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Editoral
Seasons

The structure of preparation, feast, and season in the liturgical year fulfills

the human need for authentic festivity.

by William Mahrt

All things have their season, and in
their times all things pass under heaven.
A time to be born and a time to die. A
time to plant, and a time to pluck up that
which is planted. . . .

Ecclesiastes, 3:1-2.

} he variety of seasons is a trea-
D \,9) sure of the liturgy; changes

:’3"9\ of seasons cast light upon the
enormous significance of each
of the events of the year. The key feasts of
Christmas, Easter, and Pentecost have their
unique events, with seasons of preparation,
the celebration of the event, and a season of
fulfillment. Take, for example, Christmas.
Advent forms its preparation, the obser-
vance of the feast itself with three Mass-
es is unique, and its season of fulfillment
includes several significant events. Each
of these elements sheds a significant light
upon the others and comprises a magnifi-
cent whole.

But with Christmas, there is a prob-
lem: secular, commercial motivations have
replaced Advent with a nearly hysterical
shopping season, all geared to separate the
buyers from as much of their money as pos-

sible. Indeed, the latter part of the year is
constituted with three “feasts,” each with
its commercial season of preparation. At
the end of the summer, pumpkins begin to
appear in the stores and a proliferation of
artificial cobwebs develop around the ceil-
ings and shelves of the stores, all in antici-
pation of the sale of candies for Hallowe’en.
But All Saints’ Day brings an abandonment
of such things, and in their place an anticipa-
tion of Thanksgiving dinner, with commer-
cials for turkeys, stuffing, cranberries, and
pumpkin pie, with fancy recipes and secrets
for cooking all of this; rare is the mention
of giving thanks. But early the next morn-
ing, Black Friday begins, with some stores
opening at dawn, initiating the rush to pur-
chasing numerous and sometimes extrava-
gant gifts for Christmas; decorative lights
appear throughout the neighborhood quite
soon; and the classical music station plays
a string quartet arrangement of “Rudolf
the Red-Nosed Reindeer”; but where is the
mention of the Nativity of the Son of God?

The liturgical seasons provide a balance
for all of this. A look at the gospel-read-
ings of the Sundays can provide an indica-
tion of the variety of the seasons. Advent

William Mabhrt is the president of the CMAA and the editor of Sacred Music.
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is a somewhat penitential season, but with
hopeful anticipation of the coming of
Christ; the Gloria is not sung, but the alle-
luia is. Advent was originally a season of
six weeks, and even recently the final Sun-
day after Pentecost read a gospel concern-
ing the second coming of Christ and the
end of the world; this has been retained for
the first Sunday in the ordinary form. The
rest of the Sunday gospels of Advent con-
cern the preparation for the earthly birth
of Jesus, first by John the Baptist, and ulti-
mately by the Annunciation and Visitation.
Thus, there is a dynamic shape to Advent,
beginning with something somewhat neg-
ative, moving to the preparation by John,
and then to the preparatory feasts concern-
ing Mary. The gospel of the Mass of the
Vigil of Christmas (Christmas Eve, distinct
from the Midnight Mass) narrates the con-
clusion of the Annunciation story, telling of
Joseph receiving a message from an Angel
in a dream and taking Mary into his home.

'The role of John the Baptist is interest-
ing, because this plays into the calendri-
cal setting of Christmas. While Christmas
occurs around the winter solstice, the Nativ-
ity of St. John the Baptist is on the sum-
mer solstice, just six months earlier. This is
seen to be a calendrical representation of
John’s statement, “He must increase, but 1
must decrease” (John 3:30), since the win-
ter solstice is the time when daylight begins
to increase, and the summer solstice when
it begins to decrease. There is another
interesting calendrical parallel: while the
Annunciation of Jesus occurred upon the
vernal equinox, there was a feast on medie-
val calendars (and on Byzantine ones) of the
Annunciation of John, i.e., to Zachary, on
the autumnal equinox.

Christmas itself has three Masses, in the
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night, at dawn, and in the day. (Tradition-
ally the Mass in the night was at midnight,
but that has been ameliorated to the extent
that we get the call, “What time is the Mid-
night Mass?”) Between the Night and Day
Masses, there is an interesting difference: in
the night, the gospel is about the histori-
cal birth (“A decree went out from Caesar
Augustus’), while the Propers of the Mass
concern the eternal begetting of the Son
from the Father (“In the brightness of the
saints, from the womb before the day-star
have I begotten thee,” the traditional com-
munion antiphon). On the day, the Propers
of the Mass concern the earthly birth (“A
child is born to us, and a son is given to us,”
the introit in both forms), while the gospel
concerns the procession of the Son from the
Father from the beginning of the Gospel of
St. John (“in the beginning was the Word,
and the Word was with God”).

The chants for the two Christmas
Masses also differ: the processional chants
for the Mass in the night (introit and com-
munion) bespeak the silence of the night by
being in a very simple style; traditionally
this Mass was called “in galli cantu,” at the
crow of the rooster, since it was understood
that at the winter solstice the rooster would
crow at midnight, and the chants for the
Ordinary of the Mass in traditional sources
are among the simplest. The proper chants
for the Mass in the day are ebullient, the
introit beginning with a leap upward of a
fifth in a major mode.

Christmas is followed the by three very
distinctive saints’ days, thought to be the
earliest days of the sanctorale. December 26
celebrates St. Stephen, the first martyr; the
following day celebrates St. John, the pre-
eminent evangelist; and then follows the
real martyrs of the Christmas time, the
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Holy Innocents, the children slaughtered
by King Herod. Another feast that realizes
a historical event is, in the extraordinary
form, called the Circumcision, something
prescribed by Jewish law to be observed on
the eighth day of the birth of the child. This
day is sometimes simply called the Octave
of Christmas, but in the ordinary form, it
is now observed as the Solemnity of Mary.
'This is, however, the title found in the most
ancient documents of the Proper of the
Mass (collated in the Antiphonale Missa-
rum Sextuplex). It should be acknowledged,
in addition, that this has always been in
one sense a Marian feast, since the Divine
Office sings the psalms for Marian feasts.
Epiphany, January 6, is a major feast,
commemorating the adoration of the Magi.
Its name in the Orthodox world is The-
ophany, a manifestation of God, and in the
adoration of the Magi the manifestation of
the newborn Lord to the nations is repre-
sented by the Wise Men from the East. The
day itself, as a manifestation, has always
been understood to represent three epiph-
anies, the showing forth of the Lord to the
Magi, Jesus’ first miracle at the Wedding at
Cana, and the Baptism of the Lord. These
are summarized by the antiphon to the

Magnificat at Second Vespers of Epiphany:

Tribus miraculis ornatum diem
sanctum colimus: hodie stella Magos
duxit ad praesepium: hodie vinum ex
aqua factum est ad nuptias: hodie in
Jordane a Joanne Christus baptizari

voluit, ut salvaret nos, alleluia.
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In the extraordinary form, the season
following the feast also includes Sundays
whose gospels narrate events that could be
called epiphanies: the Sunday after Epiph-
any—the finding of the child in the Tem-
ple; the octave of Epiphany—the Baptism;
the Second Sunday after Epiphany—the
Wedding at Cana, and finally Jesus read-
ing in the synagogue. This latter is only
suggested by a communion antiphon on
the Third Sunday after Epiphany. Its text
“All wondered at the words that proceeded
from the mouth of God,” the conclusion of
the story of Jesus going to the synagogue
in Nazareth and reading from Isaiah, after
which he said, “This day this scripture is
tulfilled in your ears,” after which all won-
dered (Luke 4:16—22). Communion anti-
phons which use gospel texts consistently
quote from the gospel of the day, so that it
might be inferred that at one time this was
the gospel for that Sunday.

