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Approved Hymnals for Every Need

SATB Voices: THE PIUS TENTH HYMNAL

A new repertoire of hymns arranged for Uni-
son, Two-equal or Four Mixed Voices. Book
contains hymns, chants, polyphony and service
music.
First edition of Accompaniment Book Sold out
_in three months — 2000 copies.

(]
Unison Voices: AVE MARIA HYMNAL
Recently added to the M & R Catalogue.

LAUDATE HYMNAL

- Official hymnal for the Diocese of Kansas City,
Kansas.

MONASTERY HYMNAL

A compilation of hymns by A. P. Bragers
ready in Fall, 1953.

Two Voices: ALVERNO HYMNAL

A complete repertoire of Two-part hymnody.

~SAINT ROSE HYMNAL

Widely used in parochial high schools and
colleges.

MOUNT MARY HYMNAL

Standard repertoire. Contains many SSA
arrangements.

TTBB Voices: SAINT ANDREW HYMNAL

Best known hymns for services throughout the
church year.

SAAB or SATB Voices: ROSARIAN HYMNAL

Selected hymns taken from the St. Rose

Hymnal and especially arranged for high school
singers.
°

PIUS X HYMNAL
Also available are hymn pamphlets for various seasons and services
Send for copies on approval

McLAUGHLIN & REILLY CO.
45 FRANKLIN STREET, BOSTON 10, MASS.

National Headquarters for Catholic Church and School Music
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An evaluation of modern settings of the mass text

THE MASS AND

Part 1
* HE PROBLEM OF MODERN MUSIC

suitable for and consonant with the
Liturgy, continues to exercise the
§ thought and effort of both critics and
N composers. Some few years ago, so
perceptive a critic as Mr. Martin

PV~ \NEl Cooper wrote an article for The
Month (February, 1949) in which was conveyed
a tone of resignation to the conclusion that “the
future of liturgical music . . . seems to lie in the
past — in the wider and more intelligent use of
that music which was formed with and by the
liturgy.” He developed the idea that liturgical
music evolved along with the liturgy itself, from
the second to the fifteenth centuries, finally reach-
ing full-bloom in the Renaissance. His conclu-
sion: “If the liturgy has since then remained un-
altered there is, to say the least of it, a stylistic
anomaly in perpetually renewing the music in the
styles of succeeding generations while leaving the
rest of the form intact.”

The attitude may appear pessimistic, but one
sees the force of the reasoning. Could it be that
modern liturgical music is so frequently unsatis-
factory and so often valueless because the modern
style comes from a different world from that of
the liturgy?

More recently Mr. Anthony Milner, in the Lon-
don Tablet (April, 1952) discussed the problem,
concluding that church music has become stag-
nant because choirs and congregations have not
kept up with musical advances. No one appears
interested in the contemporary composer, and he
is almost never commissioned to write a work for
the church. Hence composers should be encour-
aged to create music that is born of a twentieth-
century setting, and the audience (i.e. our congre-
gations) should be taught not to expect something
spun from the style of a previous age.

Perhaps we will one day have to come to the
same conclusion as Mr. Cooper, but for the pres-
ent one would like to hold with Mr. Milner that

CAECILIA

THE MODERNS

Rey. Francis J. Guentner, S.].

there is a genuine future for new church music,
and that the moderns either have already arrived
at an idiom that satisfies the spirit of the Motu
Proprio, or that they are making strides in the
right direction, and should be given time to prove
themselves.

The statement of Blessed Pius regarding modern
ecclesiastical music is too well known to need in-
clusion here. It has been repeated substantially by
Pius XII in his Mediator De‘z, with one note-
worthy point added.

“It cannot be said that modern music and
singing should be entirely excluded from Catho-
lic worship. For, if they are not profane nor
unbecoming to the sacredness of the place and
function, and do not spring from a desire of
achieving extraordinary and unusual effects,
then our churches must admit them since they

" can contribute in no small way to the splendor
of the sacred ceremonies, can lift the mind to
higher things and foster true devotion of soul.”

(Para. 193, America Press edition.)

Of especial interest and importance is the idea
that modern music is admissible when it does “not
spring from a desire of achieving extraordinary
and unusual effects . . .” The question naturally
arises: how are we to determine when a piece is
characterized by “extraordinary and unusual ef-
fects? This perhaps more than anything else in
the crux in modern liturgical music.

Mr. Ernest Ansermet, noted interpreter of
Stravinsky, once wrote of this famous composer
that at the beginning of his musical career, “he
had to let all sorts of music habits go by the
board, to discard all sorts of loyalties to beloved
forms, all sorts of easy roads which he might have
taken.”l Doubtless Stravinsky is not the only mod-
ern composer who had to doff the old in favor of
the new: Bartok had to put off Brahms and

‘Schonberg and to unlearn Neo Romanticism.

