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THE SERIOUS CONTEMPORARY COMPOSER 
AND THE CHURCH TODAY 

Composers, filled with the Christian spirit, should feel that their vocation is to cultivate 
sacred music and increase its store of treasures. 

Let them produce compositions which have the qualities proper to genuine sacred music, 
not confining themselves to works which can be sung only by large choirs, but providing 
also for the needs of small choirs and for the active participation of the entire assembly of 
the faithfu!l. 

Thus, in bold and ringing terms, does Vatican II address itself to the con
temporary composer. The call is clear; the Church with its new, vernacular 
liturgy wants- indeed sorely needs- new music. Unfortunately, although 
literally torrents of new music have been written and published of late, nearly 
all of it is of inferior quality (if not worse), and the names of leading, serious 
contemporary composers are conspicuously absent from these publications. It is 
perhaps not inappropriate to suggest that many of today's would-be church 
"composers" could profit from a freshman composition course at any reputable 
music school. 

In the past, whenever a genuine need for new music existed, serious com
posers have been most eager to respond, and-in so doing, they created numerous 
musical masterpieces specifically for the Church. Why, then, is so little liturgical 
music being written by today's leading contemporary composers? 

The plain fact is, unhappily, that under present conditions it is virtually DIFFICUL
impossible for the serious composer to write the kind of music that the Church TIES 

apparently wants, without sacrificing his artistic integrity or losing his profes-
sional self-respect. It is the purpose of this article· to explore this dilemma of 
contemporary liturgical music from the serious composer's point of view. Hope-
fully such a discussion will lead to a better understanding of the seemingly 
insurmountable problems that face the composer as he strives to serve both his 

· Church and his art. 
One of the more obvious reasons why the serious composer has not found it 

possible to respond to the call of Vatican II with any degree of enthusiasm is 
implicit in Vatican II's own charge, quoted above: "Composers ... should 

1. Vatican Council II, Constitution on the Sacred Liturgy, Chapter VI, Art. 121. 
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WHY NOT 
COMMISSION? 

feel that their vocation is to cultivate sacred music ... " (italics mine). 
Although the primary meaning of "vocation" is undoubtedly that of "calling," 
it also implies, at least for the layman, the idea of being able to earn a living 
doing a specified task. Bonafide composers are highly trained professional men, 
and they should be paid for their professional services. Let us not forget that 
during the "Golden Age" of church music, the Renaissance, the Church was 
the patron of the arts. It hired and commissioned composers to write the music 
it needed. Much (if not most) of our best church music was written under this 
system because-composing music for the Church was a real vocation, one that 
attracted the best composers, and demanded their best efforts. After all, the 
best jobs went to the best composers. 

It would probably be unrealistic today to suggest that the Church should 
hire composers, either full-time or part-time. What the Church can and should 
do, however, is to commission works from important composers, sponsor 
competitions for liturgical music, and provide top-notch performance oppor
tunities for this music under liturgical conditions. 

Up to now, commissions, competitions, and performance opportunities for 
liturgical music have been extremely rare; yet the fact that the Church has 
been reluctant to think of musical composition as an important professional 
activity is symptomatic of a more fundamental problem. Why hasn't the 
Church more actively encouraged serious contemporary composers to write 
liturgical music? What are the real reasons behind the Church's apparent lack 
of concern for quality in contemporary liturgical music? 

Let us examine a few of the more important reasons in detail. First of all, 
serious contemporary music is technically difficult to perform. As a result, 
few choirs- and even fewer congregations- attempt to sing it. Such 
technical difficulty is unfortunate from the practical standpoint, but it must 
be accepted as an established fact. Present-day musical language is simply far 
beyond the average layman's or music lover's vocal ability; and considerable 
training- as well as patience - is needed even to sing the correct notes and 
rhythms. The few exceptions to this norm, such as Stravinsky's Pater Noster, 
are conspicuous in their rarity. Contemporary composers do not try to write 
difficult music; their music simply turns out this way, because of the language 
it uses. 

Secondly, serious contemporary music employs a new and unfamiliar 
musical language. For this reason most choirs and congregations do not like it. 
Particularly in the area of music, people tend to like what they are most 
familiar with. Contemporary music does not communicate with most people 
because they do not intuitively understand its language. This difficulty is com
pounded by the fact that much contemporary music is extremely rich and 
complex, so much so that even many professional musicians find it difficult 
to appreciate. One might say that contemporary music tends to be ultra
sophisticated. In any case, it is evident that contemporary music demands an 
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active, and often extensive effort from the listener. It is not easy music in any 
sense of the word. The passive listener, with dulled eardrums (a condition all 
too prevalent in this day and age) , will never appreciate contemporary music. 

Finally, since very few choirs and congregations like contemporary music, 
or are willing to take the time and effort to perform it, publishers will not 
publish it. There simply is no real market for serious contemporary liturgical 
music. Since the music is not published, it is not generally available even to 
those few who might wqnt to try it; and so there is no effective way in which 
the public can gradually be educated to appreciate contemporary music. 

In short, a combination of technical difficulty, unfamiliarity, sophistication, 
and lack of availability is largely responsible for the lack of interest in what 
the serious contemporary composer has to offer. It is not difficult to unqer
stand why, in such circumstances, the composer does not feel compelled to 
write for the Church. His music will not be performed, appreciated, published, 
or paid for, and all this is due to the fact that the Church- in the sense of the 
people- does not really want his music. 

Admittedly the problem of contemporary music in the Church today is part 
of a much greater one, that of the place of art music in general. The average 
layman today thinks of music in terms of entertainment, and art music is not 
usually very entertaining. This fact is even truer of liturgical music than it is of 
art music. The vast majority of Catholics do not like or appreciate any kind of 
serious music. If the main purpose of church music is simply to "edify the 
faithful," the Church would be better off apparently without art music. Edifi
cation depends upon communication, and evidently serious ·music does not 
communicate with the average Catholic. 

Assuming for the moment, however, that serious music still has some kind 
of role to play in today's liturgy, let us return to the plight of the contemporary 
composer, and attempt to look at the whole problem from his standpoint. 
What is his outlook? What are his interests? 

By definition, the serious composer is a creative artist. As an artist he has 
the highest of musical standards. He knows that some compositions are better 
than others, and that some kinds of music are better than others. He is essen
tially interested in art music, because he feels that art music is of more 
inherent value than any other. He is, in a real sense, a musical snob, who is 
very discriminating, and is never satisfied with anything but the best. 

He is also a creator, who is interested in the new and the untried. His music 
and the language it speaks are of the future. Until he creates it, it does not 
exist. He is interested in doing things that haven't been done before, not in 
redoing the past. He learns from, and is inspired by the past, but he does not 
imitate it. In this respect he vividly contrasts with the artisan or craftsman who 
essentially copies, lacking the capacity for truly creative thought. 

Perhaps the foregoing observations explain why so few serious composers 
have ever written congregational music such as hymns. Composers are simply 

IS CONTEM-
PORARY 
MUSIC TOO 
DIFFICULT? 
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not interested, by and large, in spending their time and energy doing some
thing that represents so little in the way of an artistic challenge. To do so 
would be a waste of talent, and below the dignity of the truly creative indi-

CONGREGA- vidual. Congregational music is minimal art at best. It is not limitation nor 
TIONAL the need to be simple that discourages the composer; it is the fact that certain 

MUSIC limitations, particularly those that are stylistic in nature, are so restrictive that 
any true exercise of creativity seems well-nigh impossible. 

Furthermore, the composer can hardly take pride in writing a successful 
hymn, because of what he knows about the average congregation's musica~ 
taste or lack of it. Success for the composer and for the congregation are two 
entirely different things. For the composer, it comes only with the creation 
of something of true artistic value. 

Concerning the problems involved in writing congregational music, Robert 
Blanchard has noted: "Congregational music must be relatively easy, but if it 
is to be good music it must also be interesting and meaningful. This is a real 
challenge to the composer. It is very difficult to write easy music that is also 
interesting and meaningful." 2 

The difficulty of writing easy music in a contemporary idiom has already 
been mentioned. Yet there is also another important problem: for the com
poser to be prompted to write anything in the first place, it must be interesting 
and meaningful to him. Most serious composers simply cannot find it "inter
esting and meaningful" from the artistic standpoint to write congregational 
music. What is "interesting and meaningful" to him either leaves the congre
gation "cold," or else scandalizes it. So, to paraphrase Mr. Blanchard's words, 
one might well say: it is well-nigh impossible for the serious composer today 
to write easy music that is interesting and meaningful to himself as well as the 
people. 

In the last analysis, the dilemma of the serious contemporary composer in 
relation to the Church is a simple one: the serious composer is interested in 
writing contemporary art music, while for various reasons the present-day 
Church doesn't really seem to want this kind of music. If, indeed, the Church 
is to make use of the considerable talents of serious contemporary composers,. 
some real changes of attitude must take place. The ideal of artistic excellence 
must again be raised high, and the interests and aspirations of serious com
posers clearly recognized and respected. 

If and when the Church finds a way of utilizing this reservoir of creative 
talent, its liturgical life will be ever so much richer and fuller. Let us hope that 
such an event will come to pass in the not-too-distant future. 

ARTHUR B. HUNKINS 

2. Robert Blanchard, "Church Music Today- The Center Position," Crisis in Church Music? 
(Washington, D.C.: The Liturgical Conference, 1967), p. 68. 
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KODALY'S SACRED CHORAL MUSIC 

Zoltan Kodruy, like Stravinsky, was born in 1882; but unlike the Russian 
composer, Koda.J.y did not quite live to see his 85th birthday. His death on 
March 5, 1967, in Budapest brought to an end not only a most fruitful life, 
but also an era in Hungarian music. Though only a year younger than Bartok, 
he outlived his compatriot by twenty-two years. During the 1950's and early 
1960's he was all but forgotten in the United States, even though occasional 
performances and recordings of several of his works turned up. 

Then quite suddenly his name came to the fore when he spent part of the 
summer of 1965 at Dartmouth, and returned to the U.S. in 1966 to lecture 
at Stanford University and to attend an international conference of music 
educators at Interlochen. 

Colin Mason, in a recent issue of Tempo (No. 80), is right in classing 
Kodruy as a "minor talent." But even if he were not internationally recog
nized as a composer, he would have a secure place in the world of music 
because of his scholarly publications on Hungarian national music. Further, 
he earned a special renown in his native land in that almost single-handedly 
he aroused the conscience of his country to face seriously the problem of the 
musical education of its children. In recent years his ideas and methods have 
had a solid and disceniible effect on American music educators. 

Kodruy was persuaded that since the child's way of thinking is objective and TEACffiNG 

free of romantic attitudes, genuine children's music can therefore only be CHILDREN 

classical music. As early as 1929 he wrote: "\Y"hat children are being taught 
to sing at school is for the most part of no artistic value; and the way they are 
taught is worse than if they were left to themselves. After such a training they 
can hardly hope to experience music as an art for the rest of their lives. . . . A 
cultivated taste in literature and the fine arts is often accompanied by a 
childish ignorance of music, so that people who are prepared to fight for 
higher standards with their right hand actually encourage what is worthless 
with their left. . . . While a deplorable fashion in dress may not be a very 
serious matter, since ugly clothes are not going to injure anyone's health, bad 
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IN SEARCH OF 
AUTHENTIC 

FOLK MUSIC 

taste in the arts is as serious as a mental illness, for it has the effect of cauteriz
ing susceptibility." 1 

As a composer, Kodaly retained virtually unchanged the style he developed 
during the 1920's. What Bartok wrote in 1921 might have been written with 
equal truth in 1961: "Kodaly has no connexion whatsoever with the new 
atonal, bitonal, and polytonal types of music. The guiding principle of all his 
work is still a balanced tonality. Yet he speaks in a language that itself is new, 
of things that hitherto have not been spoken of; thus proving that the principle 
of tonality is &till a legitimate one." 2 In a similar vein, Colin Mason states that 
Kodaly's output "displayed a relatively restricted range and power of inven-. 
tion, and a general contentment with a received musical vocabulary and 
idiom." 

It was Kodaty's researches into the true nature of Hungarian music that 
formed the basis for all of his life's work. Interest in investigating living an4 
authentic folk music was not a new enterprise when Kodaly, during his 
university years, directed his steps to the hinterland. "The best way to find out 
the musical characteristics of a nation is to study its folk-songs." This state
ment, made by Romain Rolland in 1908, had been the conviction of many 
late nineteenth-century composers (a number of Slavic composers come im
mediately to mind). But the trouble was that very little reliable research had 
been done in any of the major European countries. According to Young, who 
gives no source, Franz Liszt in 1838 desired "to get into the most backward 
districts of Hungary ... alone, on foot, with a knapsack on my back," in 
order to hear and learn the music of the folk. 3 Though he composed various 
·"Hungarian" works, scholars assure us that Liszt did not steal any of his 
melodies from the countryfolk. 