The final feast of the Christmas sea-
son fulfills the Jewish law that the child
be presented in the temple and his mother
be given a ritual purification on the forti-
eth day (Luke 2:25-32). Old Simeon, who
received the child, had been given a revela-
tion that he would not die before he saw the
Christ, and when he took the child into his

‘Three miracles adorn the holy day which
we celebrate today: the star led the Wise
Men to the manger; today wine was made
from water at the wedding-feast: today
Christ willed to be baptized by John in the

Jordan, that he might save us, alleluia.
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arms, he uttered the canticle Nunc dimittis:
“Lord now lettest thou thy servant depart
in peace,” naming Jesus “a light for the rev-
elation of the gentiles.” For this reason, a
procession with lighted candles is made on
this day, and it is thus called Candlemas. It
marks the end of the cycle of feasts around
Christmas.

The feast of Eas-
ter, with its preparatory
season of Lent con-
stitutes another major
cycle of preparation,
feast, and season of
fulfillment. There are,
however, occasionally
interpenetration of the
seasons. For instance,
in the Middle Ages, the
original date of Good
Friday was pegged at
March 25, the same
date as the Annunci-
ation, a remote part of
the Christmas cycle.
St. Augustine asserts a rationale: that the
perfect man should have lived a perfect
number of years. Likewise, during Lent,
there is another epiphany: the Transfigu-
ration. It is, of course, quite different from
those of the Christmas season, which all

6 < Volume 149, Number 4

All things have their
season,” and when
the seasons and their
various stages are
observed, the splendid
variety of the year is
projected.

occur in proximity of the Nativity of Jesus.
The Transfiguration had quite a different
purpose—revealing the divinity of Christ
to the key apostles in order to prepare them
for the ordeal of his Passion and Death. It
has something in common with the Bap-
tism in that is culminates with the voice of
the Father: “This is my
beloved Son, in whom
I am well pleased.”
“All things have
their  season,” and
when the seasons and
their various stages are
observed, the splen-
did variety of the year
is projected. We are
incorporated into a
thing of beauty, which
at the same time makes
it possible for us to give
a beautiful worship.
This beauty leaves far
behind the exaggerated
commercialism of our
secular seasons. We can surely share some
of the joys and festivities of the secular soci-
ety, but these are transformed by a vision we
receive from the liturgy, in which all joys
are anticipations of those which await us. <
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cArticles

The Fundamental Trajectory of Aesthetic

Education

How can musicians /.)elp those who don't appreciate the beauty of the church’s

treasury 0f sacred music grow fto love GregOrian chant and sacred polyp/yony?

by Jennifer Donelson-Nowicka

N ius X’s formulation of the prin-
(Y ciples by which the church
ﬁ(’{ g understands her sacred music, as

& found in the 1903 motu proprio
Tra le sollecitudini, was so clear as to be able
to inspire countless musicians and clergy to
dedicate themselves to liturgical and musi-
cal renewal in the church throughout the
twentieth century. This clarity of thought
is aided by the assertion, in the first para-
graph of the document, of what the end of
sacred music is. If we know its end, its telos,
we can understand what, why, or how it is
as it is.

Knowing the telos of something helps
answer all sorts of questions. If one knows,
for example, the end of a chair, one is enabled
to use it, to compare it to other chairs, and to
assess whether it performs its function well.
Knowing the telos can permit the oppor-
tunity to learn to build a chair, to appre-
ciate different chairs throughout history,

to improve a design for a chair, to make it
aesthetically pleasing, to place it in a par-
ticularly fitting physical context, or even to
imagine other purposes it might serve.

So, what is the end the church sees in
sacred music, according to Pius X? Admit-
tedly, the common translation of the motu
proprio obscures this otherwise clear for-
mulation a bit.

Sacred music, being a complementary
part of the solemn liturgy, participates in
the general scope of the liturgy, which is
the glory of God and the sanctification
and edification of the faithful.!

What is a general scope? The overall out-
look? A forecast? The Latin and Italian are
more philosophically precise.

'Pius X, motu proprio, Tra le sollecitudini (Nov.
22, 1903), 91 <https://adoremus.org/1903/11/
tra-le-sollecitudini/>, emphasis added.

This paper was adapted from a presentation on October 14, 2021 at the Fall 2021 Virtual Sacred
Music Workshop of the CMAA. The author is grateful to Dr. Adrian J. Walker for his comments.

Jennifer Donelson-Nowicka holds the William P Mahrt Chair in Sacred Music at St. Patrick’s Sem-

inary in Menlo Park, California.
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Musica sacra, prout pars integrans solem-
nis liturgiae, huius particeps est finis, qui
gloriam Dei et sanctificationem Christi-
fidelium spectat.?

La musica sacra, come parte integrante
della solenne liturgia, ne partecipa il fine
generale, che ¢ la gloria di Dio e la santifi-
cazione e edificazione dei fedeli.?

This translation deficiency is remedied
somewhat in the formulation of this princi-
ple, carried forward into the ordinary mag-
isterium of the church by all the popes of
the twentieth and twenty-first centuries,
in its expression in the commonly-used
English translation of Vatican II's Sacrosanc-
tum concilium.

and having regard to the purpose of sacred
music, which is the glory of God and the
sanctification of the faithful.*

Jfinemque musicz sacra respiciens, qui glo-
ria Dei est atque sanctificatio fidelium.’

Ibid., in Latin, available at <https://www.vatican.
va/content/pius-x/la/motu_proprio/documents/
hf_p-x_motu-proprio_19031122_sollecitudini.
html>, emphasis added.

’Ibid., in Italian, available at <https://www.vatican.
va/content/pius-x/it/motu_proprio/documents/
hf_p-x_motu-proprio_19031122_sollecitudini.
html>, emphasis added.

“Second Vatican Council, Constitution on the
Sacred Liturgy, Sacrosanctum concilium (Dec. 4,
1963), 9112  <https://www.vatican.va/archive/
hist_councils/ii_vatican_council/documents/vat-
ii_const 19631204 sacrosanctum-concilium_
en.html>, emphasis added.

*Ibid., in Latin, available at <https://www.vatican.
va/archive/hist_councils/ii_vatican_council/doc-
uments/vat-ii_const_19631204_sacrosanctum-
concilium_It.html>, emphasis added.
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Still, fimis, the Latin is clearest. The
church is speaking about the end, the telos,
the reason for which sacred music is.

This end is twofold, and the order of
these two ends as outlined in the text mat-
ters, since the second is an abundant result
of the first. The first end of sacred music is
to redound to the glory of God. It is theo-
centric. It is a gift that God gives to man
in order that it may be returned to God as
a gift, an offering of the self, in union with
the sacrifice of Christ present in the sacred
mysteries of the altar. That we can make
music and are musical creatures is a gratu-
itous gift of God to mankind, to be returned
in a similarly gratuitous manner, particularly
in the context of the sacred liturgy, in which
is found the source and summit of our faith
and Christian lives. This gift redounds to

That we can make
music and are musical
creatures is a gmz‘uiz‘ous
gift of God to mankind,
to be returned in a
similarly gratuitous
manner, particularly
in the context of the
sacred liturgy, in which
is found the source and
summit of our faith.
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the glory of God; the giving of this gift is
an action which glorifies God. The beauty
of the music in and of itself also redounds to
the glory of God, for beautiful things par-
ticipate in the perfection of beauty which
finds its source in God. In short, beauty is
pleasing to God (he created it!) and power-
tully reminds man of the splendor of reality,
which is grounded in the Logos.