This process of abnegation through which Bar-
tok and Stravinsky had to pass is much the same
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process that the average listener, in his own way,
must pass through when he approaches the music
of these moderns. The fine flowing melodies of
Romanticism, even the delicate web woven by the
Impressionists, must be put out of mind and
memory — and the listener must approach this
music with the viewpoint, to put it bluntly, that
anything counts.

If such a remark appears facetious or derisory
it is not intended to be so. For surely modern
music has provided us with such works of un-
doubted beauty and merit that only a traditional-
ist with a closed mind would dare to gainsay it.
All that it asks of the serious listener (who is pre-
sumably willing to learn,) is an average intelli-
gence, and a patience and sympathy with that it is
trying to do. By the ‘‘serious listener” we mean
the average devotee of serious music — the per-
son who sees meaning in Bach, Mozart, Beeth-
oven, Brahms, and Debussy. There is every good
reason to believe that such a listener will perceive
how Stravinsky, Bartok and Hindemith are logical
continuations of the western tradition in music.

Mr. Adolfo Salazar says of Bartok’s chamber
music that it “may seem macabre, horrible, and
perverse to the unitiated listener; yet, as happens
in the case of all truly great music, the new lis-
tener will not delay long in exchanging his first be-
wilderment for a most intense delight.”2 Perhaps
it cannot be said that every modern composition
eventually produces delight, but certainly experi-
ence proves that enough of them do, to justify our
faith in our contemporaries. Which compositions
will eventually be accepted as ‘“classics” no one

can well foretell. “A generation must elapse be-

fore it is possible to see any work of art in a true
historical perspective, for it is as true in the
aesthetic as in the spiritual hierarchy that many
that were last shall be first and many that were
first shall be last.”3

If such are the hopes that we hold for the av-
verage ‘‘serious listener,” we cannot be quite so
sanguine about the person whose aesthetic train-
ing has developed no further than Dixieland or
any of the other popular idioms. It does not seem
too probable that the devotee of Dick Haymes’
latest album will get much intellectual enlighten-
ment from Bartok’s Concerto for Orchestra.

And there lies the difficulty. We are not re-
vealing anything new if we state that our ordinary
Sunday High Mass audiences are mostly made up
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of people who have gotten no further than Perry
Como or perhaps light opera. For them, a mod-
ern Mass, the fruit perhaps of sleepless nights and
immeasurable expenditure of spirit, will pass un-
noticed; or if the music draws attention to itself,
the congregation will perhaps remark only that it
sounded strange — or something worse. Such is
the cleft today between art and the common man.
Yet contemporary art is not alone in being thus
coldly welcomed. Bach was long in his grave be-
fore anything like due praise was meted out to him.
Each succeeding symphony of Beethoven seemed
to make the “critics” more idignant. (Samples:
On the E-Flat major symphony: “. . .it will be
able to acquire the purity of form of a work of art
only by a thorough revision.” And on the C-minor
symphony: “Unfortunately Beethoven never
knows when to stop.”) Closer to our own time
there was Le Sacre du Printemps, which was the
occasion for a near-riot.

These ideas are commonplace, but they can bear
repetition, because a new liturgical music, if such
there is to be, will very probably seem to fit square-
ly under the category of music that strives to
achieve extraordinary and unusual effects. At
least an off-hand or ill-considered judgment may
rate it thus. But we will do well to learn from his-
tory that condemnation should not be dealt right
off, just because the music does not appeal to the
common man or because on first hearing it may
not seem intelligible. The truth will out, and it
might prove that first impressions produced mis-
calculations.

Meantime let us investigate five Masses by con-
temporaries in order to see what is being done by
the modern composer for the liturgy. That such
men as Poulenc and Stravinsky have devoted their
efforts to Mass music must hearten everyone in-
terested in the liturgical arts. If the composers of
the Renaissance considered it a glory and a life’s
worthy occupation to set the sacred words of the
sacred rites to music, why should not the com-
poser of today feel the same way?