By a striking coincidence both Kodaly and Bartok had in 1905 undertaken 
the same resolve as Liszt, but with the aid of recording gear and paper and 
pencil they actually obtained musical transcripts of the real thing. Their re
searches into authentic Magyar folk melodies left an imprint on the later music 
of both composers, but whereas Bartok integrated many of the characteristics 
of folk scales, rhythms and melodies into a unique and individual style, 
Kodaly gained from his studies the direction he needed· to free himself from 
a warmed-over German Romanticism. He was, as suggested above, a 
twentieth-century Romantic, but he speaks in Hungarian accents the way 
Mussorgsky, for instance, speaks in Russian. 

Our specific concern here is with those choral works of Kodaly which fit 

1. Laszlo EOsze, Zolttin Kodaly His Life and Work, trans. Istvan Farkas and Gyula Gulyas 
(London: Collet's Holdings Ltd., 1962), p. 70. This informative but very partisan book empha
sizes strongly the "national" aspect of Kodaly's life and music. 

2. Ibid., p. 95. 
3. Percy M. Young, Zoltan Kodaly A Hungarian Musician (London: Ernest Benn Ltd., 

1964), p. 34. Young writes with great admiration of his subject, but endeavors to be more 
objective in his evaluation and analysis of the music. 
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into the general category of religious works. It is natural and convenient to 
divide these choruses into three types. The larger works, like Psalmus Hun
garicus, are composed for full chorus and instrumental accompaniment. A 
second group, like the Hymn to King Stephen and Whitsuntide, are written 
for a cappella chorus, with texts inspired by religious persons or events. The 
third group, mostly a cappella settings, feature liturgical or biblical texts, like 
Ave Maria, Veni Emmanuel, and the Psalms from the Genevan Psalter. Many 
of these smaller a capella choruses were written for school choruses, and hence 
are usually for equal voices. 

Kodaly wrote four large sacred choral works, Psalmus Hungaricus (1923), 
Pange Lingua ( 1931), Te Deum of Budavrir ( 1937), and MissaBrevis (1945). 
Eosze considers the first, third, and fourth of these the composer's "crowning 
achievement." The most significant is without doubt the Psalmus, composed to 
commemorate the fiftieth anniversary of the incorporation of three towns -
Pest, Buda, and Obuda- into the single city, Budapest. The fact that Kodaly, 
along with Bartok and Dohnanyi, was invited to compose a work for the 
occasion shows that he had attained a unique stature among his countrymen. 
But they could hardly have expected such a stunning outburst of musical art; 
one of the critics with some justification wrote that "it is, perhaps, the most 
accomplished masterpiece ever to have been achieved by a Hungarian 
composer." 4 

The text of the work is a free adaptation of Psalm 55 (Vulgate 54), written 
by the Hungarian poet, Mihaly Kecskemeti Veg, several hundred years ago 
during the Turkish occupation of his country. The Psalmist sings bitterly and 
sadly of the oppression he has suffered from his enemies, and he concludes 
that his only hope is trust in God. The form of the work is that of a free rondo; 
the ritornello theme, assigned to the chorus, marks off the various episodes. The 
latter are chiefly sung by the tenor soloist, although the chorus joins in freely 
from the fourth episode on. The orchestra has an additional theme, an 
anguished outcry which appears as the introduction to the entire work, and 
intervenes several times later. It is regrettable that the Psalmus is rarely 
performed in the United States, and it is difficult to understand why none of 
our major choruses have recorded it.5 

The Pange lingua requires only an organ accompaniment, and in the Latin 
liturgy it might well be used for occasions like the Forty Hours procession. 
The work opens with an ad libitum organ Praeludium; following this come the 
six stanzas of the hymn, each with a different musical setting and a different 
key, with the exception of the final stanza, which employs the same music as 
the first. Further variety is provided by the alternation of chordal and con
trapuntal passages. The second stanza, for instance, is canonic throughout. 

4. Eosze, op. cit., p. 29. 
5. The best recording at present is on the Mercury label (90467). Igor Markevitch conducts

ironically- the Russian State Symphony and Chorus; the Hungarian text is used. 

LARGER 
WORKS 

PSALMUS 
HUNGARICUS 

PANGE LINGUA 
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Young speaks of the "Schubert-Bruckner flavour of the Pange lingua," 6 and 
this suggests that the work has more of a Viennese than a Hungarian sound. 

TE DEUM When the Te Deum was first performed in 1937, the reaction of some 
partisans was to consider it the equal of the Psalmus. The opening bars, with 
the trumpet fanfare and the brilliant entrance of the chorus mounting to a 
high A on the first note of the third measure, are certainly a breath-taking 
moment. But as A. E. F. Dickinson has pointed out, the lengthy text of the 
Te Deum, with its verbosity, its "undramatic and often enervating features," 
has defied the best of composers. Unlike the shorter parts of the Ordinary of 
the Mass, it does not lend itself to an A B A or A B A B form. Consequently, 
in Dickinson's words, Kodaly's Te Deum "leaves an impression of forced 
energy and opportunist endeavor at times, relieved by the genuine power of 
certain passages." 7 

The work was commissioned by the Budapest municipality as part of the 
celebration of the 250th anniversary of the liberation of Buda from the Turks. 
The choral writing is somewhat more complicated than that of the Psalmus; 
unfortunately there has never been a really satisfactory recording of the work, 
for in spite of some weaknesses it is a notable achievement among this 
century's choral compositions. 

MISSA BREVIS The Missa Brevis is a choral adaptation and amplification of an organ 
Mass written in 1942. The work as we now know it was completed in 1944 
while Russian and German troops were warring over the possession of Buda
pest; it requires a solo quartet as well as a full chorus, and may be accom
panied by either organ or orchestra. In connection with this Missa, the late 
Matyas Seiber, the Hungarian composer and conductor, pointed out that there 
are three basic trends in Kodaly's choral idiom: the influence of the Palestrina 
contrapuntal style, the impressionistically oriented harmony, and the ever
recurring influence of Hungarian melody. The opening of the Kyrie and 
Sanctus are imitatively contrapuntal, though the lines are short-breathed if 
compared with sixteenth-century practice. In the Christe section (and again 
in the Dona nobis pacem), the unusually high, chromatically shifting block 
chords somehow sound impressionistic, though one realizes that Debussy. 
would not have written in quite this way. 

In the liturgy of ten or twenty years ago the Missa might. have served well 
as music for a Missa cantata, provided the choir was capable of negotiating the 
difficult passages (strong high sopranos are needed). Nowadays it does not 
appear to have enough dramatic strength to serve as a public concert work. 

Kodaly wrote numerous small-scale chonises for student groups. Many of 

6. Percy M. Young, The Choral Tradition (New York: W. W. Norton & Co., 1962), p. 285. 
7. A. E. F. Dickinson, "Kodaly's Choral Music," Tempo, No. 15 (June, 1946), pp. 7-10. 

Though Dickinson's statement is generally valid, one might point to Haydn's Te Deum in C, a 
late relatively brief work (11 minutes), in which a fast-slow-fast form, with an exciting fugal 
ending, works very well. 
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these are arrangements of traditional tunes; and if, as I think, they might 
strike American school children as either strange or unexciting, this merely 
means that folk tunes of one country do not readily lend themselves to export. 
A cross section of some of these choruses has been made available in editions 
with English words. 8 They :fit into the general category of religious rather than 
sacred music, and a mere listing of some of the titles will reveal the variety of 
subjects touched by the composer. (Publishers and date of printing are 
included.) 
The voice of Jesus (SSA; OUP 1929) 
A Christmas carol (SSA divisi, OUP 1959; SATB, OUP 1961) 
Whitsuntide (SSA; OUP 1959) 
St. Gregory's Day (SSA; OUP 1933) 
Cease your bitter weeping ( SSA; BH 1951) 
The angels and the shepherds (SSAA: BH n.d.) 
Epiphany (SSA; BH 1939) 
Hymn to King Stephen (SATB; BH 1939) 
Jesus and the traders (SATB; BH n.d.) 
Homo perpende jragilis (SATB; BH 1963) 

As might be expected, the equal-voice settings are quite simple and 
unsophisticated. However the SATB numbers- especially the Hymn to King 
Stephen and Jesus and the traders- are original works and demand adult 
choruses. The latter is a highly dramatic setting of the gospel narrative, much 
of its strength coming from the use of short contrapunal motives. Young likens 
the work to a homily: "by a blaze of anger, Kodaly condemns not only the 
money-changers in the temple, but all those who put profit before people." 9 

Its message is perhaps more deeply appreciated today than when the chorus 
was written some forty years ago. 

Several of the smaller works are easily adaptable to the contemporary 
liturgy. The delicate Ave Maria (SSA; BH 1939) contains several references 
to the chant melody. Kodaly's arrangement of the popular Advent hymn, 
Veni, veni, Emmanuel (SAB; BH 1963), is an excellent example of what a 
competent craftsman can do when faced with a multi-strophed text. Each 
stanza, from the second to the :fifth, develops a new counterpoint; alternating 
keys add yet another striking feature- F minor, C minor, F minor, B-flat 
minor, F minor. 

8. A certain amount of confusion is caused by the fact that Kodaly's music has been published 
by several companies. His major works were published by Universal Edition, though Bo()sey 
and Hawkes were assigned the copyrights for the western European countries. His smaller 
choruses were usually published first in Hungary. Later some of them were published with 
English words by Oxford University Press (OUP) and Boosey and Hawkes (BH). In this country 
Theodore Presser has the rights of distribution of some of the music. Even the biographers are 
confused on some of the dates. Eosze states that Jesus and the Traders was composed in 1935; 
the BH edition lists it as 1927. 

9. Young, Zoltan Kodaly, p. 99. The Missa Brevis and various choruses have been recorded 
by the Whikehart Chorale on Lyrichord. 

SMALLER 
CHORUSES 
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Two psalms, No. 114 for SATB and organ (BH 1959) and No. 121 for 
SATB a cappella (BH 1959), reveal in the first case a predominantly chordal 
and in the second a predominantly contrapuntal texture. Psalm 114 employs 
the text of the Genevan Psalter, and the rather rigid rhythmic pattern ( J n ) 
recalls the similar patterns adopted by sixteenth-century French composers 
(Goudimel, LeJeune). The text is deployed into four stanzas; an ingenious 
and somewhat demanding organ accompaniment provides an interesting 
counterpoint. 

Percy Young has supplied an "English version" for a song of meditation 
called Communion (SATB; BH 1963). The text is a Eucharistic song of 
praise, and the composition could very appropriately be used by a choir as a 
hymn during the distribution of the Eucharist, though I do not know if this 
was in fact Kodaly's intention.10 

The evidence gathered here shows that Kodaly devoted a considerable 
amount of time to the composition of religious music. In this he resembles 
Poulenc and Stravinsky among twentieth-century composers. But whereas 
these latter men projected most of their sacred music for the concert hall, 
Koda.J.y spent much energy in the composition of functional music
Gebrauchsmusik in Hindemith's term. His small works with religious or sacred 
texts are rather few in number when compared to his numerous pieces with 
secular content; but the imaginative hand of the craftsman is always visible, 
and the world of music is richer for their presence. 

FRANCIS J. GUBNTNBR, S.J. 

10. Yes, he wrote this number for the First Communion of children, an event that was 
usually celebrated with great solemnity in pre-Communist Hungary (Ed.). 

GUENTNER: KODALY'S SACRED CHORAL MUSIC 
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For RonoJ4 Gould a:nd the Choirs of St. John's Church, Youngstoum, Ohio 

come bown, o love b1v1ne 
Hymn-Anthem for Whitsund~y or General Use Tune: "Down Ampney" 

BlANCO DA SIENA, ca. 1367 For SATB Voices RALPH VAUGHAN WILLIAMS 
Tr. R. F. LITTLEDALE, 1867 Arr. P.R. DIETTERICH 

Moderately Slow SOLO (OR TREBLE VOICES) 
fill 2J I 

..., CJ 

Come down, 0 Love di - vine, 
fi.IO 2l Legato I 

II!J ..... 
.1 r r r "I I I 

Organ ))JJ r-.J I+ j _J .0. -- J 
: 

I I I I 
fill _l -"""" .l I 

II!J . 
Seik thou this soul of mine, And vis-it it with thine own ar - dor _ 

1111 I I I 

@) I r r I I I 1r r . . . . 1r r r 1 
I .. .. 

J I • . . .. ~ -!'- • . 
I r F-' r I 

fill J _l I I I I 

@) "' glow - ing; 0 Com-fort-er, draw near, With - in my heart ap-
1111 l 1 I I I I 

@) ·r r~rr r • "' r r f 
.. .. rr" 

• J-J I I J .. 1.;", J .. • . . 
I I I 

11.10 I 

II!J - • - -"' 
",. pear, And kin - dle it, thy ho-ly flame be- stow- mg. 