From this gratuitous offering of the
human person in the midst of the church, in
the context of the sacred liturgy, flow graces
which aid in the sanctification of souls,
and their building up in the faith. This is
the secondary end of sacred music, and it
flows from the primary end. In rightly-or-
dered sacred music, the musician and those
hearing or making the music with the musi-
cian, receive actual graces which help them
grow in holiness and conformity to Christ.
This grace is facilitated by the beauty, text,
meaning, and liturgical use of the music. In
this way, sacred music acts as a sacramen-
tal; the action of making a fitting music is
appointed by the church so that, through
it, the soul becomes disposed to receive
the sacramental grace available to us in the
sacred liturgy.

So, this is the two-fold end, and now
there is some light for further questions
that need to be asked and answered.

For example, when speaking of this sec-
ondary end, it seems important to recog-
nize a limitation in sacramentals. As the old
Catholic Encyclopedia entry on sacramentals
points out, “experience teaches [that] the

sacramentals do not infallibly produce their
effect.”®

SHenri Leclerq, “Sacramentals,” 7he Catho-
lic Encyclopedia (New York: Robert Appleton
Company, 1912) <https://www.newadvent.org/
cathen/13292d.htm>.
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Pope Pius X discusses this in article 2 of
Tra le sollecitudini when he says: “It must be
true art, for otherwise it will be impossible
for it to exercise on the minds of those who
listen to it that efficacy which the Church
aims at obtaining in admitting into her lit-
urgy the art of musical sounds.” In other
words, beauty is a constitutive element of
sacred music, lacking which the efficient
cause of sacred music is not evidenced,
and the final cause, its end or purpose, is
unrealized.

This lack of infallibility in produc-
tion of the intended effect of sacred music
might be ascribed to multitudinous causes
related to this necessary beauty, any one of
which thwarts the music from achieving its
purpose.

The music might be too focused on
human concerns in its text or style to point
beyond itself to God, in the end failing to
foster prayer and therefore it lacks a fitting-
ness for expressing and clothing the wor-
ship of God on this side of heaven.

The music might lack a full or orthodox
expression of the Catholic faith in its text.

The music itself might be lacking in
compositional excellence such that the
effect it gives is clunky, out of proportion,
trite, or emotionally disordered.

Perhaps the piece of music is beautiful,
but it simply doesn’t fit the liturgical place-
ment assigned to it. A Sanctus sung during
the entrance procession isnt fitting. Or
imagine a beautiful piece of classical music
which was composed for the concert hall—a
movement of a Beethoven symphony—as
the music to accompany the retiring proces-
sion at Mass. The misplacement of some-
thing beautiful distorts the beauty of the
piece, like a badly-fitted frame around a
painted masterwork. The fittingness, and

Volume 149, Number 4 « 9



therefore effect, of sacred music is always
tied to the liturgical action.

Even in music which possesses both
musical and textual excellence, there are the
myriad musical concerns in the execution of
the piece—tuning, pitch, good ensemble,
good rhythm, pronunciation, proper artic-
ulation, tone production, breath support,
tempo, phrasing, etc. Always and every-
where avoiding deformations in any of these
things is the hope of the musician when he
works to produce beautiful music with excel-
lence befitting that beauty. But the lot of life
on this side of heaven is that flawless exe-
cution almost always evades the musician,
and so one aims always to perform in the
best possible way, commending the imper-
fections to the mercy of God and uniting
them to Christ’s sacrifice when one gives of
oneself, with all one’s failings, in the act of
making music as a sacrifice of praise.

There are certainly deficiencies on the
side of the listener, too, which prevent the
music from effecting its end.

The listener could lack the atten-
tion needed to allow the music to have
its effect in terms of its secondary pur-
pose. 'The listener could have a physiolog-
ical defect which distorts the sound of the
music into something that doesn’t possess
beauty for him. The taste of the listener
might be so affected by a strong preference
for another kind of music such that he is
incapable of apprehending the beauty in a
music that, while objectively beautiful, he
cannot appreciate. The music might spark
unpleasant memories, emotions, or associa-
tions with non-musical things such that the
beauty of the music is crowded out by those
connections with negative things.

Sacred music, maximally capable of ful-
filling its purpose, doesn’t just happen. It
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requires the production of beauty, which
takes effort, and the reception of the beauty,
which requires an openness of heart—and
that openness of heart, while readily avail-
able in some hearts, may take some cultiva-
tion in others.

This prompts further questions.

What circumstances, efforts, skills, or
dispositions bring about music which ful-
fills its ends? How are these circumstances,
efforts, skills, or dispositions fostered? It
seems that what is required is a formation
of the musical technique, but also a forma-
tion of the ear, of the taste, of the sense of
good and bad, of the person.

What produces this formation? This
development of musical skill and sensitive
listening? The openness of heart to perceive
and appreciate beauty?

For the purpose of this essay, that which
achieves this formation will be called “aes-
thetic education.” And it is precisely in aes-
thetic education—music education—that
one can address many of the stumbling
blocks encountered on the path of sacred
music accomplishing its goals. Aesthetic
education aids in accomplishing that which
the sacramental of sacred music aims to
accomplish.

And this formation is never complete as
there is always more to learn, always a greater
perfection to be achieved. So in observing
this process of aesthetic education, one can

Is aesthetic education
really capable of helping
sacred music serve as an

effective sacramental?
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speak of its general trajectory—more specifi-
cally identitying that towards which it aims,
and the steps along the way to that end.

One can, therefore, ask about aesthetic
education: what is it? How is it? What is
its end? Through asking these questions
one can learn more about what might be
one’s role as a music director or musician or
parishioner in the church.

Now, this might seem overly ambi-
tious. Is aesthetic education really capable
of helping sacred music serve as an effec-
tive sacramental? Music directors and pas-
tors know all too well the intransigence of
certain persons in their inability to receive
well things which we know to be objec-
tively beautiful, fundamentally Catholic,
and perfectly suited for the liturgy. And
musicians sometimes frustratingly experi-
ence the upper limits of their technical and
artistic capacities, knowing what they want
to achieve, but somehow still being unable
to do so, despite education received.

So perhaps it is worth asking more gener-
ally what the end of education is and only then
more specifically, what the end of aesthetic
education is. Then one can know whether the
ends of this education accord with the ends
of the sacred liturgy. And if they do, one can
think about how to effect this education,
even in the face of particularly challenging
circumstances and intransigence.

And here’s the spoiler alert for this essay:
there is such a profound harmony between
the end of the liturgy and the end of edu-
cation that every musician ought to recog-
nize the necessity of education in the work
he does. 'This profound harmony helps the
church musician realize essential tools for
his trade, and noting this harmony likewise
properly orients Catholic education more
generally.
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Please allow the preemption of some
objections with another spoiler alert: this
essay will not be asserting that the end of
either the liturgy or of sacred music is didac-
tic, that is, that the liturgy and sacred music
have as their reason for existence teach-
ing us something. We have already clearly
established what the ends of the liturgy and
sacred music are, and neither the primary
nor the secondary ends were educational, as
in: conveying information. Moreover, the
Catholic view on this is at odds with the
Enlightenment, for example, which viewed
religious practice and singing as didactic
exercises which had as their primary pur-
pose the cultivation of moral goodness in a
person. That view, contrary to the Catho-
lic view, is that the liturgy is instrumental-
ized in achieving a more fundamental goal,
that of making someone a good person by
this-worldly standards. For the Catholic,
however, the liturgy is the participation on
this side of heaven in what we will forever
be doing, and that is worshipping God in
the eternal liturgy of heaven. The Catho-
lic doesn’t instrumentalize the liturgy for
another end, but participates in it as an
anticipation of man’s true telos.