Of the five Masses that come up for appraisal
here, doubtless Zoltan Kodaly’s Missa Brevis for
mixed chorus and organ (1945) is harmonically
the most colorful. Though in his profane music
Kodily makes free use of dissonance and key
change, he is not a bi-, poly-, or atonalist. His
command of orchestration is truly admirable and
his lyric gift beguiling. A Te Deum and the strik-
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ing Psalmus Hungaricus, sacred compositions of a
non-liturgical character, are justly renowned. I
do not know what Hungarian Catholics think of
the Missa Brevis, though one suspects that they
are proud of it. Even so the music does not ap-
pear to be ideally liturgical in character — or in
other words, musical considerations take preced-
ence over the text in several places with the result
that the balance is overturned. Whilst the early
parts of the Mass live up to the title Brevis, we
find the Benedictus drawn out to unexpected
lengths (87 bars) with the Hosanna in excelsis
presented eight times. Likewise in the Agnus Dei
in which, incidentally, the Agnus verse is present-
ed only twice — we find the Dona nobis pacem
repeated several times over, thus getting ore
than half the total number of bars in this particu-
lar part of the Mass. The texts of the other sec-
tions of the composition are treated in what might
be called “orthodox” manner.

Key changes abound throughout the work, and
though they may appear bold to some, the spirit
of the music does not seem appropriate for
the sacred rites. There are less bold disso-
nances in this Mass than in the other four we
are to consider, but there are enough to give the
work an affinity with modernism. The melodic
line, as is to be expected from Kodaly, is strong,
and sections of free counterpoint recur intermit-
tently. It would require an expert to sift out the
specifically Hungarian influences at work in this
Mass, but it does not require an expert to notice
that the rhythms to which the text is set are quite
different from those which by and large are com-
mon to the Caecilian and Italian Masses of the
past century. Though several themes are repeated
in different sections, there is no one theme on
which the entire composition is built. Towards the
end of the Credo the music becomes a bit thin,
the composer thus giving the impression that this
was more than he had bargained for.

Heitor Villa-Lobos is the first to admit that his
Missa Sao Sebastiao is composed in a “sacred” as
opposed to a personal style. A study of his setting,
scored for 3 equal voices (all of which may be
doubled at the octave according to the composer’s
directions), reveals that the music for the text has
been approached in a spirit completely different
from that which prevails in his secular composi-
tions. In Villa-Lobos’ own words: “It is music
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written with faith, disciplined imagination, and
religious feeling.”’4 The work is distinctly modern
in its liberal use of dissonance and in its shifting
of key and rhythm; but it is distinctly traditional
in its assiduous application of counterpoint. The
contrapuntal rhythms are freer than those one
would find in a typical nineteenth-century sacred
composition, but the Brazilian composer nowhere
attains the freedom of sixteenth-century rhythm.
At times too (especially in the Credo) the counter-
point strikes one as being mannered — employed
not so much from conviction as from a sense of
duty to the past.

The text in general is treated as master of the
music, but in several instances, notably in the
Gloria, there is a certain amount of pointless repe-
tition. Stranger yet is the fact that Tu solus altis-
simus is omitted from the Gloria, and Et ditam
venturi saeculi from the Credo. (The words can
be inserted without changing any of the original
notes, though one dislikes thus to tamper with the
composer’s work.) ’

Throughout the work Villa-Lebos operates on
a level of inspiration which, though not of the first
rank, is nonetheless distinctive. Some of his cli-
maxes (e.g., the Amen of the Credo and Dona
nobis pacem of the Agnus Dei) are simply con-
trived but vigorous and effective.

(In next installment: Rubbra, Poulenc, Strav-
insky. )

FOOTNOTES

1 Quoted in Erik Satie, “A Composer’s Conviction,”
Igor Stravinsky, ed. Edwin Corle (Duell, Sloan and
Pearce, New York, 1949), p. 31.

2 A Salazar, Music in Our Time (Norton Co., New

York, 1946), p. 301.

3 Martin Cooper, French Music {Oxford University
Press, London, 1951), p. 201.

4 This statement of the composer is printed on the
folder of the Columbia LP recording of this Mass.
Several other interesting views of the composer are
included, as for instance, that “The principal melody
of the Sanctus is intentionally written in the lyrical
style of the old, sentimental religious somgs of
Brazil.”
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EXAMINATION IN RATISBON

SINCE 1948 WHEN WE WERE FORTUNATE
enough to visit the famous School of Church Mu-
sic at Ratisbon, Germany, we have been receiving
from time to time news of various types of activi-
ties that have taken place at this institution. Be-
cause of the history and tradition of this School of
Music at Ratisbon, news of its musical life is al-
ways of interest. We wish to take the opportunity
to present a portion of an article sent us by Dr.
Fernand Haberl, director of the school and a
nephew of Fr. Xavier Haberl, the founder of the
school at Ratisbon.

The article in question dwells with an examina-
tion given in July of 1952 at the close of the school
year to twenty-one students, fifteen of whom were
laymen, three priests and three women. The
questions which the candidates were asked to an-
swer are listed below.

I. GREGORIAN CHANT

(written examination).