@) r -s- , ...... C! II • _._ tf ,. r 
.J .... J I J D ~ J J I I ..J 

Copyright 1963, Abingdon Press, New York, New York. 
Reprinted in Sacred Music with permission. 

~ j rr r 
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I I I 

COME DOWN, 0 LOVE DIVINE 
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fl.ll I I I L I I 

l @) c;l • "' r r -5- .. - rr-- r -5-

Organ mf J 
• J.; I'J J • _L _l _.__1_._ 

I I 

fl.ll I 

@) • • ... ~ I r r r r r f 
I J n .,J -f#- J J • • : 

Unaccompanied, if possible 
m 

-r r-r 
0 let it free - ly -- bum, Till earth - ly pas - sions 

m 

tum to dust and ash - es in its heat con - sum ing; 

And let 

on_ my 

COME DOWN, 0 LOVE DIVINE 
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~~~ f Slower I 

.., -r-r r r r I -r I 

IJ~ - hng. And so the yejm - in5 -:--.. -1 fl I I . . 
I I I 

_fl ~ · Slower I l ~~RGAN <J J r j j - "" 
fii. +J J .0. r--.J I 

- I_ I_ I_ r 
IIIlo 

~ I I I 
strong With which the 

J .J J 

IIIlo I I I I 

l ~. i i r T 
J I 

I I I I r 
IIIlo I 

.., I I I l r ~ 
far out - pass the power of 

.J J I I I . . 
I 

IIIlo I 

1 ~, r r r I I 

.. .. "* 
.,_ .,_ 

r 
I I 

I 

)~ wjl 

r I 

r 

r ~ 
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I r-1 

.. .. 

.. 

I 
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J 
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J 

I 

r 
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tell - ing; 

I 

-r r---r-
.. J--.J 

I 

I 

. 

r I 

I 
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J 

• • .. --.r 

I .. 

r r 
I I 

I 

COME DOWN, 0 LOVE DIVINE 
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fljj. I I - I I 

41!.1 I l I I 
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fljj. I I I 

~ ~. I • '"' r r -6-

d • 1 J ,d 
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41!.1 I I J r I 
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Allargando 
> > 

{ ~ I i r. -r 
~1 I 

I I I 

COME DOWN, 0 LOVE DIVINE 
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E.di ted and E.nslish 
Text adapted by 
Karl Lishinsky 

/fl a 

,tJ ""' 
1. Haw 
2. 0 

fla 

How Lovely Shines the Mornins Star 

"' 
lave- ly shines the rno:rn-ing 
joy to knaw that Thou, czy-

star 
friend, 

, 

HUGO DISTLER 

(1908-1942) 

whose 
Art 

A 

B 

i-.1 

'\ 

.-'11 a 

.., 

11a 

.., 

\ 

..; fl a 

I«.. 

11~ 

«.1 

"' -..:...__· 
1. How lave- ly ___ 

2. 0 joy 

beams shed bless 
Lord, be- gin 

bless - - -
gin - - -

--

-
-

to ___ 

1. How 
2. 0 

ing 
ning 

ing 
ning 

beams 
Lord, 

shed bless - :mg 
be - gin - ning 

"" "" Jes-se~ Great Da. - vid 1s 
ter- na.l ~.ked 2:!b.ou at 

.,; ... ... _ 
shines the morn -

know that Thou, 

- -love - ly shines the 
joy to know thet 

near and fer, 
with- out d, 

near a.nd far, 
with-out end, 

-

, h. 

near a.nd far , 2:!b.e 
with-out end, 2:!b.e 

"" Son of 
last, 0 

-:!!..:!'" "" "" -..:__.;!'" .,; - ~ 

- - se~ Great Da - vid's __ Son of Ja -
- - na.l ~And 2:!b.ou at ___ last, 0 Glo -

.. 
-

-

2:!b.e 
2:!b.e 

b 
2:!b.e 

--

~ -
- ing star whose beams shed 

tey" friend, Art Lord, be-

moriPing star 
2:!b.ou, ray :friend, 

bless - ed 
first a.nd 

bless-ed stem 
first a.nd la.st' 

• h .... P.· 

-bless ed stem 
first and last, 

Ja. - cob's line, 
Glo - rious grace, 

, 

~ 

stem 
last 

of 
e 

whose 
Art 

of 
e-

~ 
Jes-

- ter-

of .... 

Atr 
Wilt 

-
- cob's line. Atr King and 
- rious grace. Wilt take me 

'\ Jes-se! 
ter- na.l ~ 

Great 
.ked 

' Da - v1d1 s Son of Ja - cob s lme, 141 
Wilt Thou at last, 0 Glo - rious grace, 

Copyright 1966, Arista Music Company, 
Reprinted in Sacred Music with permission. 

HOW LOVELY SHINES THE MORNING STAR 

17 



.lfJ. ~ 

[e.l 
King and Bride - groom, 
take me to that 

11.11 

lei -Bride - - - - groom, 

'\ 

.l..iL.ll 

I'~~ 

II ~ 

I'~~ 

~!JII 

I'~~ 

fJ .II 

I'~~ 

to that 

KJ.Dg 
take 

SillJ. Br>de - groom, 
me to that 

"" pour'd forth. 
per - naJ.. 

~" 
forth. ---- - - naJ.. 

pour'd forth. 
per - naJ.. 

Pow - er su - preme 
Might-y is the 

. 
Pow - - - er 

Might- - - y 

' 

Glo - rious, 
Sing ye, 

su 
is 

' .(L 

-

He is 
Ho - ly 

He· is 
Ho .- ly 

He 1s 
Ho- ly 

- -gre. - -
spring__ 

""=-" 
gra - -
spring __ 

mine, 
place, 

mine, 
place, 

'h• 

m>ne, 1!r 
place, The 

cious, 
ye, 

cious, 
ye, 

(quasi:) 

lv!Y 
The 

l4Y 
The 

-

love 
home 

love on 
home of .. h .. 

love on 
home of 

' 

on 
o:f 

Him 
joys 

P.· 

H>m 
joys 

Him 
joys 

(t) --

is 
su-

~ 
is pour'd_ 
su - per -

lS 
su-

' 

Fe.>r 
in 

a;cd lord - ly, gree.t a;cd ho - ly, 
tri - tJm - phe.nt ju - bi - la - tion, 

~ 

all-pes- - sess - - - - ing. 
King of glo - - - ry. 

COl._ ~ -..._..,; 4 ~ 

- - preme all - - - pos - sess - ing. 
the Kino: of_ glo - - ry. . 

'\ Rlch J.D. blesS-lDg, 
Give thanks all ye, 

Pow--er 
Might- - y 

su-preme 
is the 

all -pes - sess - lng. 
King of glo - - ry. 

HOW LOVELY SHINES THE MORNING STAR 
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,I fl I 

S. 
v 

II 

A. 
IV 

Bar. : 

Organ F 
II 

IV 

II 

IV 

: 

F 

THOU KNOWEST, LORD 
Anthem tor Three-Part Chorus of Mixed Voices 

wifu Organ Accompaniment 

Slow p 

Thou know- est, Lord, the 
p 

_-,; 
k!w- ~. 

,. 
"' Thou Lord, the 

p - -
Thou know- est, Lord, the 

Slow 

.. ... 
p 

l .J ..J .J j j 

Fed. 

mp 

shut __ not, shut __ 
mp 

shut __ not, shut __ 
mp - .. _111_ 

shut __ not, shut __ 

I I 

- -.....c.... 

ntp..J- . .J .J J-- J 

Original: HENRY PURCELL (z658(9)-z695) 
Arranged by VINCENT KNIGHT 

se - crets of our hearts; 

... v 

se - crets of our hearts; 

se - crets of our hearts; 

j I J ~- .J 1 J 
I 

not Thy mer- ci- ful_ ears un -

"' not Thy mer- ci- ful ears un -

not Thy mer-ci-ful ears un -

........ ...... ~ I 

I 

~ i r r---
J .J I J 

Copyright 1963, J. Curwen & Sons Ltd. 
Reprinted in Sacred Music with permission. 
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ll I 

·IV 
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l ~. J. 

Ill I 

Q) 
ho 

ll I 

Q) 
ho .,.. 

ho 

Q.J I !" 
THOU KNOWEST, LORD 
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and most 
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J IJ. 

'P 

but spare us, Lord, spare us, Lord m\)St 
p 

TI _ ..... ...... ..... .. 
inost but spare us, Lord, spare us, Lord 

p - ... 
but spare us, Lord, spare us, Lord most 

: ,, 'f 

p1 1. ...D ; .;. )l IJ .; 

f.f '11ff 

Lord, ffo God most might - y, mfo 

l.ord, 0 o'"ad most might -~ 0 
ff-!1- ;._. mf.__ 

Lord, 0 God most might - y, 0 

" I f-. I 

qJ ff~ q~· )' .J. . )' 1~.J. 

I' 

-
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!"" ... 
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L 
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,...., 
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: 

"1-:l' IL U 1. _; Cf 



"'" 
v 
,., 

v 

,., 

l ~, 
./r. 

IV 
ll I 

le..l 

: 

ll 

l ~, 
,,fl 
IV 

fl I 

IV 

: 

F' 

p 
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_ ... 
- ter ---- r:r: --Judge e - nal; Suf - not, suf - fer us 

p cresc. 
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~ ~ . 
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.- - "' 

dim. p 
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I ,........, 
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~ 
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REVIEWS 
I Magazines 
ETUDES GREGOR/ENNES- Published by the 

Abbaye Saint-Pierre de Solesmes, under the 
editorship of Dom Joseph Gajard, O.S.B. 

Of special interest to church musicians and musi
cologists are the articles by Dom Pierre Combe, 
O.S.B., on the 19th century Gregorian chant refor
mation and the issuance of the Vatican Graduale 
Romanum under Saint Pius Tenth, in Volumes VI 
(1963), VII (1963), VIII (1967), and IX 
( 1968). 

Although the one-time widely known Revue 
Gregorienne is no longer published by the Soles
roes monks, these intrepid scholars continue their 
intensive research in the history, practice, and 
development of Gregorian chant. Their studies are 
now being published more or less regularly in a 
series called the Etudes Gregoriennes. Each vol
ume includes several iengthy papers by noted 
Gregorian scholars, numerous book reviews, and 
critiques of new music. 

Of particular note is the series recently com
pleted by Dom Pierre Combe, O.S.B., on the back
ground of the chant reformation of the 19th 
century and the publication of the Vatican Grad
uale and Kyriale. In chronological order, he traces 
the Gregorian reform from its beginnings under 
Dom Gueranger in 1833, to the problems of the 
Vatican Commission on Sacred Music in the first 
decade of the 20th century.· As one reads the 
topic headings and development of their content, 
one wonders how such an innocent and un-warlike 
subject such as Gregorian chant could have been 
the focal point of such an intense and continuing 
battle among scholars and churchmen for so many 
decades. In retrospect, the articles read like a 
litany of controversy: the publication of the Pro
cessional Lithographie ( 1873) and the Melodies 
Gregoriennes (1880); Dom Mocquereau and Dom 
Pothier; the founding of the Pateographie Musi
cale; the struggle for recognition in the 1890's; 
the various congresses at Arezzo, Bruges, and 
Strassbourg; the discovery and significance of the 
"old Roman" chants; the legislation and back
ground of St. Pius Tenth's Motu Proprio; the 
Vatican Commission with Dom Pothier, Father 
De Santi, and others; the minutes of the meetings 
of the voluminous correspondence relative to the 
preparation of the manuscripts of the official 
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Vatican Graduale and Kyriale. Nor was the war 
over even after the Vatican Graduate was issued! 

Although much has already been written over 
the years on many of the main topics discussed 
in this lengthy series of articles, it is doubtful that 
any treatment bas heretofore been supported by 
such impressive and basic documentation in the 
way of confidential letters, minutes of closed 
meetings, first-hand reports of conversations, and 
intimate personality glimpses, as are here set 
before the reader. The cause of Gregorian musi~ 
cology is indeed richly served by these articles to 
untangle the vast mass of hear-say evidence, mis
information, false assumption, and careless re
porting, that for years has held the pro- and anti-
Solesmians in its grip. · 

It is evident that the cause of Gregorian schol
arship and church history would indeed be further 
served if these valuable articles by Dom Pierre 
Combe could be collected into book form and 
made available to libraries and students as a per
manent and authentic account of a fiery and 
fascinating period of church music history. 

THEODORE MARIER 

D D D 
THE AMERICAN ORGANIST- October 1968. 