Instead, it can be asserted that there is
a harmony between the sacred liturgy and
sacred music, on the one hand, and educa-
tion, on the other. The two synergistically
order man to his end and enable him to
anticipate its achievement. The sacred lit-
urgy and sacred music, as well as educa-
tion (and specifically aesthetic education)
already involve anticipatory realizations of
our telos. In the principal end of the sacred
liturgy and sacred music one offers a gift to
the unmoved mover, the unchanging God,
in a purely gratuitous manner. What one
will see is that there is a harmony here with

Volume 149, Number 4 < 11



the purpose and process of education: the
reception of a gift which is then given back
to God, redounding to his glory.

Further, in the secondary end, that
which flows from the primary end, one
is changed. The liturgy and sacred music
change a person. They form a man. They
shape him. Likewise, education changes
a person. It forms man, it shapes him.
And in this, both need to be aligned with
man’s proper end. “God made me to know
Him, to love Him, and to serve Him in
this world, and to be happy with Him for-
ever in the next.”” Here, sacred music and
aesthetic education cooperate in giving man
an anticipatory experience of his end.

Sacred music and aesthetic
education cooperate in
giving man an anticipatory
experience of his end.

So with that bold claim, let us get to work
on discovering the whys, whats, and hows
of education from a Catholic perspective.

A perceptive Catholic will note that the
modern experience of education presents
many problems. A main one is the instru-
mentalization of education towards solely
materialistic ends which seem ungrounded
by properly-oriented final ends. The student
asks, “Why am I learning this?” Answer:
“To understand X.” Question: “Why do 1
need to understand X?” Answer: “To be
able to do Y.” Question: “Why do I need
to know how to do Y?” Answer: “To get

A Catechism of Christian Doctrine: Prepared and
Enjoined by Order of the Third Plenary Council of
Baltimore (1891), q. 6.
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a good job.” This is a reduction of work
from the organizing, vocation-like cen-
ter of a way of life to a mere cog’s service
in the machine of the money economy. If
only our educational establishments pre-
pared young people for good work! And
usually the line of questioning ends there.
And we know that, sadly, even the day-to-
day functioning of some of our Catholic
schools has been happy to stop the ques-
tions there.

Inthisscenario, the problemsare twofold:
first, education is oriented simply towards
use of knowledge, the instrumentalization
of knowledge. This instrumentalization is
accompanied by a reconceptualization of
knowledge as information that, by its nature,
has no connection with wisdom. Certainly,
knowledge can be useful, but there is also
a clear human experience of delighting in
knowledge simply because the knowledge
is possessed, even if it is never utilized or
utilizable. Why should one want to know,
for example, about the migration patterns
of sand hill cranes? Perhaps it is because
one can use that knowledge for some sci-
entific study. But I can testify that that is
not my experience of this knowledge, nor
that of most people in Nebraska. There, it
is something learned as something fascinat-
ing in and of itself, and perhaps the knowl-
edge augments the wonder experienced at
seeing the yearly flocking of millions of
these birds to the sand dunes in the Platte
River. One learns it simply to know it, to
respond to one’s natural curiosity and pro-
clivity for wonder at the world around me.
It is interesting!

Moreover, constantly instrumentaliz-
ing knowledge distorts the way in which one
knows something, since the way in which one
knows something has a receptive resting at its
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core, even if the process of achieving knowl-
edge of complex or deep things involves effort
and striving and later involves the use of that
knowledge for another end. More on that in
a moment. But for right now, we must rec-
ognize the fundamental desire of the human
person to know. This desire is grounded in
man’s nature which, in knowing, experiences
a harmony between what is known, what is
in the mind, and reality, truth. When one
knows, one somehow possesses the truth.
But this possession is not absolute—one
doesn’t have total control over that which
one knows, for example. Too, one does not
create that which one knows. (Even for an
artisan or artist, creation from knowledge is
not ex nihilo, but rather dependent on given
sources at work in the imagination.) The pos-
session in knowledge is more like one some-
how has within oneself a share in truth, and
one experiences a profound pleasure in that
participation of one’s mind in the truth. This
pleasure is so profound as to evidence an end
in and of itself, even if one never utilizes this
knowledge.

'The second problem in the line of ques-
tions above-mentioned is that the questions
do not go far enough. They do not ground
the use of knowledge, the accomplishment
of other things, in the end of man’s life.
'They ought to go further.

Question: “Why does one want a good
job?” Answer: “Because through it one will
be able to accomplish good things, as well
as gain money.” Question: “Why does one
want to accomplish good things? Or why
does one want money?” Answer: “Because
accomplishing good things is pleasing and
makes one and others happy. And money
makes one happy.” Question: “Why does
one want to be happy and make others
happy?” Answer: “It seems that men are
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made for happiness.” Question: “Why are
men made for happiness and what is the
source of this nature?” Answer: “God is
the source and unity with him is the ulti-
mate happiness. When one finds things
that make men happy, they point to a share
in what men ultimately desire, and that is
God, for as St. Augustine says, ‘our hearts
are restless until we rest in Thee.” Ultimate
happiness is possessing one’s ultimate good:
God. And this possessing is somehow
being possessed by God, for one is neither the
source of this ultimate good nor even of the
desire for this ultimate good. The way one is
in one’s nature is given to one as a gift, and
man cooperates in this gift when he orients
himself towards his final end.

'This is the Catholic perspective on the
ground of knowledge—even useful knowl-
edge is ultimately for the sake of perfecting
the nature of man, and the nature of man
is that he is in the image and likeness of
God and as such finds his source and end
in God. Therefore, when one instrumental-
izes knowledge, it must always be in accom-
plishing a good, and done so in a good way,
so that oneself and others may, through
these goods, be brought ever closer to man-

kind’s final good: God himself.
Does one acquire only
knowledge in the process of
education, or is there more fo
be gained such as virtue and
habit, or even a growth in

one’s capacity to love?

Volume 149, Number 4 « 13



So again, back to the fundamental
investigation: what is education, and what
is the purpose of education? We seem
already to have discovered a fundamental
purpose which accords with human nature:
the acquisition of knowledge, and education
is a process by which I can acquire knowl-
edge. It is how one can come to possess the
truth. But this prompts a few more ques-
tions: is education the only way in which
man acquires knowledge? Does one acquire
only knowledge in the process of education,
or is there more to be gained such as virtue
and habit, or even a growth in one’s capacity
to love? There’s also the question which was
laid aside a moment ago: how do I know?

There is much to be learned from the
thought of two moderns on this last ques-
tion, and they teach it in a way that is so
clear as to seem a sort of medicine for the
contemporary ailments which afflict our
knowing. Let us turn to the thought of
Joseph Pieper and Simone Weil. Pieper has
written so many things that are so won-
derful, but for the topic at hand, Leisure,
the Basis of Culture and The Philosophical Act
are particularly salient. Within the work of
Simone Weil, Waiting on God, and specifi-
cally within that work, “Reflections on the
Right Use of School Studies with a View to
the Love of God,” is also helpful.

Let us summarize some of the main
points of these texts.

As Pieper points out, how one knows is
twofold.