Q. 1. What is a “cento” composition, typical
and original?

Q. 2. What chants of the Mass are antiphons,
and which are responses?

Q. 3. What relation have these chants to the
celebrant?

Q. 4. Which were sung originally?

Q. 5. State the difference, liturgical and mu-
sical, between a solemn oration, a simple oration,
and a “prex” oration.

Q. 6. Analysis: The Alleluia “Benedictus es
Domine”’?

Q. 7. Arrange this verse to the fourth psalm
formula of the eighth mode of the Introit?

Q. 8. How does one introduce congregational
and choir singing of Gregorian Chant?

Q. 9. Practical section of examination: some
compositions required to be sung, others to be di-

rected.

II. CoMPOSITIONS

Written exercises in harmony, counterpoint and
orchestration.

by M. Bernal ].

III.

Q. 1. Perform a concert piece studied with a
teacher. o

OrcaN (practical test).

Q. 2. A composition of the period of Bach, a
romantic composition and one modern, all three
studied without the help of the teacher, with three
weeks preparation before the examination. These
compositions are to be chosen from the works of
the following composers: Brahms, Kerrl, Muffat,
Pachelbel, Bach, Bohm, Buxtehude, Olter and the
moderns: Giinter, Raphael, Rheinberger, Ahrens,
Flor Peeters, Norbert Stannek (teacher of Organ
at the School of Ratisbon), Reger, Hindemith,
Michelsen, Fritz Adam, Fortner and Andriessen.

Q. 3. Liturgical practice: Gregorian Accom-
paniment. Accompany a Gregorian Chant and a
hymn in the vernacular at first sight and impro-
vise a prelude, a postlude, and a modulation.

Q. 4. Write a paper on the organ of the
Baroque Era as compared with the modern organ.

Q. 5. Write the specifications for an organ to
be built for a church thirty meters long, ten meters
wide and fifteen meters high.

IV. Piano (written examination)

Teaching of piano: how to practice varied ex-
ercises on compositions to be studied, use of the
pedals, arpeggios.

Practical test: Play four compositions from the
works of the following composers: Bach, Scar-
latti, Beethoven, Haydn, Mozart, Schubert,
Schumann, Chopin, Brahms, Stravinsky, Reger,
Josef Haas, Ludwig, Weber, Arthur Honegger,
Hindemith, Paul Hoffer, Ernst Pepping, Olivier
Messiaen, Bela Bartok, Hermann Reutter, and
Albeniz.

Play at first sight, sing a song, and direct small
choral groups. .

(Translated by Rev. A. M. Portelance, O.F.M., from
an article in “Schola Cantorum”, published in Morelia,
Mexico. )
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NOTES ON A QUEST

these lines was projected. Probably
when they are finished you will agree
that the fact of their announcement,
and my fulfillment of a promise, are
among the few good reasons for their
having been written at all. I dispatch them, then,
with a sense of obligation, and for what they are
worth. I can only describe what I was able to see
and hear; my judgments are my own, and may be
quarreled with, but they are based on the factual
experience of whatever ear God gave me. What-
ever there is of musical gossip, you may take for
simply that. It would take another trip and a
more voluminous correspondence that I can
handle to substantiate it. One thing is certain: I
was — from the time the first slight movement of
motors racked the giant ship a little, until I re-
turned to her, a floating, lighted city — in never
so earnest a quest of the church’s auditory treas-
ures. This is what, in 1949, I heard.

A Round of Sunday Masses

I was lucky the first Sunday. I guess anyone is
lucky to be in Switzerland. Luckier still to be in
Luzern on festive Saint Nickolaus Day. Inside
and outside the Hoffkirche, it was bright and
clear, and the music was bright and clear. J. Bap-
tiste Hilber, I think, is one of a quite thriving
group of European church musicians who have
brought a modern idiom to a worthy liturgical ex-
pression. And because they seem so completely
taken up with the music of the church, one hopes
that one day they will find that new vehicle which
Pius XII bids us dream about — a new song of
the church. For there has been none since the de-
cline of polyphony. Anyway, Mr. Hilber con-
ducted his Mass in Honor of St. Nicholaus which,
to the best of my knowledge, is still unpublished.
Maybe it is not meant to be published, but to re-
main the exclusive property of the patronal church
of Lucerne. How fertile an indication that might

Rev. Francis Schmitt

be — in a quite unmusical world, where a few
compositions are slobbered all over the globe, re-
duced always to the least common denominator!
It was music traditional in form, but hardly in
composition. It was strong, it was devout, it
soared to the heavens, the altar. There were nota-
ble solos — several especially high soprano ones,
(and there are notable solos, high and low, behind
and afront the asterisks in the Graduale) sung
clearly and with a detached steadiness. One of the
most important things, of course, was that the
whole thing was done with that expertness which
alone is worthy of the great liturgical drama. The
chant — the propers — reminded me of no “sys-
tem” — simply a strong, careful musico-textual
expression. And so it was good after Mass, to
stand in the high church square, to know that this
was more real than the great rocky folds of the
Alps that hurled fathomless coloured mists about
the Richard Wagner Haus across the lake.

