistic
humility which accepts the “law of Catholic musical
heredity.” We must recognize that we know little or
nothing of our treasures, and therefore, that we must
restore in our mind the appreciation of our tradition.
I have no patience with the boasting which is so fre-
quent with us in musical matters. Too many Catholics
(I mean leaders and teachers) make of their music a
subject for pleasant apologetics; and the pleasantness
is the greater when they notice that the outsiders are
lavishing on our music admirative praises. The same
Catholics never make an attempt in order to personally
appreciate the precious gems of their own art. I would
like to mention two glaring examples of this attitude.
An occasionat visit among the clergy will reveal that
there is an increasing number of priests who possess a
phonograph. If you glance at their recorded library,
you will be surprised counting among their albums a
proportion of classical music, even of modern or con-
temporary works. Should you engage in a conversa-
tion about music, they will profess an appalling indif-
ference towards Catholic art, and at times will adopt
an attitude similar to the self-complacency of the
“nouveau riche.” Obviously, their acquaintance with
music does not go into the “beyond” of spiritual art.

Catholic Colleges, Universities, and partly also the
Seminaries, are the victims of the same contradiction.
Many of them, and for many years, indeed, have been
printing in their annual catalogues, an impressive pro-
gram of studies for their musical department. They
go to the limit of expenses and equipment in order that
they may rightly compete with secular education in
providing a musical background. Hence, the piano-
student will plunge early into, let us say, the concerto
in B flat of Tschaikowsky; another in vocal training
will try to trill an operatic aria; the student in compo-
sition will juggle with harmonic developments. You
may try to justify this policy on the grounds of neces-
sary competition and social exigencies. Yet, you are
wrong, and you are committing a fatal musical suicide.
So did think the master of all, Vincent d’Indy. He
had against him the whole clique of the Paris Conserva-
tory, when he decided that, at the Schola Cantorum
which he founded, Catholic tradition would be the
basic foundation and the crowning of a program of
musical studies. And the Schola became the univer-
sally recognized center of musical education. I have
no grudge against Catholic institutions for aiming at
the highest musical achievements; but I resent their
turning upside-down the Catholic order of learning
music.

Again, we find in our incomprehensible loss the
wanted remedy. We must return all the way to the
conquest of our musical heritage. That is, we must
study our music as the basis of evaluation of all
music. Without such total conversion, we cannot be
sincere or intelligent musicians. For, no music of the
last three centuries will compensate for the loss of a
Gregorian responsory. To the repossession of our
musical heritage, I invite all and everyone among

the readers of CAECILIA.
D.E. V.

(To be continued)

The Editorial Staff most heartily thanks its
many friends who gave Christmas gift-sub-
scriptions to the CAECILIA. This was both
edifying and encouraging. We are sorry if we
could not begin all these subscriptions with the
December issue; but our supply was exhausted.
Those who were disappointed will receive the
issue of February as their first copy.
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MEN OF SACRED POLYPHONY

By Francis Guentner, S.].

The first series written by Father C. ]. McNaspy, §.]., is now followed by another one
concerned with the polyphonic era. We have been left in such darkness about the causes which
gave rise to the evolution from the Chant to Polyphony that it is necessary that monographies
of individual composers be prefaced with a survey of the polyphonic beginnings and of

its characteristics.

UTHOR'’S Introduction: The 15th
B8 and 16th century schools of musical
composition have proved to be an ex-
traordinarily fertile field for research
scholars of the past generation. The
giant publications of polyphony that

. =ty were issued during the 19th and early
ZOth centuries, the first-class performances of these
works by many European choirs, the Motu Proprio
of Pius X, the wealth of information brought forward
in the first two volumes of the Oxford History of
Music by H. E. Wooldridge together with his pene-
trating observations—these and other almost uncounted
impetuses made the musical world aware of the
importance of an age of music that had all but
been forgotten.

Perfection of the polyphonic form and style was
not attained overnight. Only through the common
consent of several generations of composers were the
agreeable and significant developments retained and
the weak and undesirable eliminated. On the conti-
nent as well as in England there grew up a healthy
spirit of rivalry which tended toward constant inven-
tion and perfection of forms and styles. And a con-
tinual communication of ideas between the outstand-
ing musical centres made the most recent developments
common property.

Before we begin the sketches of some of the more
important men of that era, it would be well to give a
little space to the fundamental ideas that underlie the
theory of 16th century polyphony, for the logical
consummation of all the precedmg expetiments was
reached in the artistic creations of that era. Through-
out the series of articles reference shall be made to
these basic principles, and for this reason the reader

is advised to keep them at hand.