First there is ratio, the root of the word
“rational.” This way of knowing is discur-
sive and requires effort. I proceed to greater
knowledge through the process of rea-
soning or argument. If this, then that—
ratio involves assessing the truth in terms
of the principle of non-contradiction and
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other tenets of logic. This way of knowing
searches for the truth, examining evidence
and making steps in the line of reason-
ing. It happens at the abstract level. I have
received knowledge through my senses
(for, as the Aristotelian and scholastic dic-
tum goes, “there is nothing which is in the
mind which was not first in the senses”)
and the faculties of my soul—my memory
and intellect—work on this knowledge to
produce greater knowledge which, though
embedded in the experience of reality,
is abstracted from that reality, touching
on the essences and natures of things by
means of definitions, concepts, and catego-
ries. This way of ratio allows me to draw
further conclusions which are universal in
nature, not remaining only in the particu-
lars perceived in the sensory reception.

The old Catholic Encyclopedia’s entry
on Aristotle summarizes the relationship
between the senses and the intellect well:

Intellectual knowledge is essentially
dependent on sense-knowledge, and
intellectual knowledge 1is, neverthe-
less, superior to sense-knowledge. How,
then, does the mind pass from the lower
knowledge to the higher? How can
the knowledge of the sense-perceived
(aistheton) lead to a knowledge of the
intelligible (noeton)? Aristotle’s answer
is, that the mind discovers the intelli-
gible in the sense-perceived. The mind
does not, as Plato imagined, bring out
of a previous existence the recollection
of certain ideas, of which it is reminded
at sight of the phenomenon. It brings to
bear on the phenomenon a power pecu-
liar to the mind, by virtue of which it
renders intelligible essences which are
imperceptible to the senses, because
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hidden under the non-essential quali-
ties. The fact is, the individual substance
(first substance) of our sense experi-
ence—this book, this table, this house—
has certain individuating qualities (its
particular size, shape, color, etc.) which
distinguish it from others of its species
and which alone are perceived by the
senses. But in the same substance, there
is underlying the individuating qualities,
its general nature (whereby it is @ book,
a table, a house); this is the second sub-
stance, the Essence, the Universal, the
Intelligible. Now, the mind is endowed
with the power of abstraction, gener-
alization, or induction (Aristotle is not
very clear as to the precise nature of this
power) by which it removes, so to speak,
the veil of particularizing qualities and
thus brings out, or leaves revealed, the
actually intelligible, or universal, ele-
ment in things, which is the object of
intellectual knowledge.®

These powers of “abstraction, general-
ization, or induction,” involving a kind of
motion from one thing to another, are what
Pieper calls ratio.

'The other way, Pieper points out, that we
know is through intellectus. Intellectus, or sim-
plex intuitus is effortless. It is the process by
which reality impresses itself upon the per-
son. There is no discursive effort, but rather
reality imposes itself upon the intellect. For
example, being is not a concept but rather a
reality. And as a reality that is not exhaus-
tively conceptualizable, it simply is, and
everything that is, 7s. As such, I don’t reason

SW. Turner, “Aristotle,” 7he Catholic Encyclope-
dia (New York: Robert Appleton Company, 1907)
<http://www.newadvent.org/cathen/01713a.
htm>.
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my way to being, I simply open my mind, by
means of my senses, and it is revealed to me,
naturally, without effort. Pieper says:

The Middle Ages drew a distinction
between the understanding as ratio and
the understanding as intellectus. Ratio is
the power of discursive, logical thought,
of searching and of examination, of
abstraction, of definition and draw-
ing conclusions. Intellectus, on the other
hand, is the name for the understanding
in so far as it is the capacity of simplex
intuitus, of that simple vision to which
truth offers itself like a landscape to the
eye. The faculty of mind, man’s knowl-
edge, is both these things in one, accord-
ing to antiquity and the Middle Ages,
simultaneously ratio and intellectus; and
the process of knowing is the action of
the two together. The mode of discursive
thought is accompanied and impreg-
nated by an effortless awareness, the con-
templative vision of the inzellectus, which
is not active but passive, or rather recep-
tive, the activity of the soul in which it
conceives that which it sees.’

Knowledge by these two ways is a par-
ticipation in the life of God by virtue of

1 do not create that which
I know; reality is not my
invention. I encounter

reality.

*Joseph Pieper, Leisure: the Basis of Culture (19525
San Francisco: Ignatius, 2009), p. 28.
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being made in his image and likeness. I am
able to know and have the capacity of intel-
lect because I am made in God’s image. In
both ways of knowing, and particularly in
intellectus, we see the givenness of the pro-
cess of knowing. I do not create that which I
know; reality is not my invention. I encoun-
ter reality. Understanding is the natural
capacity of man to be open to the world and
the means by which reality is able to reveal
itself to man. It has a restfulness in it, a
teeling of reaching its telos when it encoun-
ters truth, a rest in the object for which the
capacity was made. And in this restfulness
can arise wonder and awe.

It is here that the Simone Weil’s dis-
cussion on attention is pertinent, since her
thought proposes the necessity of atten-
tion for both ratio and intellectus. Because
the acquisition of knowledge in both means
of knowing is receptive (having, as they do,
their origins in the givenness of reality),
attention is a key habit for the reception of
reality through the senses.

At first glance, Weil’s sense of attention
seems to be another description of inzellectus,
and there is indeed a relationship between
attention and nzellectus. For Weil, the effort
required in developing one’s attention is
exerted so that the soul can “receive into
itself the being it is looking at, just as he is, in
all his truth.” Attention is the disposition
of oneself to reception of the truth. In giving
my attention to something, I focus on it, and
I attend its impression upon my intellect.
'This focus doesn’t mean narrowing in, how-
ever. Narrowness causes one to miss what
one might not expect to see, or to impose
one’s view on reality rather than allowing
reality to impose itself on the intelligence.

19Simone Weil, Waiting on God (London: Fontana
Books, 1959), p. 76.
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Rather, there is a way in which attention
paid increases one’s capacity for awaiting the
reception of reality since it always returns
the senses to the thing perceived, waiting for
the revelation of the thing to one’s mind.

Attention does require an act of the will,
as Weil spends most of her text describing.
It is a gift of one’s self, of one’s capacity to
know. I offer the faculties of my soul in an
openness which allows reality to make itself
known. In this phenomenon, reality is a gift
from God, as are my senses and intellect, and
I give those gifts back to God by oftering my
attention to reality. Certainly, the habitual
gift of self is something that requires a strug-
gle against the effects of original sin. But just
like any virtue, it can be cultivated, and the
ease which WEeil sees in the act enters when
the senses are virtuously habituated to acting
in accord with their nature, and their nature
is to serve as the organs through which real-
ity impresses itself upon the mind. It could
be said that education is the deliberate and
systematic process of the cultivation of the
virtue of attention, and that this cultivation
is clearly not bound by the physical limits of
a classroom, though that is the fundamental
purpose of going to school.

Further, Weil sees the study of any sub-
ject whatsoever as a preparation for prayer
and union with God for as St. Thérése
teaches us, “prayer is a surge of the heart;
it is a simple look turned toward heaven.”"!
Weil sees prayer as paying attention to God.
Attention is a habit to be cultivated, a muscle
to be strengthened. In school, one’s ability to
pay attention to and be shaped by external
things is developed. In the classroom, one
pays attention to things of a lower order, and

1St. Therese of Lisieux, Manuscrits autobi-
ographiques, C 251, quoted in Catechism of the
Catholic Church, #2558.
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in prayer one pays attention to him whom
greater than which nothing can exist.

If we apply both intellectus and Weil’s
sense of attention to the aesthetic sphere,
we observe that there is a receptivity in the
perception of beauty because beauty is reve-
latory to the intellect, and gives us access to
the true and the good. So let us first exam-
ine beauty in relation to the intellect, and
then turn to beauty as a face of the good.