My sub-title, “a round of Sunday Masses,” was
specifically suggested by the rounds I made in
Rome on Sunday mornings, and I mean rounds.
Here are some notes I made one Sunday after-
noon, instead of seeking a place for Vespers: “Oc-
tober 30th. Feast of Christ the King, which, I had
been told, was not traditional enough to amount
to much around here — and which the course of
events seemed to prove. Started afoot to the
Church of the Twelve Apostles, manned by the
black Franciscans, who reportedly conduct High
Masses of a steady calibre. Got lost, but a little
Dominican from Florence walked me to within
sight of the place. Bum steer. The Mass was not
at nine, but eleven. However there was a wedding
going one, so I stayed around. There was what I
took to be a very strange modern piece of music
at the Communion, a single, rather effete and
scratchy tenor at futile odds with a highly discord-
ant accompaniment. . In Tucson it would have
passed as Aztec, perhaps. Meanwhile, a Missa Re-
citata was in progress at a side altar, where every
once in a while, through the canon even, things
went on in the vernacular. Then, for no particular
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reason at all, they would break into a song — hard,
nasal, scoop-and-slur, with an Italian-Viennese
tempo schmaltz. The hymns I heard today were
of the “Dreamy Carolina Moon” type, or quite
strangely primitive, like the one at the semi-bene-
diction after Mass in one of the churches off I
don’t know which piazza. Soon the bride and
groom came out of the sacristy, and after kissing
everyone but me on both cheeks, marched down
the aisle. I looked around the church, went out to
see what else was going on. Landed in Gesu dur-
ing the Gloria of a Solemn High Mass. Some peo-
ple attending it, some at Low Masses on the side
altars. In general, quite a few people in the
churches and a good percentage of men. Thou-
sands on the streets and in the squares, where busi-
ness was as usual. The Gloria was a cheap three
and four voice male business in the late nineteenth
century idiom. Five or six men were doing the
singing in the slim balcony, high in the wall of the
right transept, which housed the organ. Most or-
gans are placed like that, and I don’t know what
more they can do with a choir than they did here.
Credo was No. 4. Neo-Solesmes material, but exe-
cution not much of anything. Simply sang straight
ahead, with random and meaningless rhythmic ad
libs, booms on the episema, and lots of organ sup-
port. Especially in the Offertory, where they
needed it. Suspect the proper had not been re-
hearsed at all. Sang only the Alleluia of the Grad-
ual.

So, out to look for more churches. Got into a
lot of the “dome” churches — St. Andrew of the
Valley, St. Agnes, and a couple others. Inactive.
Back to the Twelve Apostles for the service I was
aiming at. It turned out to be an inconsequential
reading of — well, what do you think? — the
Mass of the Angels." Organ all the time, too much
org®n most of the time, and a positive drowning
blare on the finales. Stayed long enough to ascer-
tain that their Proper was possibly less prepared
than Gesu’s. Sang the Alleluia and the versicle.
Got the Alleluia pretty well the third time. Ap-
parently the Italians do not sing full Latin “o0”
and ‘e” sounds; both are quite short and guttural.
Grabbed a cab to San Agostino, where the High
Mass crowd was coming out, and a wedding go-
ing in. Just in time for a good, booming rendition
of the Wedding March from Lohengrin.”

Well, that evening I took a long walk in the
Borghesi gardens. Even with its crowds about the
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exit into the Via Veneto, it was a relatively calm
experience. And the tall cypress trees, the tinted
nimbus clouds moving from the east past the half-
moon, the almost liquid brightness of Venus, were
lovely in the twilight of another day, quam, some-
how, fecit Dominus.

It was not until the First Sunday of Advent
that I heard a Mass of the stature of Vittoria —
that, his Missa Quarta, at St. Mary Major, the
station of the day. This, though the phrasing was
helped immeasurably by the vast sound chambers
of the place, was good, and the chant was good,
and I recorded that I was glad they couldn’t use
the organ for awhile. The conductor was a young,
pleasant, and obviously capable fellow, who, I was
told, was at the post in St. Mary Major when
Licinio Reficé returned from the States.