New York, New York. 
- Robert E. Coleberd, Jr., Philipp Wirsching the 

Consummate Builder, p. 13. 
A well-documented article on Philipp Wir

sching, builder of Romantic organs in the United 
States around the turning of the century. Church 
organs, theatre organs and residence organs 
(Orgue de Salon) were built by this enthusiastic 
and indefatigable genius who came to this country 
from Germany in 1885 and devoted his life to 
his great love, the organ. Among his masterworks· 
are the organs of St. John's Chapel at Queen of 
All Saints Roman Catholic Cpurch (Brooklyn), 
St. Peter's Episcopal Church (Geneva, New York) 
and a residential organ at the E. C. Clark home 
(Yonkers, New York). 

D 0 0 

THE AMERICAN ORGANIST- November 
1968. New York, New York. 

- June Miller, The First Summer Organ Insti
tute, Freiburg, Germany, p. 8. 
It was over a year ago that our friend, Mr. 

Klaus Kratzenstein, and his charming and talented 
wife, Marilou, first mentioned to us their plan to 
take a group of young organists to a summer 



institute in Germany. It eventually became a real
ity. This report tells the reader the details of that 
wonderful trip. 
- Stevens Irwin Basz'c Facts About Wind Pres

sures, p. 14. 
Somewhat lengthy, but fascinating article on 

the role of wind pressure in the organ. Mr. Irwin 
is convinced that a little more technical knowledge 
of the .inner workings of any instrument can be 
of great benefit to the performer and he proves 
it in this masterfully documented essay. His 
knowledge is surpassed only by his enthusiasm and 
love for the king of all musical instruments. 

0 0 0 
MUSIC-A.G.O. and R.C.C.O.-October, 1968. 

New York, New York. 
Late Summer 1968 saw the merging of two 

illustrious musical organizations, the American 
Guild of Organists (A.G.O.) and the Royal 
Canadian College of Organists (R.C.C.O.). This 
magazine is going to be henceforth the official 
journal for both organizations, expanding its 
influence over both countries. 

Leo Sowerby, A Symposium of Tribute, p. 25. 
Nine short articles by eminent musicians re

call the achievements of the late Dr. Sowerby as 
composer, teacher, organist, and church musician. 
All his works were inspired by a central thought: 
to praise God in beauty. 
- Adrienne G. Fried, Early English Magnificat, 

p. 29. 
Study of the different settings of this great 

hymn of praise of Mary from chant to polyphony, 
illustrated by numerous musical examples. In the 
appendix several practical editions are mentioned 
and a good bibliography is given. 
- James Boeringer, Jewish Liturgical Music, 

p. 40. 
A short survey of available recordings of 

Jewish music, both cantorial recitatives and com
posed (choral) music. 

0 0 0 

MUSIC- A.G.O. and R.c.c.o.- November 
1968. Official publication of the American 
Guild of Organists. New York, New York. 

- Herman Berlinski, The Organ in the Syna
gogue, p. 34. 
Third installment of Mr. Berlinski's essay, 

begun in the April 1968 issue of A.G.O. The 
topic of this Part III is the famous "Charleston 

Organ Case" during the first half of the 19th 
century that resulted in the acceptance of an organ 
in 1841 in the synagogue of that city. 
- Mildred Andrews, How to Deal with an Audi

tion, p. 40. 
An article by an Oklahoma University music 

professor that parallels the one we published in 
the Summer 1968 issue of Sacred Music by Noel 
Goemanne: "The Piano, a Necessary Foundation 
for the Study of the Organ". 

Both authors stress the importance of a solid · 
piano technique for the study of the organ, together 
with discipline, dedication and sacrifice. Superior 
technique is absolutely indispensable to play the . 
organ well. There are simply no shortcuts. A few 
hints for preparing audition tapes are also given. 

R.S.M. 
0 0 0 

ADEM- No. 3, 1968. Bi-monthly journal of 
liturgical music, published by the Lemmens 
Institute, Malines, Belgium. 
A highly informative pamphlet about the fa

mous Lemmens Institute is enclosed in this publi
cation. It describes the school's curriculum and 
its ideas !)f yesterday and of tomorrow. 

Founded in 1879 by the organist Jaak Lem
mens, the school reached a very high musical 
level under the leadership of two of its directors, 
Edgar Tine! and Monsignor Jules Van Nuffel. 
Professor Dr. Fl. Van der Mueren writes about 
the graduates of the school in these words: "It is 
expected that those who studied here would 
become special ·instruments in ennobling the 
Church's musical life . . . An apostolic influence 
in propagating a cultivated taste in art has been 
felt, in and around the Church, through the many 
young and idealistic artists educated in this 
school ... " 

In October 1968, the Lemmens Institute 
moved to Louvain, the quarters in Malines having 
become insufficient. 
- De liturgie, de hedendaagse mens, en de 

eigentijdse kunst. 
A most interesting article on a panel discussion 

that took place in Malines with the editor and 
board members of Adem magazine on the topic: 
"Is today's man really moved by the present day 
liturgy, by its literary and musical language?" 

There is no easy answer to this question, since 
there seem to be today two kinds of worshipers, 
both present at the ordinary Sunday celebration. 
The first group looks for peace in the Eucharistic 
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celebration, and considers religion a flight out of 
this world. Another segment is not satisfied with 
a religion that is overly concerned with the indi
vidual welfare of the soul. They look at faith as 
a search for God not outside of this world but in 
this world. 

Perhaps liturgists have been too quick to give 
easy answers and solutions to these questions. The 
final fruit of the liturgy must always be peace. 
A radical and sudden change in our liturgy is 
neither possible nor desirable. A solution was pro
posed to give all the faithful a more lively liturgy 
by organizing new forms of church concerts, in 
which our faith could be presented to the luke
warm believer through new literary and musical 
idioms. This form then may slowly find its way 
into regular liturgical celebrations, and thus be of 
great value to the "people's church". 

0 0 0 
DE PRAESTANT-No. 3, 1968. Journal on 

organ culture in the Netherlands. Amsterdam, 
Holland. · 

- Het orgel in de Sint Walburgakerk te Veurne. 
An article on the organ of a great church in 

Flanders showing the greatness of organ building 
in the Netherlands. St. Walburgakerk had an 
organ as early as the 14th century, and Veurne 
(Fumes) in the province of West-Flanders, Bel
gium, soon became a center of organ building. 
In 1510, this famous church had two instruments 
similar to the positive-organ seen in the famous 
"Lamb of God" painting by the van Eycks. In 
1743, Godfried Gobert and Joseph Bosquet of 
Lille buil~ a new organ for this church. A special 
stop, a very sensitive and soft regal, called lusus 
angelorum was included in it. 

Over the years new pipes were added, but in 
1821 the instrument was damaged by an ignorant 
organ repairman, and in 1840 had to be com
pletely rebuilt by Pieter van Peteghem of Gent. 
In 1862 the church was declared a national mon
ument, and in 1909 more rebuilding was done to 
the organ. 

World War I caused some damage to the in
strument, although the pipes were put in a safe 
storage. Relocated in the church in 1920, the 
organ gradually deteriorated, and was rebuilt 
again in 1959, with the addition of a new mixture 
and trumpet, and new front-pipes containing 75% 
tin. However, not enough funds were available 
to rebuild the beautiful organ case. After eight 
years the episcopal organ commission obtained 
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approval of a restoration plan from the Royal 
Commission for Monuments together with the 
necessary financial help. The restoration of the 
organ case as well as the instrument was success
fully completed by the Loncke Brothers of Diks
muide. The city of Veurne is now richer by one 
more pearl, and it is this reviewer's hope that 
this city again would become a center of organ 
culture in Flanders. 

0 0 0 
GREGOR/US BLAD- April 1968. Dutch jour

nal of liturgical music. 
- Bernard Huijbers, Gods Geest Zal Ons Leiden. 

In this article the author shows the qualities 
in music that youth is looking for, and he tries to 
find reasons why they want this type of music in 
worship. He comes to the conclusion that this sort 
of music cannot last, and raises the question 
whether we really should pay so much attention 
to it. 

"The Spirit of God will lead us" is the title 
of a new LP on which the whole discussion is 
based. The author criticizes the texts of the songs 
on this disc; they are bad as literature and 
emotionally pretentious, e.g., "Come friend of 
the young people" and "Jesus did not pay much 
attention to the laws." He gives us all a bit of 
advice by telling the "youth-church" in Venlo: 
"Continue your ways and pay no attention to my 
sour remarks, but you will soon realize that I was 
right." 

0 0 0 
GREGORIUS BLAD -June 1968. 

Two fine articles, one by N. De Goede and 
another by Jan Sicking, deal with the influence th!it 
good music had on Dietrich Bonhoeffer, the noted 
German theologian, during his imprisonment. 

He compares the life of the faithful to poly-. 
phony. The cantus firmus is faith, hope and love 
of God. On this melody are based the counter
.points: secular love and devotedness to our fel
low"man. Each element has its own value, but the 
love of God is the most important of the three. 

NOEL GOEMANNE 

0 0 0 
CHURCH MUSIC - August, 1968, Vol. 2, No. 

26. Magazine of the Church Music Association 
of England and Wales. London. Bimonthly. 

Readers are informed that circulation of this 
journal has doubled in the past year and that new 
features have been added, including a comprehen-



sive listing of music suitable for each season, a 
survey of each diocese that shortly will be singled 
out for a campaign for subscriptions, and a greatly 
increased news section. An account of develop
ments in church music in Australia by David 
Branagan provides some interesting information: 
congregational singing has made great progress 
there; choir music is in the doldrums but several 
groups have turned their attention to concert per
formances; organ playing is generally of a poor 
-5tandard with electronic instruments being the 
order of the day; several composers have turned 
their attention to the vernacular liturgy and show 
promise of successful work; the usual controver
sies about "folk" Masses with guitars are present 
in Australia too; there is no organization of church 
musicians, but a journal, Hosanna, with 1500 sub
scribers is published. 

An interesting interview with Maurice Durufle, 
who was in London to conduct a performance of 
his new setting of the Ordinary of the Mass, en
titled Cum jubilo and based on the chant Mass 
IX, provides some interesting comments on the 
composition as well as on the composer. For ex
ample, when asked "What should the congregation 
sing at Mass?", he replied, "Gregorian Masses." 
And to the question, "What is your reaction to the 
new liturgy?", he answered, "Vatican II says we 
must keep Latin for the Ordinary. The Latin is 
unique." "Do you not feel you are going against 
the tide?" brought this reply: "Of course not. I am 
obeying Musicam Sacram. I do not believe in the 
Mass in French." 

An interesting article on the new pipe organ in 
the Cathedral of Liverpool by Terence Duffy gives 
a detailed account of the instrument, built by J. W. 
Walker of London at the cost of nearly £35,000. 
It has five manual divisions and pedal, playable 
from a four manual drawstop console about sixty 
feet from the pipework. The acoustics of the build
ing are good. 

0 0 0 
CHURCH MUSIC- October 1968, Vol. 2, No. 

27. 
An article by Geoffrey Sharp on the "Sacred 

Music of Francois Couperin Le Grand" is the 
major item in this issue, which announces a cam
paign for subscriptions in the dioceses of Leeds and 
Hexham-Newcastle by short treatments of the 
musical scene in each. 

An account of a new organ in the Servite Fa
thers Priory Church in West Brompton provides a 

good description of the 26 rank instrument built 
by Grant, Degens and Bradbeer. Three manuals 
and pedal, it has mechanical action, slider chests, 
low wind pressures, no extensions and drawstop 
console. 

A listing of music for Christmas and Epiphany, 
called a comprehensive list, provides titles and 
authors for both Latin and English settings, but 
the effort falls far short of the publication of the 
Church Music Association of America, A Selected 
List of Polyphoic Propers of the Mass for the Li-. 
turgical Year, prepared by the staff of Saint Paul 
Choir School, Cambridge, Massachusetts. 

0 0 0 
PSALLITE- Julio-Setiemfure, 1968, Ano XVII, 

Num. 67. La Plata, Argentina. 
The lead article, by Monsignor Jean-Pierre 

Schmit of Luxemburg, president-elect of the Con
sociatio Internationalis Musicae Sacrae, treats 
"How to interpret and apply objectively the pontifi
cal documents on sacred music." Well written and 
clearly stated, the obligation of implementing the 
pontifical decrees in full is stressed as the work of 
all conscientious . musicians, who have a mission 
to combat the false ideas that are current today. 
By their example and a clear exposition of the 
papal documents with objective commentaries it 
will be possible to give the needed example of 
using the patrimony of sacred music as well as pro
viding a constructive evolution of sacred music, the 
only way to stop the destructive revolution in 
progress today. 