As splendor forme,” beauty is firstly an
aspect of being which touches the intellect.
True beauty in a work of art presents itself
to my intellect, and if my attention turns
my senses observe the beautiful object, I
am pleased in hearing or seeing it."* I rest in
the beauty of the thing perceived—gazing,
listening, delighting in this aspect or that
detail, or being overcome by the splendor of
the whole. In one aspect of hearing or see-
ing something beautiful, there is no discur-
sive thought, no striving, and so in this way
it is akin to intellectus. There is an immedi-
acy to beauty in which beauty can impress
itself upon the intellect of the one who pays
attention, of the one who allows his senses to
perceive the beautiful thing. This immediacy
is often accompanied by a feeling of amaze-
ment or wonder, of being “wowed” by beauty.
I don't strive to be struck by the beauty, it just
happens—and sometimes this effect of pay-
ing attention to the beautiful thing even sur-
prises one who did not expect it. Especially in
works of art that are resplendently beautiful,
the refulgence of the beauty and its impact
on my intellect could only be averted through
violence to the senses or attention, or an
extreme or cultivated antipathy towards the

2Simone Weil, Waiting on God, 66.
B35t Albert the Great, De pulchro et bono, 1, 2c.
14St. Thomas Aquinas, Summa Theologice, 1.5.4.
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bearer of such beauty. Beauty is even capa-
ble of capturing my attention despite distrac-
tion. The splendor of the beauty captivates
my senses, turning my attention to attend to
the beautiful thing.

Beauty needs no apology, no teacher. It
is a self-evident and effective witness, shar-
ing with the process of education the turn-
ing outwards of one’s attention. The power
of beauty in this regard can even disarm
those ideological objections against a cer-
tain style or the singing of a text in Latin.
This is, of course, that at which a musician
aims when working to perfect the perfor-
mance of a work which is widely known
and loved as a masterwork.

But what about those beauties that are
more subtle, or not as magnificent? What
about the elegance of a line of chant which
is refined and restrained, not announcing
itself as impressively as the facade of the
Rouen cathedral or the high C in the Alle-
gri Miserere? Do music directors need only
program musical beauty which is grandiose
and spectacular in order to effect and ful-
fill the church’s mind on the end of sacred
music? Too, what about the motet that is
a masterwork and performed mostly well,
but had a few mistakes in it, thereby mar-
ring the perfection of the piece? Certainly,
musicians strive for perfection on this side of
heaven, but it is not always achieved. Does
this mean the efforts have been in vain?

In Weil we see that a habit of atten-
tion makes it possible for even less spec-
tacular beauties to impress themselves
upon the soul. A soul habitually atten-
tive to beauty will notice more and more
even those beauties which are simple and
delicate. Likewise, the habit of attention
enables the faculties of the soul to func-
tion like a sentinel watching for daybreak,
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ready to herald even the faintest glimpse
of the light of beauty to appear, but not
engendering an obliviousness to the shad-
ows which yet fall. The attentive observer
accurately sees them all. A congregation
evermore habitually attentive to the beauty
of the sacred music will notice when a
piece doesn’t come off faultlessly, but they
will still be ready to rejoice in those beau-
ties which are heard.

This habitual sort of attention, paid to
the beautiful in the context of the Sacrifice
of the Mass, is not always readily available,
especially in the hearts and minds of those
who have put up some sort of roadblock to
the reception of beauty.

As a remedy, certainly there is a role
for the music director to engage in those
types of education which cultivate attention
through a conscious refinement of ratio in
the understanding of the church’s music.

Like a docent who attends to the gazer
in the art museum, the musician or priest
can help parishioners learn how to listen
intelligently to music. In activating the dis-
cursive thought of ratio, one can learn how
to perceive order in a melodic line, to iden-
tify the beginnings and ends of phrases, to
sense how one phrase responds to another
and how these phrases form the overall
musical structure of a piece. In this pro-
cess, there is always a return to what is per-
ceived through the senses; one does not
construct an insightful understanding of
a piece of music by just imagining what is
there but instead by attentively and pur-
posefully focusing the senses on this detail
or that, and then making sense of those
details through an educated understanding
of musical style, harmony, or rhetoric. The
cultivation of 7atio in understanding music
is learning how to focus the attention to
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musical reality in a purposeful and directed
way. One learns to probe music in a deeper
way, sharpening the intellect, and rejoicing
in what one finds in the givenness of that
which is sensed as source material for the
discursive thought of ratio.

But in the real world, how does this
actually happen? Few are the parishioners
who will attend a music appreciation lec-
ture series. Maybe some parishioners will
read a bulletin column or watch a short
YouTube video explaining what’s inter-
esting about this Sunday’s music. Prob-
ably we’ll be able to convey a number of
these insights to those who come to choir
rehearsals. Nevertheless, rare is the priest
who is able to understand these things in a
really deep way so as to convincingly con-
vey them to parishioners in a homily. Too,
there’s the question of how much time (if
any!) should be devoted to preaching about
music. Maybe Father will understand the
spiritual benefit of talking about these mat-
ters in an occasional homily, but perhaps
the best that could be hoped for is an occa-
sional, insightful homily about sacred music
that inspires a sustained desire to be atten-
tive to it. Father’s encouragement to think
about this or that while praying with the
church’s sacred music might be effective for
some.

But what might be even more success-
tul for the average parishioner who isn’t
already interested in Gregorian chant is the
arousal of attention by programming and
working to perform excellently those musi-
cal works which are so evidently beautiful
as to captivate the attention. Attention is
key, and desire directs the attention. Stun-
ning beauty can be the necessary spark for
attention.

We don’t have to explain everything,
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making sure to make great strides in the
rational understanding of the music. We
don’t have to coddle listeners. We don’t have
to insist on translations of non-vernacular
texts being key for catechesis, absent which
all is lost. (Certainly translations do have a
role in cultivating understanding, but they
are not an exclusive gateway to knowledge.)

We can do our work in creating the
greatest beauty we can muster, and trust that
even a brush with beauty will lead to a desire
to hear it more frequently and to experi-
ence it with intelligence. There is a sort of
instant “education” embedded in the hearing
of spectacularly beautiful music. And this
instant education is enough to set a listener
on a path of rich soil that makes the sacra-
mental effective in helping grace take root.

There is a movement in my heart and will
when I apprehend beauty. It’s not just the
effort of ratio, but also that of desire—desire
for the beautiful thing. Beauty piques my
interest and causes in me a longing to possess
it. The wonder at it sustains my desire to keep
paying attention to it, in the hope that I will
be able to hold on to it. Beauty draws me,
always inviting me to return again to per-
ceive it. Beauty is a sort of perceptible “face”
of the good, and the good is the object of my
will. The good, through beauty, activates my
will, and my will is capable of sustaining my
attentiveness to the music, opening up the
possibility of my understanding and appreci-
ating it in a deeper way.

So where do beauty and education inter-
sect? We've already seen that education is
an experience of growth in knowledge. But
knowledge is a participation in reality. And
the gateway to that participation is the beau-
tiful. The light of this beauty shines on the
prospect of knowledge and makes it desir-
able. Perhaps this is directed by a teacher.
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Perhaps it is self-instigated. Perhaps it is
inspired by some external phenomenon.
Whatever the case, as Weil points out,
intelligence is led by desire. Desire focuses
my attention. And, as Aristotle points out,
“All men by nature desire to know.”*

In attentiveness there is required a culti-
vation of the capacity receptively to wait and
attend to the revelation of reality, of beauty.
Attention is inseparable from humility. And
in the thought of Weil, attention is syn-
onymous with love. Attention, as a gift of
the movements of the soul, of the very self,
back to the source of reality, forms an inte-
gral part of love. Attention to the beautiful
focuses that which I will on the good, and
orients my intellect in a habitual (i.e., delib-
erately focused, ever overcoming more and
more the effects of original sin) openness to
truth. All this redounds to the glory of God.
For, as St. Irenaeus said, “the glory of God
is the living man, and the life of man is the
vision of God.”*® This is Aow man lives. And
whenever the will chooses the good and the
intellect rests in the truth, man lives as he
ought. Any beauty loved, any good chosen,
any truth known, is a participation in, an
orientation towards, the ultimate good, the
ultimate truth, the source of beauty: God
himself. This is the glory of God and, as
the more popular paraphrase of St. Irenaeus
goes, “man fully alive.”