There were other Sundays, of course — unsuc-
cessful pilgrimages to the Cathedral in Naples, and
Sancta Chiara, Sundays when I was satisfied to
say my office on the terrace, feel the luxuriant
Roman sunshine vanish in the sudden wake of er-
rant clouds climbing over us from the sea, watch
the tongues of the incomparable bells of the Ger-
man Lutheran establishment next door clap care-
free, lovely sounds. Then there was a memorable
Sunday at San Anselmo, and, one of the last, an
impressive Pontifical at the Frauenkirche in Mu-
nich. )

San Anselmo: This is the international Bene-
dictine house where monks from all over the world
must be cast in the neo-Solesmes mold — for
practical purposes, at least. That the job is never
accomplished for some — notably the folk from
the great monasteries of Switzerland, West Ger-
many, the Lowlands, (some in France itself, per-
haps, who have been influenced by the Institute of
Paris) — goes without saying. But with the Mass
and Tierce, which was in progress when we ar-
rived, Dom Desrocquettes had done a remarkable
job. It should be said, in the first place, that this
would seem to be the only place in Rome where
one might go regularly to Sunday High Mass.
Now, the total effect was well on the way to what
it should be: that singular, clean and Christian
expression of the liturgia, of the simple purity of
a somewhat cold marble structure, of the prayer-
ful elevation of rising incense. This is the only
real reason why the service might be called beauti-
ful. The singing itself was not beautiful, but care-
ful, which is the next best thing. The over-all
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tone, therefore, with a couple of raucous excep-
tions, was good. One could not escape the feeling,
though, that the carefulness became almost femi-
nine, and that the hundred-odd monks incurred a
certain amount of unhealthy vocal inhibition.
There were two things that added to my Greg-
orian puzzlement: 1) the organ; 2) the rhythm.

The organ business, it seems to me, ought once

and for all to be a settled matter. Here, for ex-
ample, was a dull, often thumpy, organ accom-
paniment, with the added miscalculation of bad
registration (could have been the organ, but in
any case the overload of bass and stopped pipes
served no possible purpose). I suppose there has
been no greater futile effort in all musical history
than the attempts at “good” chant accompani-
ment during the past hundred years. The first ex-
periments, almost a millenium ago, led eventual-
ly to the glory that is polyphony; the latter day
ones to sterility. Plainsong and harmonization are
mutually exclusive to begin with, and it should be
plain that it is bad thinking, bad art, and bad
taste — almost bad morals — to attempt to mate
specifically different musical forms. Yet this has
been the basis of the work of a whole school of
worthy church musicians. The ones I have known
are mostly to admit that unaccompanied chant is
the desirable thing. The alleged reasons for the
accompaniments are sustenance of pitch, and the
. more easy discharge of difficult intervals; perhaps
also a means of keeping large groups of singers to-
able to sing on pitch, or it is not. It is both ex-
gether. In the matter of pitch: either a group is
tremely difficult to maintain pitch in prolonged
unison singing, and to train a large group to lis-
ten intentively enough to an instrument to make
the vocal transfer. The invariable result is what it
was at San Anselmo this morning — two sus-
tained, incongruous pitches, one slightly but grat-
ingly lower than the other — the one thing worse
than falling pitch, which at least has a chance to
settle in a constant key. As for helping the singers
negotiate their intervals, one can only surmise that
a) the material is too difficult for the group to sing,
or b) the singers are not properly prepared. In
either case, the material ought not to.be sung at
all. Finally, an organ could keep a large group to-
gether only if it completely dominated the sum
total of voices, which is preposterous. Otherwise
it is just one more thing to be kept in line — a
brand new difficulty instead of a solution. Add to
all of this this morning’s totally uninspired, but de-
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liberate organ interludes. I presume the idea was
to continue the spirit of the Gregorian Mass.
Now, there is no particular objection to the juxta-
position of different art forms, but the intent here
was, I am sure, to contort harmony into a sort of
Gregorian fitness by keeping it colorless as possi-
ble. All in all, the spirit of the Gregorian service
is perhaps best expressed by Gregorian only, (I do
not mean to rule out Gregorian and polyphonic
exchanges, but this was a strictly Gregorian Mass),
and this morning’s manner would indicate either
a mistaken notion that just that was being done,
or a hidden hankering for the forbidden fruit of
harmony, after all. The monks, I think, were hav-
ing their cake and eating it too.