Jesus Fernandez Ogueta, a priest fromVitoria, 
Spain, discusses the relation between the liturgy 
and priestly vocations in an article entitled, "La 
Liturgia y las Vocationes sacerdotales." He says 
that the liturgy is the most adequate and most 
effective means for forming the people in the 
practice of the spiritual life. Holy and wise priests 
are needed to carry out the liturgical actions. 
Young men who have lived the life of worship 
deeply through the liturgy will be the ones to 
accept the ecclesiastical state. 

The British Broadcasting Corporation has sup
plied an article, "William Byrd y la Religion Ca
t6Iica," with historical data about the English 
composer who wrote both Latin and English 
church music during his eighty years that saw two 
queens and two kings rule in England, in times 
that were gracious toward the Church and in times 
that were hostile. Two questions seem to remain 
unsolved: how Byrd could continue to hold a high 
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position in the royal service as a Catholic, and 
what the position of the Catholic authorities was 
on his activities. 

A report on the Sixth Festival of Latin Ameri
can Music at Bloomington, Indiana, is given, to
gether with several record reviews. 

0 0 0 
SINGENDE KIRCHE- Vol. 16, No. 1, 1968. 

Quarterly of the Church Music Commission 
of the Austrian Bishops. 
Three significant articles on problems that 

plague sacred music today are worthy of attention 
in this issue of one of the finest journals published 
for church musicians. Dr. Philipp Harnoncourt 
writes on the parish choir, the bad times it has 
come on with the changes in the liturgy, but the 
absolute necessity of the choir for parochial wor
ship. The solution of many problems lies in over
coming the isolation of the choir by recognizing 
that it must sometimes sing with the congregation 
and sometimes. for the congregation. In an article 
reprinted from a Protestant journal, Musik und 
Kirche, Martin Hi.ineke lists ten theses with refer
ence to the new church songs: 1) Today's ne.w 
songs are really not new at all; 2) these new songs 
are an ill-advised offspring of the new church mu
sic; 3) in spite of more recordings we have fewer 
new songs being sung; 4) the new songs often have 
very inappropriate texts; 5) these new songs have 
no relation to life; 6) in the so-called "missionary" 
songs, the desire to be modern is artificial in an 
attempt to solve the problem of proclaiming the 
message to the modern world; 7) if the new songs 
are intended for use in the divine service then one 
must introduce another idea about the service it
self; 8) the more a song demands of us, the better 
it is; 9) the problem of the new songs reflects the 
entire Christian situation today; and 10) a failure 
in this matter can become an important step in 
the matter of future development. Franz Stuben
voll discusses the very important question of the 
cantor, asking whether he is a psalmist or a singer, 
whether he is really necessary and how he should 
be trained if his function is a true one. The usual 
news of Austrian musical events, tributes to sev
eral composers, notices of new organs and many 
reviews of books and music complete the issue. 

REV. RICHARD J. SCHULER 

II Records 
Guiiiaume de Machaut (1300-77): Notre Dame 

Mass.1 Alfred Deller directing the Deller Con-
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sort and Instrumental Ensemble. Vanguard 
Bach Guild BGS 5045 (with Perotin). 
• John McCarthy directing the London Am
brosian Singers and the Vienna Renaissance 
Players. Nonesuch H 71184 (with chant). 

Guillaume Dufay (1400-74): Missa "Se la face 
ay pale." 1 Vocal and instrumental ensemble. 
Harmonia Mundi HMSt 530683 (with other 
works). 
2 Hans Gillesberger directing the Vienna 
Chamber Choir and Musica Antiqua of Vi
enna. Vanguard Bach Guild BGS 70653 (with 
Obrecht). 

Josquin Des Prez (1440-1521): Missa "Pange 
Lingua." 1 Safford Cape directing the Pro 
Musica Antiqua (Brussels). DGG Archiye 
ARC 73159 (with other works). 
2 Noah Greenberg directing the New York 
Pro Musica. Decca DL 79410 (with other 
works). 
There has been a general neglect of the mu

sical era that separates Gregorian chant from 
Palestrina. Even one who bas studied the period 
could not really familiarize himself with its mas
terpieces until the recent arrival of some outstand
ing recordings. 

On 78's we had only short pieces or excerpts 
that would fit on a single record. The arrival of 
LP brought us the first complete Mass from the 
period, an atrocious recording of the Machaut. 
By the late 1950's we could enjoy a satisfactory 
version of that work and of four other Masses 
of the period. 

In the present decade, however, there have been 
duplicate versions of a number of works. The 
three Masses above were composed at intervals 
of about seventy-five years from the mid-four
teenth to the early sixteenth centuries and repre- . 
sent three pivotal composers of the era. Each is 
available in a pair of recordings with superb stereo 
engineering in reasonably correct style of per
formance by outstanding professional groups. 

0 0 0 
The Notre Dame Mass, the first complete 

polyphonic setting of all the parts of the Ordinary, 
was believed (without foundation, it appears) to 
have been written by Machaut for the coronation 
of King Charles V of France in 1364. The only 
one of three previous recordings now available 
(Safford Cape, DGG Archive ARC 3032, mono 
only) was excellent in its day, with the use of 
mixed solo voices and very sparing instrumental 



doubling, but a serious fault was the omission of 
the chant verses of the Kyrie. 

The Deller recording originated with Har
monia Mundi in Germany. The consort of solo 
male voices is accompanied in very striking fash
ion by a group of ten players on the regal and 
strings and winds of the period. The superb 
musicianship evident in every Deller recording is 
present here, as well as the unique quality of the 
famed counter-tenor's voice. The even-numbered 
verses of the Kyrie are pro):1erly supplied from 
chant Mass IV, as well as intonations for the 
Gloria and Credo. 

The McCarthy recording originated with Bel
vedere in France and was made in Rheims cathe
dral, producing a well-controlled sound which 
is resonant without being blurred (as one might 
fear) by echo. This recording uses a small men's 
choir alternating with solo voices, a practice more 
characteristic of the following century. If the 
counter-tenor is not as fine as Deller, he does 
blend more smoothly with the other soloists. The 
intonations are supplied again, and I like the 
chant Kyries better here. I also find the instru
mental arrangement, including a bit of percussion, 
more imaginative than Deller's. 

Either version is superb by itself and a choice 
depends largely on the rest of each program. 
McCarthy arranges the Mass in a liturgical se
quence which includes the (older) chant Proper 
for the feast of the Assumption, sung very well. 
Belvedere/Nonesuch should be commended for 
providing this educational format to the general 
public, but a church musician may not feel the· 
need of it. For him there is more interest in 
side two of the Bach Guild record. This pushes 
our coverage of the period back another century 
or more by supplying magnificent performances 
of Perotin's two organa quadrupla, Viderunt and 
Sederunt. (Four other organa recorded at the 
same time can be found on one side of another 
Bach Guild release, BGS 70656.) These graduals, 
the "two most grandly built and massive" works 
of the Parsian master that are known to us, are 
performed entire, the words not harmonized by 
Perotin being sung in chant. The Nonesuch release 
at half the price is a bargain, but the Bach Guild 
really has twice as much to offer. 

0 0 0 
Of Dufay's eight or nine Masses which sur

vive, the work cited here falls in the middle. The 
title comes from his own ballade which became 

the cantus firmus. These are its first two record
ings. 

The first version, recorded in Bad Tolz (Ger
many), uses a small group, including a boy so
prano of incredible musicianship and men's voices, 
two to a part (when they are not singing solo), 
with a very effective instrumental arrangement. 
The nine players, led by Edward Tarr and includ
ing some of Deller's personnel, perform on the 
regal and winds of the period. Recorded close-up, 
the sound is decidedly angular and highly appro
priate to the style of the music. 

Gillesberger, on the other hand, employs a 
mixed choir of some size with more subdued in
strumental doubling. The round, full sound is 
notably different, less suitable here than it might 
be to a later composer. He supplies no intona
tions for the Gloria and Credo (as the other does), 
a practice that is lately drawing testy commentS 
from informed reviewers ("if not his invention, 
at least his intention"). 

Several factors influence a choice here. Bach 
Guild places the Agnus Dei on side two, adding 
the Obrecht Missa "Sub tuum praesidium." While 
this is generous, it leaves no room for dividing 
bands within either Mass. Without broadening the 
subject further, the advantage of having the 
Obrecht Mass may be dismissed by recommend
ing instead a superior recording of the same 
Mass coupled with the fifth and best version of 
Ockeghem's Missa "Mi~Mi" by the Capella Lip
siensis on DGG Archive 198406. Harmonia Mundi 
places the Sanctus and Agnus Dei on side two, 
adding two hymns by the composer. Although 
the latter, an imported label, may be difficult to 
obtain at present, so many recordings from this 
company have appeared recently on either Odys
sey or RCA Victrola that it would be wise to 
watch for this one, too. It would be not only 
more easily obtained but, at half the price, a real 
bargain. 

0 0 0 
The Missa "Pange Lingua" is one of the last of 

Josquin's twenty Masses. Its title comes from the 
Corpus Christi hymn, the chant for which pro
vides the cantus firmus. There have been two 
previous recordings which can be ignored. 

The Cape performance is unaccompanied. Mr. 
Cape uses mixed voices, one to a part, in a re
cording which is close yet resonant (it was made 
in the palace of the Count of Egmont in Brussels), 
yielding a transparent richness of great aural 
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appeal. As usual he provides intonations for the 
Gloria and Credo. I believe he was one of the 
early practitioners of this on records. 

The Greenberg version, conversely, provides 
the greatest contrast in all of these comparisons. 
He uses his motet choir of men's voices alter
nating with male soloists including such original 
members of his group as Russell Oberlin and 
Charles Bressler. A group consisting of shawm, 
trombone and contrabass discreetly doubles the 
choir. The intonations are unfortunately lacking, 
as usual with this group, but in the third Agnus 
the Pange lingua text is clearly heard in the high
est voice. The contrast even extends to tempo, 
for he shaves five minutes off the 32-minute tim
ing of the Cape performance. Decca's packaging 
is the most elaborate of all these, with a double
fold album and extensive notes. 

There is less need to give weight to the re
mainder of the records, each consisting of more 
Josquin. Archive places the Agnus Dei on side 
two, followed by eight secular works - five for 
voices, the best known being the Deploration de 
Johannes Okeghem and Parjons regretz, and 
three for instruments alone. Decca, on the other 
hand, places the Kyrie and Gloria at the end of 
side one after seven short pieces - four instru
mental, two secular vocal works, and the motet 
Tu solus qui facis mirabilia. 

All six records are outstanding, even if there 
is room to distinguish among them. One should 
not be unfamiliar with this period; anyone who 
is aware of it ought to live w_ith these treasures, 
and anyone who lacks any records of the era 
should not fail to obtain some of these. 

REV. JEROME F. WEBER 

III Special Reviews 
Come Down, 0 Love, Divine by Ralph Vaughan 

Williams. for SA TB voices and organ. Abing
don Press. No. APM 241 @ 18¢. 

Another easy anthem by a world-renowned 
composer. It may be true that the greatness of a 
musical genius shines forth better in small compo
sitions than in elaborate ones. By reading this 
short arrangement of Down Ampney one has dif
ficulty to believe that it comes from the pen of 

·the composer of the Mass in G minor and the 
Tallis variations. 

The first stanza is in unison, with a simple 
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organ accompaniment. Nine measures of organ 
interlude, echoing the second half of the melody, 
lead to the unaccompanied SATB setting of the sec
ond stanza. This is followed by the concluding 
verse, in unison again, with a few measures of 
descant toward the end. 

Careful diction and a sustained and well-con
trolled attention to the melodic line (with stag
gered breath, if necessary) is needed to bring out 
all the beauty of this charming musical gem. Use 
it from Easter to Pentecost and any time the help. 
of the Holy Spirit is invoked. 

0 0 0 
How Lovely Shines the Morning Star by Hugo 

Distler. For SATB voices, a cappella. Arista 
Music Company. @ 25¢. 

All three selections that are reprinted in this 
issue of SACRED MUSIC are easy and well 
within reach of even the most modest parish 
choir. The Distler arrangement of this familiar 
chorale hll{' a few rhythmical changes that help 
keep the choir's interest until the end. Old melody 
blends contemporary style with a naturalness and 
grace easily noticeable for anyone who has had 
a chance to perform some of Distler's larger works. 
Karl Lishinsky did the editing and adapting of 
the English text in this two-page version. While 
better suited for Advent, it can also be performed 
throughout the liturgical year. A rewarding num
ber your choir members will cherish for a long 
time to come. 

0 0 0 

Thou Knowest, Lord by Henry Purcell. SA Bar. 
with organ accompaniment. G. Schirmer, Inc., 
No. 11197 @ 25¢. 

If you are looking for an easy anthem for · 
Lent that is devotional, dignified and still inter
esting, take some time to look. over this number 
by Henry Purcell. Very limited forces are suffi
cient; there is no rhythmical difficulty involved, 
and the piece is eminently suited for the most 
delicate range of dynamic shading. As an added 
bonus, it will improve the diction of your chorus! 
It will alternate very well with the chant melody 
of the old favorite Parce Domine during Lenten 
devotions. 