16th Century Polyphony versus “Polyph-
ony” and Homophony. Polyphony is conceived by
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the composer according to the rules which govern
counterpoint. In the beginning of its history, counter-
point (contra punctum) was the placing of a newly
designed melody against a chosen existing melody,
e.g. a hymn, or a secular tune. This newly added
melody acted as a sort of accompaniment and gave
variety to the piece. Gradually two melodies were
written against the original—and it is interesting to
observe in this connection that the early experimenters
in counterpoint (during the late medieval era) took
long and harsh dissonances as much for granted as
consonances. Soon additional lines running parallel

‘to the originally chosen melody were added, and by

the sixteenth century, pieces of twelve parts were not
at all rare. And the procedure of finding a melody
around which to construct the composition became
optional. Often enough the polyphonists composed -
their own themes and used them as melodies around
which to weave the other lines, or treated them as
sources of imitation. The counterpoint of the age of
Palestrina differs essentially from the counterpoint of
the age of Bach and most of the composers following
him to our own day: in the former the harmony was
really considered secondary and was determined by
the individual musical lines which composed the piece;
in the latter the lines themselves were born out of a
previously conceived harmony and consequently had
to “fit in” to this harmonic basis, rigid though it may
have been.—In homophony the composer regards his
work from a vertical point of view. There is only one
melody, usually placed in the top voice; the other
instruments or voices provide the harmony for this
melody as their primary function. If in so doing they
form a melody, this is accidental.

Modal Tonality. The purest polyphony of the
Golden Age was written according to the modal scales,
of which there were twelve. To the student of Plain-
chant this will mean much, for besides the ordinary
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authentic and plagal modes on D, E, F, and G, the
polyphonic masters also had the use of modes begin-
ing on A, and C. Only in the seventeenth century
did the major-minor tonality take complete control.
And this change, incidentally, also helped along the

change to the harmonic basis for counterpoint.

16th Century Concept of Contrapuntal
Harmony. As Professor A. T. Merritt notes: “The
composers of the sixteenth century had a sophisticated
taste in harmony within the frame of the modes.” And
it is an endless source of wonder that their composi-
tions are as varied and beautiful as they are, for the
harmonic scheme was extraordinarily strict.- Not only
were chromaticisms and enharmonic modulations and
the like taboo—people didn’t talk about such things
in polite circles!—but the liberties allowed to the com-
poser even within the mode were few. Books have
been written on this subject, and so we could in no
way exhaust its treatment here. Instead let us look at
the rock bottom rules which an authority, Mr. R. O.
Morris, defines. In every piece each part must make
correct two-part harmony with every other part. Cor-

rect two-part harmony makes the following demands:

a) intervals of seconds and sevenths are dissonant
(unless they are passing notes) and require prepara-
tion and resolution. b) Intervals of a fourth (unless
in passing) are likewise dissonant when they are
found between the bass and any upper part, and
therefore need resolution. c) Other intervals are
consonant and need no preparation, but consecutive
fifths and octaves are prohibited. Mr. Morris encour-
ages students of counterpoint to school themselves in
the polyphonic method, and quite aptly remarks: “He
will find that where he was formerly chastised with
whips, he is now chastised with scorpions . . . It requires
far less exertion to produce a ream of scholastic coun-

terpoint than a single page in the vein of Mr. Thomas
Morley.”

The Freedom of Polyphonic Rhythm. Here
we must try to unravel the astounding and complex
system of contrapuntal rhythm according to which the
polyphonic composers conceived their work. First, if
you look at an individual line of a 16th century
example of counterpoint written in C, and forget all
about the bar marks (which are usually found in
modern editions to aid the singers), you will see that
the melody has no regular system of strong and weak

beats at all. It is somewhat similar to what a line of
measured Gregorian chant would be. The rhythmic
stresses in the melody are naturally determined by such
phenomena as the following :
a note’s being held longer than its immediate
neighbors:
a note at the top of a group of ascending notes;
a note falling on the accent of a word; and other
similar signs of natural accent.

If you placed a bar line before each of these stresses
or accents, you would see that the lengths of the bars
varied greatly. Now each of the lines of the composi-
tion possesses this thythmic pliability. Yet the stresses
do not occur at the same time in all the voices
(though, of course, at times they may); rather they
offset or contrast with each other. For this reason Mr.
Morris has well said: “Above all, (the composers of
the sixteenth century) loved to make the rhythmical
accents of each part cross and clash with those of
every other part. This constant rhythmical conflict
is the most vital and suggestive feature in the whole
of the sixteenth-century technique.” And for this
reason polyphony is said to be composed in free
thythm.—However, when we look at all the lines of a
piece together, as forming one integral composition,
we will see that the work falls neatly into bars of
four counts, and that the time signature, C, actually
seems to require four counts to the measure! Evidently
some attention has been paid to metrical rthythm in
the piece. How are we to reconcile free rhythm with
the definite metre in each bar? We must remember
that if the polyphonist wrote in C, he was limited in
some way to four counts in a measure, a strong, a
weak, a strong, and a weak beat. Quite definitely—
but it was the harmonic structure, the vertical point
of view, that made him pay attention to metre. His

suspensions, dissonances, internal and final cadences,

and other purely conventional melodic figures had to
be worked out according to measured time. Take the
dissonance for example: the preparatory note was
Sounded on a Weak beat, the diSSOnant note came to
meet the preparatory note on a strong beat, and the
resolution followed on a weak.—In fine: regarding
each voice singly, one seems to find no signs of
measured music; the measured pattern is a construction
which exists when all the voices are taken. simul-
taneously—and is made necessary by the relations
these voices have with one another.