The materials sung included the Proper for the
Twentieth Sunday after Pentecost, the Orbis Fac-
tor Common (with the Kyrie ad lbitum) and
Credo 2. All of this was done with a quite slav-
ish devotion to the neo-Solesmes rhythmic signs,
down to the last little ictus, and perhaps further.
For it seemed to me that very often the first notes
of phrases, and even of neums, and simple verbal
accents, were given the characteristic hold, whether
or not the signs were there. This would lead one
to believe that the Solesmes limpidity is even more
systematized than it is on paper, and therefore
hardly limpid at all, a matter which was empha-
sized in the celebrant’s rendition of the Preface.
Here were more puncta than flowing text. I sus-
pect that the impression of limpidity comes more
from the delicate, porcelain-like vocal procedure
in the Solesmes rendition, than it does from Soles-
mes paleography. In the case of the Preface, the
former was stymied by the uninterrupted series of
puncta. It would have been easy, though, to for-
get about both and simply announce the text. This
I believe, is the really liturgical idea. There were,
of course, the usual number of bi-strophes oneun-
accented syllables which do not occur in the Vati-
can edition. To maintain some sort of proper syl-
labic accent, these must be rather re-negotiated by
bouncing off the unadorned first note into a forced
and fade-away pianissimo on the meaningless bi-
strophe. (Something like Victor Borge floating off
the piano bench in the middle of his delicate take-
off on Mozart). This, for whatever it is worth,
the monks accomplished expertly. But it is a little
like a man getting his blood pressure up, and then
taking a drug to get it down again — a totally
artificial and unnecessary process, I mean. It was
good to see the younger monks having a good time
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passing the pax, and — darn it — we all knew
that Clair Booth Luce was sitting back there, very
pretty in a black veil, and a distant, mystic smile.

San Anselmo to the Frauenkirche was some
change. A Franciscan friend had told me that
there was an especially notable Sacred Music Con-
gress in session in Milan. So I inquired at the
Conservatory, and all I could get was a schedule
for the approaching concert and opera season. I
went down to see , whose office was sup-
posed to have all the information about these
things. He didn’t know anything about it, but
ventured the opinion that whatever it was, it prob-
ably wasn’t any good, that I wouldn’t learn any-
thing about training boys’ voices around here, that
it was dangerous, in fact. That such and such a
conductor’s kids hollered and screamed and
thought it was big stuff, that the last four Popes
hadn’t been able to tell the German and Austrian
bishops anything, and.anyway, bah. (Whereupon
he settled down to talking Italian to me, and Eng-
lish to his Italian office help, and nobody knew
what the heck was going on.)

Well, it was true that the Cardinal’s boys in
Munich hadn’t gotten around to singing the
Proper, but the tremendous performance of the
Beethoven Missa Solemnis at the Pontifical Mass
was not as jarring as it might seem. First of all,
the spaces were so vast that the length did not
seem out of line. Of course, it is also possible that
Msgr. Ludwig Berberich had made cuts, rear-
ranged texts. Anyway it left quite a different im-
pression than a recent hearing of it in a concert
hall, where objection upon objection welled up.
Perhaps the only point worth making is that, good
or bad, here was a tremendous effort, preparation
and devotion — under circumstances that ought
shame most of us. And what I had thought would
be more a concert than a service, was not. 'The
Frauenkirche was badly shot up. However, the
choir gallery had been sufficiently repaired to house
an orchestra, now that the organ was gone, and
there were flat, plain boards across the pillars that
once supported great arches. Most of the floor is
dirt, and most of the windows boarded up. In the
damp cold of the evening, it took a while for the
symphony to play in perfect tune. But here, in all
this memory and sadness, was an artistic ceremo-
nial worthy of the solemnity of the Mass. The
place was packed to the door — people standing
close together, row upon row, with their prayer
books and rosaries; parents moving their children
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into the random shafts of sunlight to keep them
warm; incense carried in the wind like whiffs of
snow. Of course, all of the people of Munich
were not in the church. Even in Catholic Bavaria,
they do not go too well. But it was good to be
there after the dismal Munich of Saturday night,
the dark depot, and the dark people, the frau-
leins and the military.

That night I found myself having a jolly good
time watching all the very big nymphs at the close
of Die Walkiire; the spectacle of an immense
Briinhilde giving up her immense spirit amid the
crackling flames about her funeral pyre. Sudden-
ly the humor of the thing was attacked. The lady
next to me had taken out her handkerchief and
begun to cry. I thought of the mists and all the
castles atop the towering palisades of the Rhine,
of the mists of an evening trip through Hesse, and
all the castles set aflame by the shattering blood-
red of the setting sun; of Fritz, who finally ad-
mitted that the Germans had annihilated Rotter-
dam before ever a bomb was dropped on the
Reich, but that Rotterdam was none of England’s -
business. And what are you going to do with peo-
ple like that? Well, I would remember forever the
gigantic swell of the congregation singing at the
close of the Frauenkirche Mass. It grew to a
thunder, almost, and I was not sure what it said,
but to me it sounded like the final cry of another
soul-searching hymn I had heard in a little church
in the shadow of the Hoch-Altare in Innsbruck:
“Wie ist als Gott, wie ist als Gott?”