Organ accompaniment is provided but is not 
really needed. If you use it, a warning to the 
organist: there is a misprint in measure 12, the 

·bass note should read F instead of F#. 



IV Choral 
In the renewed liturgy, congregational hymn 

singing is oftentimes the main mode of popular 
participation. It should be. the constant concern 
of the organist and/ or choirmaster to make the 
hymn meaningful and effective in corporate wor
ship. The collections mentioned below offer sug
gestions that may further the art of congrega
tional singing. 

New Settings of Twenty Well-Known Hymn 
Tunes. Dale Wood, ed. Augsburg. @ $2.75, 
organ; @ 75¢ instrumental descants; @ 50¢ 
vocal descants. 

Twenty frequently used hymns have been 
arranged in unison or SATB with an alternate 
setting with free organ accompaniment and instru
mental and/ or vocal descants. The writing is skill
fully done. However, choirs with weak treble or 
soprano sections may have difficulty with the 
pitch of the descants. 

Hymns in Lower Keys. Augsburg @ 50¢. 

What organist has not heard the complaint: 
"The keys are too high for me." In this slim vol
ume, thirty-three hymns from the Service Book 
and Hymnal have been selected and transposed to 
encourage the shy singer in the pew. 

Twelve Folksongs and Spirituals. David Johnson, 
ed. Augsburg. @ $ 1.00. 

For the most part, the rich heritage of Amer
ican folk hymnody has not been carefully investi- · 
gated nor used to advantage in the vernacular 
liturgy. Youth choirs and high school choruses 
will find in this collection the strong popular idiom 
of our own culture. The songs are so arranged 
that they may be sung in unison or SATB with 
organ accompaniment to which may be added a 
flute or a guitar obbligato. The folk song in this 
collection is left untouched by cheap or sensa
tional arrangements. 

The Lord Is. Sacred Music Press @ $1.50. 

The Lord Is consists of eight choral numbers 
by contemporary composers and is presented as 
a choral festival for SA TB voices. As in all such 
collections there are choices to be made and not 
all can be recommended. The volume is interest
ing to the composer who may find here all the 
vocal or choral cliches of contemporary prove
nance. 

Lovelace, Austin C. When I Survey the Wondrous 
Cross. SAB, organ. Sacred Music Press @ 
30¢. 

The combination of a Watts text and a tune 
from Southern Harmony 1835 is successful. 
Exception may be made to the unnecessary 
and unadroit modulation for the second verse. 

Morley, Thomas. Nolo Mortem Peccatoris. SATB. 
Oxford University Press @ 30¢. 

Oxford makes available a macaronic motet 
from the Turor church music repertoire, an 
expressive example of polyphonic music for 
the vernacular liturgy. 

Sateren, Leland (arr.) On the Wood His Arms are 
Stretched. SATB. Augsburg @ 25¢. 

This setting combines Gumpelzhaimer'~ 

motet with John Mason Neale's translation of 
a twelfth century hymn. Not difficult and 
could be effective. 

Wetzler, Robert. Look, Ye Saints the Sight is 
Glorious. SAB. Augsburg @ 20¢. 

Ascension texts are not too plentiful and 
this will fill a need. This is a lively tune har
monized in open sounds of fifths and fourths, 
almost entirely in block harmony and not too 
difficult. 

Keeley, James A. Renaissance Motets for Lent 
and Passiontide. World Library of Sacred Mu
sic. SATB a cappella@ 80¢. 

Five classic motets using texts of the greater 
responsories- of the Holy Week liturgy have 
been reset in English and thus made available 
for choir use during the Lenten season. The 
adaptations from the original Latin are suc
cessful and the four settings by Viadana and 
one by Inginerio have suffered no violence in 
English translation. 

Couperin, F. Christ the Lord is Risen again. Con
cordia. SA or SS. K. Jewell, ed. @ 25¢. 

With High Delight. Concordia. Mixed and treble 
choirs. H. Micheelsen, ed. @ 30¢. 

Vulpius M. Today is Risen Christ the Lord, Alle
luia. Concordia. Double choir and brass @ 
25¢. 

Concordia presents new settings of three fa
vorites. The Couperin piece makes no great 
demands except in the continuous high pitch 
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which may easily be corrected by transposi
tion. With High Delight is a little Easter can
tata for mixed choir, unison choir or children's 
choir and organ on the tune, Mit Freuden 
zart. Stanza V is set for male voices, chil
dren's choir and organ; stanza 2, unison choir 
and organ; stanza 3, children's choir a cap
pella; stanza 4, for mixed choir and organ. 
This is an interesting arrangement, traditional 
in harmonic style, and practical for the aver
age choir. 

The text of the Vulpius piece is a 1966 
translation of Surrexit Christus hodie, Alle
luia with bass realization by F. Oberdoerfer. 
This can be used for double choir or choir and 
brass instruments, and will be as sturdy a piece 
in the English setting as it has been in the 
original. 

Brandon, G. Easter Canticle. Concordia. SATB 
and organ @ 30¢. 

Brandon has chosen the hymn-tune, Hague, 
for a set of variations using Easter texts from 
St. Paul. It lies well for the voices but there 
is a lack of variety in the harmonic texture 
that could make this a dull piece. 

Okeover, J. Grant,. we Beseech Thee, Merciful 
Lord. Concordia. J. Morehen; ed. @ 35¢. 

J. Morehen has carefully edited this anthem 
from the Barnard Manuscripts of the Royal 
College of Music, London. This is another 
example of the contrapuntal-harmonic prac
tice of early 17th century English music with 
change of mode, false relation, occasional 
chromaticism, more closely related to the 
madrigal than to the church music style. 

C.A.C. 

V Books 
Edwin Liemohn. Organ and Choir in Protestant 

Worship. Fortress Press, 178 pages, $4.50. 

30 

The reading of such a book would have been 
a rewarding but rather ordinary experience for a 
Catholic church musician ten years ago. Now, 
with the upheaval caused by the interpretation 
and misinterpretation of the decisions of Vatican 
II concerning church music, this essay takes on 
added meanings. The parallels between certain 
periods of Protestant music and the situation in 
the Catholic Church today are striking. 

Dr. Liemohn achieves his purpose of present
ing an historical survey of the use of choirs and · 
organists in the worship of the Protestant churches 
through four centuries. Much of his essay is 
standard textbook material lucidly planned and 
well-written, but there are several chapters that 
are new to this reviewer and that give fascinating 
insights into the liturgical and musical life of 
smaller countries, e.g., Norway, Sweden and Fin
land. 

Chapters II and III deserve repeated reading 
by Catholic church musicians. They deal with the 
early Reformation period and the 17th century. 
Trials and errors, prejudices and pUritanistic 
moves almost ruined church music forever. Some 
paragraphs could have been written about the 
year of 1968 at St. Brigid's Catholic Church in 
Central City, U.S.A. Contrary to the saying, we 
never seem to learn from history. Disbanding 
choirs, burning organs, trying to thrust the burden 
of the singing on a slow-moving, unwilling or sim
ply apathetic congregation; using the "services" 
of untrained musicians -they have seen it all. 
Yet, what a wonderful recovery! Most of the great 
Protestant communions have achieved, since then, 
a spectacular revival in the field of choral singing 
and organ playing and have today a well-organ
ized program for training competent church music 
directors and organists. They have organized 
church music commissions, schools or conserva
tories for preparing ministers of. music, and soine 
form of certification for practicing church mu
sicians. R.S.M. 



NEWS 
Saint Paul Choir School of the Archdiocese of 

Boston undertook several special programs during 
December in addition to the regular services at 
Saint Paul's Church in Cambridge and the usual 
class studies. On December 16, 1968, the boys 
sang two concerts in West Palm Beach, Florida, 
and on December 20, 21, and 22, they performed 
the Nutcracker Suite by Tchaikovsky with the Bos
ton Ballet Company at Music Hall, Boston. Theo
dore Marier, president of CMAA, is director of 
the school. 

0 0 0 
Events of the Fall and Winter seasons at the 

National Shrine of the Immaculate Conception, 
Washington, D.C., include organ recitals by Berj 
Zamkochian on October 25, 1968, John Weaver 
for the observance of St. Cecilia's Day, Novem
ber 22, 1968, and Heinz Wunderlich, February 28, 
1969. The United States Air Force Academy Cath
olic Choir presented a concert and sang the Mass 
in the shrine on Veterans' Day, November 11, 
1968, and the National Oratorio Society sang a 
concert to mark the patronal feast of the shrine, 
December 8, 1968. 

0 0 0 
The Tri-College Choir, made up of the concert 

choirs of the College of St. Benedict, St. Joseph, 
Minnesota, St. John's University, Collegeville, 
Minnesota, and St. Cloud State College of St. 
Cloud, Minnesota, sang two major works during 
the first semester. On November 22 and 24, 
1968, the choirs presented the primier perform
ance of the oratorio, Stern des Lebens (Star of 
Life) , by Otto Siegl, professor of composition at 
the Academy of Music in Vienna. Mr. Siegl 
traveled to Minnesota to conduct the work, which 
was prepared under the direction of Sr. Maranatha 
Renner, OSB, of St. Benedict's, Gerhard Track of 
St. John's, and James Flom of St. Cloud. On De
cember 15 and 16, 1968, the 135-voice group sang 
}:landel's Messiah with the Minnesota Symphony 
Orchestra in Northrup Auditorium in Minneapolis. 

0 0 0 
Twenty-one choirs from the Archdiocese of 

Boston participated in a joint choir service at 
Saint Paul's Church in Cambridge, Massachusetts, 
on the Feast of Christ the King, October 27, 1968. 
In addition to scripture readings and prayers, the 
service included several hymns. The organ prelude 
was G. F. Handel's Organ concerto in A Major, 

followed by Flor Peeters' Entrata Festiva for brass, 
timpani, organ and choir. The recessional was 
Max Reger's Rejoice, heaven and earth .. 

D 0 0 
Quincy College, Quincy, Illinois, presented a 

collegium musicum which included music from the 
Renaissance and Baroque eras composed in Europe 
and in the New World. Among the sacred selec
tions were Sanctus from Missa Phillippus Secun-
dus Rex Hispaniae by Philippe Rogier, Veni in 
hortum meum by Gerard de Turnhout, several 
Moravian chorales and motets from the Francis
can missions. The singers and instrumentalists 
were under the direction of Lavern Wagner, In 
addition to the performance in Quincy, the concert 
was also presented in LaCrosse, Wisconsin, and in 
Galesburg, Illinois, October 28, 29, 1968. 

D D D 
A special program to commemorate the 150th 

anniversary of the composing of Stille N acht was 
arranged by Station KUXL-AM in the Twin Cities. 
The Saint Paul Cathedral Choir under the direc
tion of Don Dicie sang the cantata, Rejoice, be
loved Christians by Dietrich Buxtehude and the 
Boys Choir of the Cathedral of Saint Paul pres
ented Benjamin Britten's A Ceremony of Carols. 
Gerhard Track directed St. John's University 
Men's Chorus of Collegeville, Minnesota, in sev
eral Austrian Christmas pieces for this Deutsche 
W eihnachtsfeier. On Christmas Eve the group 
sang in Hallein, Austria, at the Midnight Mass 
which was broadcast over Eurovision to almost all 
the countries of continental Europe and the 
British Isles. 

D D D 
William Ripley Dorr, who spent his life in the 

cause of sacred music in Chicago and later in Los 
Angeles, died August 27, 1968, at the age of 
seventy-nine. A graduate of the University of 
Southern California, he was associated with the 
Hall Organ Co. and later with the Aeolian Co., 
but his great work was done in the area of boys 
choirs. At the time of his retirement, he was serv
ing as organist at St. Mary, Star of the Sea Church 
in San Pedro, California. He was associated with 
the films made of Father Flanagan's Home at Boys 
Town and taught at the Liturgical Music Workshop 
held there. He received the St. Cecilia medal for 
his distinguished efforts for church music. RIP. 

0 0 D 
On July 7, 1968, Leo Sowerby died at Port 

Clinton, Ohio. Memorial services were held at Saint 
James Cathedral in Chicago and at the National 
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Cathedral in Washington, D.C. He was associated 
with the composition department of the American 
Conservatory in Chicago during his 35 year tenure 
at the Episcopalian cathedral. In 1962 he became 
director of the newly establish College of Church 
Musicians in Washington. He was the first Ameri
can winner of the Prix de Rome and in 1946 he 
won the Pulitzer Prize for his Canticle to the Sun. 
A fitting tribute in music was arranged as part of 
the final rites. Among the works performed were 
his Symphony in G Major, the Communion Service 
in C, and his Tu es vas electionis. Two of his stu
dents, John Fenstermaker and Paul Callaway, 
served as organists for the funeral service. RIP. 