There is an undeniable connection
between beauty and desire. Beauty ampli-
fies the desirability of the good. Beauty
increases the attraction of the true. Though
a definition of beauty is ever-hunted and

YJonathan Lear, Aristotle: The Desire to Understand
(New York: Cambridge University Press, 1988), p.
1, emphasis added.

“Irenaeus, Against Heresies, IV.37.7.
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often leaves much to be desired, we might
say here that beauty is a perfection or excel-
lence, the possession of or participation in
which, increases the delight which man
takes in the goodness and truth of a being.
And this is summed up in the popular
quote from St. Thomas in the Summa: “pul-
chra enim dicuntur que visa placent” [for
the beautiful is said to be that which, being
seen, pleases].'” Further, phrasing this in the
same terms we've been using in this discus-
sion, beauty is that which, when it makes
itself known to the intellect by means of
the senses, has the effect on the person per-
ceiving it both a pleasing restfulness and a
desire to possess it. This restfulness comes
from the orientation of the capacities of
man towards their proper ends, and out of
this restfulness man is moved by the desire
beauty arouses in his heart.

So beyond this connection between
beauty and desire, it’s not hard to see the
connection between beauty and contempla-
tion, between beauty and worship. Phys-
ical beauty arouses a desire for the source
of this beauty, pointing beyond itself to the
throne of God. Beauty in sacred music is an
arrow pointing man to God. It doesn’t stop
in just itself. This is why beauty is a consti-
tutive—i.e., necessary—element for the art
and music of the sacred liturgy. If “the lit-
urgy is the summit toward which the activ-
ity of the church is directed; at the same
time it is the font from which all her power
flows,”® and beauty facilitates man’s orien-
tation towards and participation in his ulti-
mate ends, it follows that beauty is so fitting
for the liturgy so as to be necessary.

Again to Weil’s assertion that desire

17St. Thomas Aquinas, Summa Theologie 1.5.4.

8Sacrosanctum concilium, 9410.
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leads the intelligence. Here we might now
say, too, that beauty leads the intelligence.
Of course now we see that the object of the
intelligence is much more than facts, more
than things which can be utilized for some
other purpose. Knowledge is an end in itself
because it is the resting of my intellect, given
me by nature, in its proper end. And there-
fore, education is a process which has as its
fundamental trajectory and goal the orien-
tation of man towards his ultimate end.
And at long last that truth which I gave
you in the spoiler alert: there is a harmony
between the end of the liturgy and sacred
music and the end of education. Both pro-
cesses, on this side of heaven—liturgy and
education—are a participation in my ulti-
mate end, an orientation of all I am and all
that I have towards God. In the liturgy, as
the privileged locus from which flows the
“entirety of the Christian life,”” I unite this
gift of imperfect self with the perfect sacrifice
of Christ, in the Spirit, to God the Father.

Aesthetic Education

Education in any subject whatsoever is a
formation in attending to reality, which
predisposes one to prayer, and music is par-
ticularly effective in this regard because it
is sung prayer. So now we might say that
aesthetic education is that process by which
I cultivate the ability to produce sensi-
ble beauty to the greatest degree possible,
along with that process by which I sharpen
my senses to accurately perceive the beauty
which would make itself known to me. And
in that cultivation of the accuracy and per-
ceptiveness of the senses, because “there is
nothing which is in the mind which was not
received through the senses,” I grow overall

“Ibid.
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Aesthetic education is that
process by which I cultivate
the ability to produce sensible
beauty to the greatest degree

possible, along with that
process by which I sharpen
my senses to accumz‘ely
perceive the beauty which
would make itself known
1o me.

in my capacity for perceiving reality, which
of course, when properly oriented, helps me
to become even more human, ever more
able to orient and let my intellect rest in
the truth. So, aesthetic education aids my
intellect in discovering the truth. And, as
Plato argued in the Republic, training in
music, growing in the ability to distinguish
between good, less good, and spectacularly
good music, transfers into a habit of seek-
ing and loving that which is noble and good
even in the moral sphere.

So: aesthetic education is a process
which is good overall for man.

First, aesthetic education for the pro-
duction of beauty.

This is my technical work as a musi-
cian—my development of vocal technique,
good breathing, the capacity to shape a
beautiful phrase, my ability to sing or play
with good rhythm, balance, tempo, ensem-
ble, etc. It is also the development of two
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kinds of hearing, the two of which are a sort
of chicken and egg, each contributing to the
other. One is an internal hearing—my inner
“library of sounds,” the product of experi-
ence in working in a medium as well as of
a lively creative imagination. It’s my idea of
how the music ought to sound. The more
educated I am, the more knowledge I have,
the more interesting and beautiful this idea
will be. The second kind of hearing is an
external hearing—a growth in the ability of
my senses to accurately perceive the sound
I am making. This involves a fine tuning of
the ear and of the intelligence as the director
of the attention towards that which needs
hearing. When these two kinds of hear-
ing are activated, what they perceive must
be compared. Am I creating the beautiful
sound I intend to create? If not, what can
I do differently to ensure the external real-
ity matches the interior reality? Or . . . what
can I draw from my experience to make my
interior idea more interesting and beautiful?

Aesthetic education is a growth in all
these things, and this is our responsibility
as musicians. This is the human perfection
to which we are called so as to ensure that
our deficiencies don’t irreparably detract
from the capacity of the beautiful music
the church gives to draw souls to Christ,
don’t distract from the augmented ability to
pray which beautiful music affords. I must
increase in my knowledge and abilities so as
to decrease and become invisible, veiled by
the beauty which leads souls to God.

Next, aesthetic education for the per-
ception of beauty.

'The development of the ability to per-
ceive beauty accurately depends on a cul-
tivation of the senses. And this cultivation
is the domain not only of the musician,
but also of the one who simply perceives,
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who is a perceiver of the beauty produced
by another. And the development of this
ability to perceive beauty is linked to the
capacity to appreciate the beauty of that
perceived. And this is our work, as aes-
thetic educators, with all in our parish. We
are ambassadors of beauty, helping others
to experience, accurately perceive, love, and
pray with beautiful music.

And we can now say, sharing as beauty,
education, and liturgy do in harmonious
ends, that there are aspects of beauty which
command the attention and have real and
important effects on the spiritual life.

Beauty enables an abiding with. When
something is beautiful, it captures my atten-
tion, increasing my desire to remain with it,
to go deeper. 'This is an important spiritual
medicine in the fleeting attention spans of
our time. With the focus of attention that
beauty engenders, God’s voice is more
clearly able to be perceived, heard in the
scriptures, seen in the splendor of reality.

Beauty has a newness, a freshness which
breaks monotony. When something is
beautiful, it is rich, always presenting some-
thing new to notice and delight in. When
I step back from something which has
become mundane to notice its beauty, it’s as
it I rediscover it all over again. Isn’t this a
good habit for married life? The intellectual
life? For the worship of God in the sacred
liturgy? For spending time with beautiful
music we've sung for years?