(Continued on page 116)
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HQRE THRE VERYWHE

FOR THE PAST
four years, it has been a
custom to present in this
column at this time an
approximate survey of
Christmas programs
throughout the country.
Comments and criticism
were added with the hope
that they might stimulate
choirs in making up pro-
grams gradually more in
harmony with the true characteristics of the feast of
the Nativity. It cannot be said that this hope has
materialized in any way. The general situation is
perhaps no worse; it is no better either. Of course
there are many humble parish and convent choirs who
loyally endeavor to' follow on the occasion of this
traditional holiday the spirit of the Motu Proprio.
But, there are countless others who just do not realize
that their exaggerated insistence on pre-Mass caroling
and their attachment to noisey Masses are detrimental
to a worthy celebration of Noel. We can only wait
for the day when the growing influence of truly Cath-
olic Choirs will glaringly show the ridicule of inflicting
upon Christmas the low sentimentalism which is an
offense to the Incarnation of the Son of God.

i »« We find it at the CHURCH
B”ght SpOt ofF St1. BERNARD, DETROIT,
MicHiGaN where the pastor Father William J.
O’Rourke has for a long time valued the benefits of
sacred music for the development of the spiritual life
among his flock. His stand in matters of music is
firm and paternal; and J. F. Callaghan, the choir-
master is the devoted and competent interpreter of
his pastor’s musical devotion. You may be surprised
at our mentioning that the Mass of both the Night
and the Day of Christmas was entirely set up to
gregorian chant. It was rendered by the two groups
of the male choir, respectively 19 men and 27 boys.
This is not said in order to criticize choirs which
include in their program a proportionate part of
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polyphony. But, we contend that the policy pursued
by many choirs in lowering their level on the occasion
of Christmas for the sake of making the High Mass
popular is misplaced. In fact, a gregorian Midnight
Mass at St. Bernard’s is so popular that parishioners
have to secure in advance their tickets of admission,
lest they be stranded on the side walk. This lesson is
worth learning; it shows a way out of our Christ-
mas rut.

»« Those herewith in-
serted are gratifying for
their good taste and the wide range of their expres-
sion. The CHURCH OF THE BLESSED SACRAMENT,
Horrywoop, CALIFORNIA, wherein Mr. Richard Keys
Biggs has labored for a long time presented the
following:

Five 0’Clock High Mass: Blessed Sacrament Girls’

Choir

Mass of St. Anthony R. K. Biggs

Eleven O’Clock Mass: The Ladies’ Choir

Traditional Carols

Puer Natus in Bethlehem

Other Programs

Gregorian

Coventry Carol

Angels We Have Heard on High.......Old French
Twelve O’Clock High Mass and Benediction: Com-
bined Choirs:

Prelude — Improvisation Titcomb
Introit—Puer Natus Est -Gregorian
Mass in Honor of St. Paul Biggs

Offertory—Hodie Christus Natus Est........... Biggs

Adeste Fideles Traditional
Postlude—Break Forth O Beauteous
Heavenly Light Bach

O Salutaris Hostia

Tantum Ergo Sacramentum

Adeste Fideles
»« Another program was performed at the IMMACU-
LATE CONCEPTION CATHEDRAL, PORTLAND, OREGON,
under the direction of Paul Bentley:
Christmas Carols:

Silent Night Gruber




FEBRUARY, 1946

Coventry Carol Old English

Shepherds, Shake Off Your

Drowsy Sleep. Traditional
Solemn Mass at 6:00 a. m.:
Proper of the Mass. Gregorian

Missa Christus Sacerdos.........Father Austin Johnson

Offertory Motet: Adeste Fideles... ... Traditional

Communion Motet: Anima Christi............ Thielen
Solemn Mass at 11:00 a. m. : ,

Processional : Angels we have heard

on high......... Old French
Vesting: Organ Prelude on “Puer

Natus Est” Titcomb
Proper of the Mass Gregorian
Common of the Mass: Missa

Orbis Factor Rossini
Gloria in excelsis:...............Gregorian Mode IV
Credo III Gregorian Mode V
Offertory Motet: Adeste Fideles................ Traditional
Communion Motet: Anima Christi........... Thielen