D D D 
The Eleventh Annual Rochester Festival of Re

ligious Arts will be held from April18 to 27, 1969. 
A music competition for one to four-part hymns 
suitable in style and content for performance in a 
service of wo~ship will be part of the festival. 
Three prizes of $100, $75 and $25 are being of
fered. Each manuscript must be accompanied by 
an entry fee of one dollar and sent to the festival 
office at 50 Plymouth Avenue North, Rochester, 
N.Y. 14614, before March 1, 1969. 

D D D 
The American Benedictine Review of Decem

ber, 1968, printed a report of a meeting at the 
Dominican Convent of Mery-sur-Oise, near Beau
vais, France, July 1 to 4, 1968, on the subject of 
the Divine Office. Almost one hundred monks and 
nuns attended. Of interest to members of CMAA 
is the section about Archabbot Rembert G. Weak
land, OSB: "In a brief report Abbot Primate Rem
bert Weakland presented a Mass he had composed 
in a medium that was entirely new to most of 
those present- 'concrete' music. It consisted of 
unidentified sounds from city-life, recorded on 
tape, and arranged according to a rhythmic pat
tern dictated by an analysis of the liturgical texts. 
A vantgarde music, we were told, avoided melodies, 
just as much of contemporary painting avoids 
recognizable forms. Furthermore, it has promoted 
the tape-recorder to the dignity of a musical in
strument in its own right. This disconcerting 
concert made even the most eloquent of the par
ticipants curiously silent, and was the most 'fu
turistic' item on the program." 

D D 0 
Some recent organ recitals have come to our at

tention. The dedicatory concert on the new 
Schantz organ in the Church of St. Christopher, 
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Rocky River, Ohio, was played by Ivan R. Licht, 
November 10, 1968. The program included Cesar 
Franck's Piece Heroique, Trio Sonata in D Minor 
and Passacaglia and Fugue in C Minor by J. S. 
Bach, Jean Langlais' La Nativite, Louis Vierne's 
Symphony II and Marcel Dupre's Variations on a 
Noel. 

Cynthia Valukas, a student of Arthur C. Becker, 
played a recital at St. Vincent de Paul Church in 
Chicago, October 20, 1968, which included works· 
by Sweeklinck, Handel, Bach, Brahms, Dupre and 
Vierne. 

D D D 
The 1968 National Meeting of Diocesan Music 

and Liturgical Commissions was held at the Con
rad Hilton Hotel in Chicago, Illinois, November 20 
to 22, under the sponsorship of the Bishops' Com
mittee on the Liturgy. His Eminence, John Pat
rick Cardinal Cody was host to the meeting, and 
Archbishop Leo C. Byrne of Saint Paul and Min
neapolis, chairman of the Bishops' Committee, was 
present. The program included several lectures: 
"A Liturgical and Catechetical Analysis of the 
New Eucharistic Prayers" by Rev. John M. Cham
plin, "A Theological Consideration of the 
Bishops' Statement: 'The Place of Music in Eu
charistic Celebrations'" by Rev. Robert Ledogar, 
M. M., "The Structure of the Eucharist and the 
Place of Music in Worship" by Rev. Eugene 
Walsh, S.S., "Biblical Concepts in the New Eu
charistic Prayers" by Rev. Neil McEleney, C.S.P., 
and "The Future of the Roman Liturgy" by Rev. 
Frederick R. McManus. In special sessions for 
liturgical commissions, Rev. Gary Tollner spoke 
of the "Oakland Task Force," and in a similar 
session for music commissions, Rev. William A. 
Bauman discussed "The Experience of Kansas 
City-St. Joseph." Two Masses were celebrated. For 
a description of them, one is referred to an article 
by Rev. Ralph S. March, S.O.Cist., "The Chicago 
Happening," in The Wanderer, December 26, 1968. 

0 D D 
The University of Iowa at Iowa City will spon

sor a church music workshop, May 16 and 17, 
1969, with Peter La Manna giving demonstrations 
related to the conducting and singing of Gregorian 
chant. Mr. LaManna is director of music at the 
Cathedral of Ss. Peter and Paul in Philadelphia, 
Pennsylvania. He will also lecture on current trends 
in Catholic music. 

D D D 
Noel Goemanne, vice president of the CMAA, 



played the dedication concert on the new Wicks 
organ in the Church of St. Monica, Dallas, Texas, 
where he is organist and choirmaster. The instru
ment was blessed by the Most Reverend Thomas 
K. Gorman, Bishop of Dallas and Fort Worth, 
December 12, 1968. The concert included works 
by Buxtehude, Jan Baptist Loeillet, Maurice 
Green, Claude d'Aquin, N. A. Le Begue, J. S. 
Bach, Flor Peeters and Mr. Goemanne. 

D 0 D 
A St. Nicholas concert by the Texas Boys 

Choir under the direction of George Bragg pre
sented Giovanni Pergolesi's Magnificat and Anton 
Bruckner's Ave Maria, with the world premiere 
of the Mass "Rex Pacificus" by Noel Goemanne 
which was commissioned by Mr. Bragg. A Fort 
Worth reviewer said, "the modal flavor, the two-

FROM THE EDITOR 
If any club, association or organization wants 

to remain effective, it has to grow continually, 
improve the quality of its work, and generate a 
desire in its members to bring in new associates 
to the fold. The Church Music Association of 
America is no exception. We have a sublime mis
sion that makes our work indispensable: we want 
to foster orderly renewal in the field of sacred 
music, against almost impossible odds, by scrupu
lously adhering to the directives of the Holy See; 
we want to guard the musical treasures of the past 
and promote new music of artistic merit for the 
renewed liturgy. Most American church musicians 
consider their profession a real vocation for the 
greater glory of God and the sanctification of 
the faithful. To promote this cause we have banded 
together and our means of communication is the 
quarterly of the CMAA, Sacred Music. 

As your editor begins his third year in his job, 
he is deeply thankful to God for His blessings on 
our journal and for the enthusiastic support of the 
members of the CMAA. During the past two years 
our membership had doubled, the magazine has 
considerably expanded in size and, hopefully, in 
quality. However, we cannot sit back idly, rejoic
ing in our progress. The task that lies ahead is 
enormous. In many parts of our country church 
music has suffered great losses and is under attack 

part polyphony of the oboe and cello, and the 
brevity of the movements combined to give the 
work a medieval flavor with oriental overtones." 
The boys were assisted by the North Texas State 
University Men's Chorus of Phi Mu Alpha. 

D D D 
MUSIC DIRECTOR-
ORGANIST-CHOIR DIRECTOR WANTED. 

St. Joseph's Church, Jasper, Indiana, wishes to 
obtain the services of a qualified musician to 
instruct and practice with boy choristers, work 
with the men's choir, and provide incentive and 
leadership in liturgical service~. The position in
cludes daily organ accompaniment for the liturgical 
services. Write or telephone Rev. August B. 
Fichter, 1215 Newton St., Jaspar, Indiana 47546 
(tel. 812-482-1805). 

by uneducated iconoclasts who, intentionally or 
without realizing it, want to do away with our 
fifteen centuries old musical heritage. There are 
also several states where the influence of our jour
nal is still minimal and the number of our sub
scribers is negligible. We must reach every church 
musician in this country because we need their 
support and they need us. 

We have been able to keep the price of the 
magazine at $5.00 per year. Your editor feels, 
however, that unless we can substantially increase 
our membership, we cannot keep this price much 
longer. Most of our readers are probably aware 
of the ever-rising costs of printing and mailing, 
not to mention the necessary clerical work and its 
costs. 

Many of the officers of the CMAA have been 
working hard during the past year to make Sa
cred Music known to church musicians all 
over the country. The spectacular increase in our 
membership is due in great part to their efforts. 
If only every member would obtain one new sub
scription by Easter, the price increase could be 
put off for at least another year. Do you have a 
priest, nun, organist or choir member among your 
friends· who could profit from the reading of our 
journal? Recommend it to them or give them a 
gift-subscription yourself. By doing this, you will 
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perform a great service for the cause we all hold 
so dear and so close to our hearts. 

The editor always welcomes your comments 
and suggestions concerning the content, format and 
ideas of Sacred Music. Feel free to write us 
any time. From the many letters that reached us 
since the last issue left the press, one stands out 
by the lucidity of its observations. It was sent to 
us by Dr. Arthur B. Hunkins, assistant professor 
of music, University of North Carolina: 

Dr. Tortolano is to be commended for his sin
cere attempt at music criticism in his recent article 
on "Rhythm in the Twentieth Century Mass." Seri
ous theoretical studies of liturgical music by quali
fied musicians are rare; musicians have been 
reluctant to speak up regarding the intrinsically 
musical aspects of music in the Chu.rch today. 
Indeed, the question or artistic and esthetic merit 
of various liturgical types and individual compo
sitions, is one that least frequently receives serious 
attention. Thus Dr. Tortolano's article represents 
a noteworthy contribution to the generally neg
lected area of liturgical music criticism. 

Although Dr. Tortolano's intensions, and the 
directness and clarity with which they are carried 
out, are exemplary, some of his conclusions, and 
the reasoning behind them, will raise a few eye
brows. After discussing a number of contemporary 
Masses, principally from the rhythmic standpoint, 
Dr. Tortolano summarizes his findings as follows: 
"The conclusion is that the most distinctive and 
liturgical Masses approach 'plain chant in move
ment, inspiration · and feeling.' . . . The folk 
Masses by Sister Elaine and Harrison have an 
affinity to chant through their 'movement, inspec
tion (sic) and feeling.' ... Kodaly is further 
removed from chant. He is followed by Stravinsky. 
Last is the controversial Mass by Poulenc. This 
has no relationship to Gregorian chant whatso
ever. One must add that this is also poor music. 
In any case, the answer is conclusive: 'the more 
closely a church composition approaches plain 
chant in movement, inspiration, and feeling, the 
more holy and liturgical it becomes. . .' " 

In this statement, Dr. Tortolano ranks a number 
of contemporary Masses according to liturgical 
propriety (and also, apparently, according to 
quality - he seems to equate the two) : 1 ) (most 
liturgical) folk Masses by Sister Elaine and Harri
son, 2) Kodaly, 3) Stravinsky, and 4) (least litur
gical) Poulenc (whose Mass "is also poor music.") 

Non-Catholic choral musicians will hardly be 
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less than shocked at such conclusions. Catholic mu
cians will wonder whatever became of Pius X's 
first qualification for sacred music, that it be "true 
art." For most serious musicians would place Stra
vinsky and Poulenc at the very top of the liturgical 
ladder on strictly artistic merit. (Dr. Tortolano 
elsewhere admits that the Poulenc may have its 
"rights in the concert hall." In view of this state
ment, his assertion that the Poulenc Mass is "poor 
music" makes little sense.) 

One wonders, in short, why recognized liturgical 
masterpieces are placed at the bottom of the litur
gical "heap." Is there something about good con
temporary music that makes it inherently 
non-liturgical? Or is rather our concept of "what 
music is liturgical," too limited? 

In order to answer these questions, we must ex
amine the basis of Dr. Tortolano's criticism. On 
what grounds does he find the Stravinsky and 
Poulenc Masses unacceptable? Throughout his ar
ticle, Dr. Tortolano focusses on two principal 
criteria: 1 ) resemblance to Gregorian .chant, and 
2) fidelity to "proper" text accent. Let us examine 
these points briefly, and then apply them to the 
works in question. 

The idea that all liturgical music should resemble 
plain chant "in movement, inspiration and feeling" 
is fine in principle, but it is extremely difficult to 
apply as a practical, critical yardstick. The ques
tion of "inspiration" is an intuitive one that has 
to do with what we assume to go on in the mind 
of the composer; in reality, the music's effect on 
the listener is a far more important issue, however. 
The "movement" of Gregorian chant is certainly 
not a recommendation as to specific rhythmic style, 
or else all "measured music" would be forbidden; 
it would seem to refer to the smooth, ongoing · 
rhythmic character of the music. At any rate, the 
most concrete musical interpretation of such a 
statement would seem to be that liturgical music 
should convey a certain general mood, i.e., create 
a prayerful (or otherwise appropriate) atmosphere. 

Applying this interpretation to the Stravinsky 
and Poulenc Masses, the central question emerges 
as: do these Masses possess the appropriate char
acter for liturgical performance? Do they help 
create the appropriate liturgical mood? Most mu
sicians familiar with twentieth century idioms 
would answer this question in the affirmative. The 
Stravinsky composition is in the best tradition of 
austerity and economy of means, while the Poulenc 
is ~old, majestic, and exalted in over-all effect. 