Feasts and the Great Basilicas
I suppose the thing that crowds out all other
impressions of All Saints and All Souls Days in
Rome is the titanic upheaval of popular devotion
toward the dead. I mean that converging of mil-
lions of Romans from all areas of the city, on the
road to San Lorenzo and the cemetery on All
Saints afternoon, the utterly wanton profusion of
flowers, the ceremonies inside the church, the now
nearly immobile mass of men and women on the
broad paths of the cemetery, making their way to
chosen gravesides and vaults. So that I am sorry
to read, after three years, what I had written to
a friend about the liturgical functions of those
two days in the mother churches of the Catholic

world: St. John Lateran and St. Peter’s.
At St. John’s on All Saints Day, the Solemn
Mass was offered in the apse behind the main al-
tar. There appeared to be a very solid delegation
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of older and younger canons sitting in their seats,
and in various degrees of ermine, hollering out the
responses in a prolonged, purgatorial manner. To
the left, and quite high in the wall, was a niche
and balcony, housing an organ, and the choir of
perhaps 20 — 25 men and boys. They sang a Mass
which I adjudged quite a cheap 3-voice modern
Italian piece (in the sense that you might call
Caecilian music modern), except for some showy,
spiral fugue finales at the Gloria and Credo. The
organ score seemed to have little purpose other
than to add to the sum-total of music. I learned
later that this was the Pontifical Mass No. 2 of—
, and my judgment still stands. Di Lasso’s
Justorum Animae was used at the Offertory, and
Gregorian for the rest of the Proper. This latter
was so undistinguished in any way that it would
be idle to adduce it pro or con any particular
school. About the singing itself — the men were
of operatic stature, except at least one high tenor,
who would make opera no place in the world.
Apart from not making it, he had all other neces-
sary accoutrements. The kids, well, I have never
heard anything like it. No voice placement, no
tone, no nicety of execution — just holler and
push, chest and nose, and scoop and slur. I said
the Mass was for three voices. It could have been
four, for during the a-cappella offertory, I detected
an ever-so-small alto line, but I don’t know
whether it was a boy or a falsetto. This was about
the same as the rest — no real sense of choral bal-
ance or choral tone. Again, I am sure that they
depended a great deal on the vast spaces and echo-
ing sound chambers for what appearance of over-
all phrasing and fineness there was.

I took myself across the street to the Scala Sanc-
ta and climbed them on my knees as one must. It
was no joke, either. The lady in front of me
prayed an uncommonly long time on each step,
and I was constantly haunted by the immediate
possibility of getting her heel in my teeth, such as
they are. 'There were crowds of people on the
long flight, and it was really edifying compared to
the High Mass. It struck me that perhaps it was
just such things as I had heard that drove these
people to such intensive private devotion.

The next morning I went over to St. Peter's —
for more of the same. Except that the canons were
a little funnier, and the deacon sang his things on
about a high E flat for a reciting tone, and the
choir had quite a time sliding up there, and the
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celebrant sang the Preface as if he were tripping
through a cold rain atop a battery-charged donkey.
The canon’s choir was a smaller place, and to do
the choir justice, there was a deal more expert-
ness about it, genuine flashes of delicacy even.
The boys were, if anything, a little more crude.
The canons were rambling through the Little
Hours as I came in, and it sounded not un-
like our Priests’ Office for the Dead, except that
they sang it, and that could only make matters
worse. So I got out my guide book and covered
the nave of this very remarkable temple. I prayed
with accountable fervor before the tomb of Pius X,
wondering what he thought about all of this:
whether, perhaps ———— was right the other day
when he said that the canons’ chanting was invit-
ing atom bombs to fall on the churches, and that
that was why they sang only on Sundays now. I
asked one of the men afterwards what the choir
had sung, and he said a “potpourri.” Now, if I
knew anything, I knew that, but I said, “Si, si”’ in
my best and total Italian manner, meaning what
was in the potpourri, and I gathered that it was
mostly Perosi. The music was better grade than
yesterday, and all of it a cappella.

The following Saturday found me back at St.
Peter’s for the annual Mass for the deceased cardi-
nals. I was holding, I had been told, the ticket of
the wife of the secretary to the Maestro of the
Camera. I was also told that perhaps I was not
the only one who had been so told. This is a Sis-
tine Chapel affair, and the small crowd to be ad-
mitted was already gathered under the far right
end of Bernini’s colonnade. At exactly ten-thirty,
there was a startling “Achtung!” and the Swiss
guards in parallel lines down the aisle, kicked their
heels, and held their confounded spears at atten-
tion. The reception-like atmosphere that had sur-
rounded the diplomatic corps settled down to
something more than a churchly hush when the
cardinals, followed by Pope Pius, came in. He ap-
peared very small and pale from where I stood,
which was not so far 