Recessional : In Dulci Jubilo...........XIVth Century

»& The male choir of St. CATHERINE’S CHURCH,
Detrort, MicHIGAN, also presented a simple pro-
gram in which the Introit and the Communio Anti-
phons were sung according to their full gregorian
version, the rest of the Proper in psalmody. For the
Ordinary, the Mass “Regina Angelorum” of Joseph
McGrath was the choice. Thus music was obtained
within a light atmosphere very fitting to the feast:

Midnight Mass:
Introit—Dominus dixit Mode 2
Kyrie—Mlissa Regina Angelorum........... McGrath
Gloria—Missa Regina Angelorum............ McGrath

Gradual—Tecum principium......Second Psalm Tone
Credo—Chant No. 3 Mode 5
Offertory Proper—

Laetentur Coeli......cocooee Seventh Psalm Tone
Supplementary—Adeste Fidelis............ Montani Arr.
Sanctus—Missa Regina Angelorum........ McGrath
Benedictus—Missa Regina Angelorum.......McGrath

Agnus Dei—Missa Regina Angelorum....McGrath

Communion Motet—Jesu Redemptor Omnium._Yon

Communion—In Splendoribus.............. Mode 6
Recessional—Angels We Have
‘Heard on High Traditional

Sacret Cha nt The CorLLece or Mr. Sr.
ScHoOLASTICA, ATCHISON,

KaNsas, has grown into the experience of the Chant

to a Point where the celebration of the High Mass
on Sundays and Feasts receives a varied expression.
The Proper is sung in its entirety by the alternate
Choir of the Novitiate; and several Ordinaties are
well known by the Community. The calendar of
December-January for the ordinary will serve as an
example:

Feast of St. Stephen Mass IV, Credo I
Feast of St. John Mass IX, Credo VI
Feast of Holy Innocents.......... Mass VIII, Credo III
Sunday within the Octave............. Mass X, Credo I
Feast of the Circumcision........... Mass of Profession
Feast of the Holy Name........... Mass IX, Credo III
Feast of the Epiphany.......occue. Mass II, Credo VI

»« The MoNTE CassINO AcapEMY AT TULsa,
OxraHOMA sponsored on December 14, 1945, another
Gregorian concert, thus continuing a project inau-
gurated several years ago. This institution, in charge
of Benedictine Nuns, is following a course of action,
both in its educational work and its liturgical aposto-
late at large, which will eventually be reckoned with as
a landmark in the restoration of liturgical music. Sur- -
rounded by religious prejudice, these Nuns profess an
absolute faith in the value of monastic apostolate.
They are satisfied that the sacred Chant, consistently
presented as the expression of a loving faith, must per
force reconquer souls for Christ. The following pro-
gram is the annual translation of the conviction of
Monte Cassino. It unites the Chant-choirs of five
Churches and the Academy-Choir in a fraternal per-
formance of the sacred melodies. A speaker usually
explains the spiritual meaning of each melody to the
audience; this year, this role was entrusted to Dom
Gerard Nathe, O.S.B., of St. Gregory’s Abbey,
Shawnee, Oklahoma. The program is selected with a
refined taste, and the accompanying booklet is a model
of discreet printing:
Canticle to the Sun,
Choral Reading

St. Joseph’s Academy

Rorate Caeli . Advent Hymn
Dominus Dixit............. Introit, Midnight Mass of Xmas
Sanctus ’ Mass IX

Puer Natus, Hymn Boys Choirs

Hodie Christus Natus

Est Mag. Antiphon, Christmas
Magnificat, Choral Reading.........cococcocec. Monte Cassino
Puer Natus.............. Introit, Third Mass of Christmas
Alleluia Feast of the Assumption
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Alma Redemptoris Mater: Advent Hymn
Communio.........occeroeeecn. Midnight Mass of Christmas
Laetatus sum Psalm 121
Christus Vincit

Various Concerts The Diapason, in a

recent issue, comments
with profuse encouragements on the performance of
the Christmas portion of the Mgssian By a Com-
BINED CHOIR FROM ForRTY CHURCHES AT RICHMOND,
VA. Maybe the Messiah has become a sott of Christ-
mas-routine with Protestant churches and institutions.
But, every time we read about it, we cannot help envy-
ing them and hoping that Catholic choirs could
develop the spirit which makes such concerts possible.
And, we would have something better to offer than
the much overrated Messiah, if we would only know
our treasures. The first step in this direction should
be a fraternal union of all choirs of a certain city
recurring at regular times.

»« We are not yet plagued with organ recitals.
Therefore, programs of this sort are welcome. Inci-
dentally, organ-concerts well-planned (and they are
popular among Protestants), might make Catholic
people more organ-minded, and thereby more inclined
to generously subscribe to a drive for a substantial
organ in their parish church. Three recitals have
recently b