At this point, a particular "problem" concerning 
the character of the Poulenc Mass, to which Dr. 
Tortolano points, should be mentioned. He feels 
that Poulenc often courts disaster with his "treat
ment of misplaced word accents and rhythmic 
energy smacking of something comic" (italics 
mine). Although Poulenc's rhythmic treatment is 
certainly unusual and unorthodox, I personally 
have nev~r thought of it as comic. The composi
tion has never had anything but a profoundly in
spirational effect on me. Comedy, indeed, would 
be close to heresy in liturgical music; such a criti
cism, if justified, would perhaps be the most seri
ous of all possible criticisms. Some perspective on 
the question may be had by considering Poulenc's 
long and distinguished career as a sacred vocal 
composer. To even insinuate that a man of Pou
lenc's stature and deep devotion to sacred and 
liturgical music would make a joke at the expense 
of the Church is preposterous. To maintain that 
Poulenc was not aware of what he was doing, 
makes equally little sense. 

Consideration of Poulenc's "misplaced word ac
cents" leads us into Dr. Tortolano's second area 
of criticism. A "misplaced word accent" involves 
durational, metric, or other emphasis on a syllable 
that does not deserve such emphasis. Now if "cor
rectly placed" word accents are so important to 
text comprehension, Gregorian chant cannot be 
considered good liturgical music either. It simply 
abounds in long melismas on unaccented syllables 
(for example, the long vocalises on the final syl
lable of Alleluia). Many important word accents 
are given no more than a single note in a florid 
passage, which is often a melodically unimportant 
note. Yet this same chant projects its text well, 
and is considered the very model of "sung prayer." 

Perhaps the example of chant illustrates the 
real criterion as to how liturgical music should 
treat a text: it must project its text, make it com
prehensible to the listener. Now if a text is to have 
maximum comprehensibility, it should not be sung 
at all; it should be recited, by a single speaker. 
For music to be limited to speech rhythm, how
ever, is in most cases boring to distraction. The 
general restriction that the text be comprehensible 
is the only one that allows music sufficient free
dom to develop its own artistic and expressive 
impact on the listener, and thereby make its maxi
mum contribution to the celebration of the liturgy. 

Again applying this general criterion to the 

Poulenc and Stravinsky Masses, the important 
question turns out to be: can the text be compre
hended in the two Masses? The answer must once 
again be in the affirmative. Indeed, with respect 
to comprehensibility, the Poulenc and Stravinsky 
works are close to models of perfection; in both, 
it is nearly impossible to misunderstand the text. 

It cannot be denied that the Poulenc Mass con
tains some unusual treatment of text. We should 
remember, however, that more freedom can right
ly be taken with familiar (as compared to unfamil
iar) texts, since familiar texts can be more easily 
recognized and followed. Since the Mass is one 
of the most familiar of all Latin texts, greater 
liberties can be taken in matters of accentuation, 
etc., without fear of confusing the listener. 

Poulenc can hardly be accused of not "know
ing" Latin; he knew exactly how he was treating 
word accents, and undoubtedly also realized that 
he was not treating them in the conventional way 
either. Perhaps this is one of the reasons why 
Poulenc's Mass is one of the creative masterpieces 
of the twentieth century: the fact that it projects 
text in a new, and highly sensitive way. 

The previous discussion leads to at least one 
important conclusion: it is difficult to recognize 
and appreciate significant contemporary music 
precisely becau~e it is new and different. Creative 
individuals, including composers, are by definition 
interested in new and different things. We are all 
used to traditional means of achieving certain 
desired results, such as "correct" word accents to 
project a text, and familiar rhythmic, melodic, and 
harmonic treatments to create certain liturgical 
moods. The point is that, as musical styles change, 
so do means of projecting text, creating moods, 
etc. As contemporary music broadens our horizon 
of esthetic experience, let us judge it within its 
own frame of reference, not according to that of 
a former musical era. 

In conclusion, I would like to offer my own, 
musically oriented definition of good liturgical 
music: good liturgical music is artistically signifi
cant music that projects a liturgical text and con
veys an appropriate liturgical mood. In other words, 
it is functional liturgical music (in a broad sense) 
that is also esthetically satisfying. · 

In this day of bringing the liturgy to the people, 
one of the most important concerns of the music 
director is how to preserve (or set) some kind of 
artistic standard for liturgical music. Although this 
is not the place to go into this matter in detail, a 
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few remarks may be appropriate: 1) our wealth 
of traditional Latin choral music should not be 

. lightly cast aside or ignored; 2) the quality of 
this immense treasure has not begun to be matched, 
on the whole, by recent vernacular publications; 
3) the choir- a well-trained choir- is the only 
group capable of rendering this great body of litera
ture (or indeed any serious vocal music written 
for the Catholic church); 4) in musical matters, 
the congregation must be led and uplifted by the 
high musical standards of the music director. 
The musical taste of the average congregation can
not be "appealed to" or overly "taken into ac
count," because its appreciation of serious music 
is generally non-existent. The congregation cer
tainly knows what it likes, and even what it most 
readily identifies with; but it is in no position to 
know what music is best or most worthy. 

On the whole, today, the outlook for serious 
contemporary music is not very encouraging. It is 
particularly bleak in the Church, where "modem 
music" is viewed with the utmost suspicion, al
most as if it were the devil in disguise, trying to 
take over the Church via the choir loft. With the 
average congregation not appreciating serious 
music, and the average music lover not appreciat
ing contemporary music, it is not surprising that 
so little fine liturgical music is being written today. 
So, when an occasional twentieth century master
piece does turn up unexpectedly, let us not rele
gate it to the bottom of the liturgical "heap," 

CONTRIBUTORS 
Fr. Francis J. Guentner, S.J. is professor of 

music at the Saint Louis University and has previ
ously written for Sacred Music. 

Dr. Arthur B. Hunkins is the assistant professor 
of cello and theory at the University of North 
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thereby burying it forever as far as the Church is 
concerned. Our leading contemporary composers 
surely deserve better treatment than this! 

DR. ARTHUR B. HUNKINS 

0 0 0 
We welcome among our reviewers Father 

Jerome Weber. A hi-fi enthusiast, he has promised 
to sl;tare with us his opinions on new records. In 
the review section you will find the first samples 
of his efforts. 

0 0 0 
The Right Reverend Monsignor Francis P. 

Schmitt has been appointed Mid-West regional 
chairman of CMAA. We welcome him warm
heartedly to this important post. Long a cham
pion for the cause of good church music in 
America, Monsignor Schmitt was editor of Caecilia 
magazine for many years. He is the head of the 
music department at Boys Town, Nebraska, and 
director of the world-famous choir of that institu
tion. He is also a frequent contributor to this 
magazine. We greet him here and wish him con
tinuing success in his work for CMAA. 

0 0 0 
And since we are at greetings, we also welcome 

two illustrious members of the American hierarchy 
among our honorary members, His Eminence, John 
Cardinal Cody, Archbishop of Chicago, and the 
Most Reverend Terrence J. Cooke, Archbishop 
of New York. Vivant sequentes! 

Carolina, and the music director at Our Lady of 
Grace Church in Greensboro. He previously taught 
at North Texas State University at Denton and 
served as choir director at Immaculate Conception 
Church in Denton. 



CRY OUT AND SHOUT, Frank Pooler 
ABlOOl, SATB, .35 
Basic anthem repertoire. 

BALM IN GILEAD, Marie Pooler 
AB1003, SATB, .30 

"The" setting. 

Order from your dealer. Complimentary 
reference copies available directly from 
the publisher: 

ABERDEEN PuBLISHING COMPANY 

P.O. Box 1070 
Alhambra, California 91802 

MUSIC 

IN WORSHIP 

Boys Town, Nebraska 

August 10-22, 1969 

ANTON HEILLER 

Master Classes 

Limited Number Private Lessons 
Inquire: 

Boys Town Music Dept. 

ORGANIST 
CHOIRMASTER 
MUSIC TEACHER 

MUSIC/The A.G.O. Magazine is the official magazine 
of The American Guild of Organists. In addition to 
16,500 Guild members, those interested in the organ 
and church music find reading pleasure and profes
sional knowledge in its pages. 
This is a different kind of music magazine-"both musi
cally and intellectually," to quote one of our subscrib
ers. It's done in modern magazine style with topflight 
paper, printing, and journalistic flair. 
Just a sampling of features and articles in recent issues: 
• Acoustics/ A New Church, An Old Problem • The 
Quick-Tempered Choirmaster/Recruiting_. Record 
and Book Reviews • Musical Memory • Conversa
tion with Healey Willan .Handbell ringing. Drama 
in the Church • Bach's Favorite Pupil • Dave Bru
beck! The Light in the Wilderness. 
MUSIC/The A.G.O. Magazine is designed and edited 
to chronicle the events and people of the organist's 
world- your world. 
You can subscribe today for just $5.00 per year. 
MUSIC/The A.G.O. Magazine, American Guild of 
Organists, SM-9, 54 W. 40th Street, New York, N.Y. 
10018 
0 Please enter my one

year monthly sub
scription to MUSIC/ 
A.G.O. 

0 I enclose $5.00. 

D Bill me for the annual 
subscription rate of 
$5.00. 

D Please send informa
tion on Guild Mem
bership. 

"NAME ____________________________ ___ 

STAT~----------------------------

STREET-----------------------------
CITY----------------------~.IP ____ _ 
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Outstanding Music for Lent and Easter Services 
Chorales for Lent 
arranged by Carl Schalk 
Easy arrangements for unison or solo 
voices with C instruments, instruments 
alone, instruments with organ, or organ 
alone. $1.85 

Partita on "0 Sons and Daughters" 
(0 filii et filiae) 
by Wilbur Held 
Easy organ solo $1.00 

Anthems with Special Instrumental Accompaniments 
1451 Jesus Christ Is Risen Today 

by Walter Pelz 
SATB, congregation, organ and 2 
trumpets $ .30 

1517 Good Christian Men, Rejoice and 
Sing 
by Vulpius-J ohnson 
SAB, organ and trumpet $ .• 30 

1368 He's Risen, Christ Jesus, the Lord 
by Walter Pelz 
SATB, organ and trumpet $ .30 

9093 Crown Him With Many Crowns 
by Walter Pelz 
SA TB, congregation, organ and 3 
trumpets $ .35 

Augsburg Publishing House • 426 S. 5th St., Minneapolis, Minn. 55415 
57 E. Main St., Columbus, Ohio 432.15 
2001 3rd Ave., Seattle, Wash. 98121 

The size of organ required for a church 
building concerns both organist and congre
gation. Large size suggests unnecessary cost; 
while undue austerity threatens musical and 
artistic inadequacy. Organ size depends pri
marily on the proportions of the auditorium; 
but much also depends on the location of 
the organ space, and on the acoustic en
vironment. 

How large an organ? Only a careful 
study of all factors will lead to a satisfactory 
answer. A skilled organ builder should be 
involved in the discussions, but organists 
and congregations can contrib1,1te to success 
by demanding and providing proper organ 
spaces and good acoustics in their churches. 

The photograph shows good placement. If 
you are contemplating an organ, we will be 
happy to consult with you. There is no obli
gation. 

WICKS ORGAN COMPANY /Highland, Tilinois 62249 
Pipe Organ Craftsmen Since 1906 
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Mass of Saint Cecilia 

by 

Hermann Schroeder 

for SATB. Voices and Organ 

with orchestra ad libitum 

Complete Vocal and Organ Score $2.50 

SATB Vocal Score $1.00 

Card for Congregation .25 

Published by 

McLaughlin & Reilly Co. 
67 Kingston St., Boston, Mass 02111 

FREE 
STYLE 
SHOW 
no cost 
or obligation 

Newest Choit Robes 
Send for full information, color illustrated 
catalog, fabrics, prices. Ask for kit SR6. 

E. R. MOORE CO. 
7230 N. Caldwell • Niles, (Chicago) Ill. 60648 
llO Voice Rd. • Carle Place, (L. 1.) N.Y. 11514 

1641 N. Allesandro St. • Los Angeles, Calif. 90026 
1605 Boylston Ave. • Seattle, Washington 98122 

NEW, LARGER CHORAL WORKS 
Altenburg, Michael- Savior of the Nations, Come 
An Advent or Christmas composition for unison choir, organ, two recorders (flutes, oboes, 
violins) and cello or bassoon. Edited by David Pizarro. 

Score and Parts No. 97-4847 $1.25 Choir Part No. 98-1926 .10 

Liszt, Franz- Pater Noster· Our Father, Who Art in Heaven 
A setting of the Lord's Prayer from Christus for eight part mixed choir. Ace. ad lib. Edited 
by Leonard Van Camp. 

No. 97-4885 $ .85 

Michael, Tobias- Lift Up Your Heads, 0 Ye Gates 
For SSATB choir, tenor or baritone, five part instrumental ensemble (strings or woodwinds) 
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