Beauty cultivates wonder: because that
which is beautiful always allows a fruitful
and fresh abiding with, I wonder in amaze-
ment at it. There is never enough of it. My
capacity for more of it is increased, and my
desire for it grows. And when God is rec-
ognized as the source of beauty, it becomes
clear that beautiful things, and especially
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those beautiful things which are integral
to the sacred liturgy like sacred music,
increase our capacity for God. Beauty culti-
vates our desire for him, which is why I pray
in beauty.

In beauty, I experience different degrees.
Some things are rather beautiful. Other
things are wondrously beautiful. Some
things can grow in their beauty as they
develop. My ability to produce beauty grows
with education and attentive practice. And
it is in this dynamic experience of beauty
that I realize that the beauty I experience on
this side of heaven, the beauty in the cho-
ral music upon which I lavish all the talent
I can muster—that all this is nothing when
compared with the beauty that awaits us in
heaven. In fact, the splendor of the beauty
on this side of heaven, and realizing that it
can be greater still, drives me in a constant
trajectory towards heaven.

When we understand our roles as
music directors in facilitating that which is
described above, we can confidently com-
mend to God our efforts at ensuring the
success of the sacramental of sacred music.
By occasionally capturing the attention of
our congregation with some particularly
spectacular works of sacred music and then
offering a steady diet of the infinite varia-
tions of the manifestation of beauty in the
church’s treasury of sacred music, we can
count on beauty to spark and sustain the
desire of listeners to seek the source of such
beauty. What’s more, we can trust that the
desire and good will created by experiences
with beauty will lead our congregations into
a deeper and more nuanced understanding
and experience of the church’s sacred music,
enabling them to pray, worshipping God in
beauty, setting their intellects on the truth
and their wills on the good. <
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Romano Guardini and the Spirit of Liturgical

Music

Gregorian chant perfectly expresses the inner reality of the sacred liturgy.

by William Mahrt

0'\‘7"

// acques Maritain began his fun-
J damental work Ar¢ and Scholas-
C\f% ticism, “The Schoolmen wrote
no special treatise entitled Phi-
losophy of Art,” but he elaborated a concise
and coherent scholastic theory of art draw-
ing upon treatises on various other subjects.
The same could be true of music for
Romano Guardini: in The Spirit of the Lit-
urgy he does not directly address musical
matters; rather, he makes just a few telling
remarks about liturgical music, which yet
indicate a sensitivity to the importance of its
role in the liturgy. His discussion of liturgy
and its culture is thus ripe for extrapolating
some aspects of music that arise from it.

In waxing eloquent about the great-
ness, exclusiveness, and strength of the lit-
urgy, with its attention to the hereafter,
he refers to the normative form of the lit-
urgy. We may have forgotten, in our age of
the Mass with a thorough mixture of sung
and spoken forms, that before the council,
there was a strict distinction between the
High Mass and the Low Mass. In the High
Mass, practically everything to be spoken
aloud was sung, while in the Low Mass,
everything was spoken. Guardini makes it
clear that he is referring to the High Mass;

If we reflect on the liturgy as a whole,
and upon its important points, not upon
the abbreviated form in which it is usu-
ally presented, but as it should be, we
shall have the good fortune to experience
the miracle of a truly mighty style.!

Romano Guardini 1885-1968

'Romano Guardini, The Spirit of the Liturgy [Vom
Geist der Liturgie, 1918] in The Church and the
Catholic and The Spirit of the Liturgy, tr. Ada Lane
(New York: Sheed & Ward, 1935), p. 154; see a
recent edition together with the Spirit of the Lit-
urgy of Joseph Ratzinger (San Francisco: Ignatius
Press, 2018).

This paper was read at the 2018 annual conference of the Society for Catholic Liturgy in Miami,

Florida.
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This conception of the sung Mass was
maintained by the fathers of the Second
Vatican Council. Sacrosanctum concilium
prescribes:

Liturgical worship is given a more noble
form when the divine offices are cele-
brated solemnly in song, with the assis-
tance of sacred ministers and the active
participation of the people.?

For the fathers of the council, this would
have been an adequate prescription of the
Solemn High Mass, with only one addi-
tional proviso, that the participation of the
people be included. There would have been
no assumption that some of the parts would
be spoken. Guardini acknowledges the
norm, while conceding the prevalence of the
Low Mass; it is clear, he was imbued with
the culture of the High Mass.

He gives a clearly privileged status to
Gregorian chant, because of its suitability
to the transcendent nature of the liturgy.
Comparing several different aspects of lit-
urgy with non-liturgical counterparts—for
instance the collects of the Mass with the
prayers of Anselm or Newman—he com-
pares Gregorian chant:

Liturgy . . . is not the direct expression
of any particular type of spiritual dis-
.. Grego-
rian chant with the popular hymn—we
shall always find, within the sphere of
the liturgy, that the medium of spiritual

position . . . if we compare .

2Second Vatican Council, Constitution on the Sa-
cred Liturgy, Sacrosanctum concilium (December
4, 1963), 9113 <https://www.vatican.va/archive/
hist_councils/ii_vatican_council/documents/vat-
1i_const_19631204_sacrosanctum-concilium_
en.html>.
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expression, whether it consists of words,
gestures, colors, or materials, is to a cer-
tain degree divested of its singleness of
purpose, intensified, tranquillized, and
given universal currency.?

His view of chant is quite specific, and
it concurs with his theory of the beauty of
the liturgy. He criticizes those who pursue
only the aesthetic aspects of liturgical music:
saying that the simple man or woman seek-
ing consolation in the liturgy penetrates its
essence better than “the connoisseur who is
busy savoring the contrast between the aus-
tere beauty of a Preface and the melodious-
ness of a Gradual.” But for Guardini, this
raises the question of beauty in the liturgy.

He wanted to avoid sharp opposites, par-
ticularly in the case of beauty and truth. For
him beauty has a solid foundation in truth.
He calls upon a traditional definition of
beauty, splendor veritatis, and expands upon
1t:

Beauty is the triumphant splendor which
breaks forth when the hidden truth is
revealed, when the external phenomenon
is at all points the perfect expression of
the inner essence.’

Beauty is thus far more than the grace of
an external form; in fact, he condemns in
no uncertain terms those who follow just the
aesthetics of an object, “aesthetes, unwel-
come guests, drones . . . parasites sponging

’Guardini, Spirit of the Liturgy, 153. Other items in
the comparison are the priest’s gestures, the rubrics
for the adornment of the sanctuary, the vestments,
and the altar vessels.

“‘Ibid., 186.
*Ibid., 190.
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on life” particularly in the liturgy, illustrat-
ing this with a musical example:

The careworn man who seeks nothing
at Mass but the fulfillment of the ser-
vice which he owes to his God; the busy
woman, who comes to be a little light-
ened of her burden; the many people
who, barren of feeling and perceiving
nothing of the beauty and splendor of
word and sound which surrounds them,
but merely seek strength for their daily
toil—all these penetrate far more deeply
into the essence of the liturgy than does
the connoisseur who is busy savoring
the contrast between the austere beauty
of a Preface and the melodiousness of a

Gradual.’

Here he is not condemning a preface or a
gradual, for as liturgical forms, these have
a fundamental link to the whole purpose
of the liturgy. Take, for example, the ver-
sicle and response, which forms a part of
the preface of the Mass, V. Sursum corda, R.
Habemus ad Dominum, “lift up your hearts;
we have lifted them up to the Lord.” The
melody expresses literally the lifting on the
first accented syllable of each of these:

a-b-c b

Sur- sum cor-da.

b ab-c b b ab

Ha- bé~ mus ad Dé- mi-num,

a-b a-g

a a-g

To me, it is incomprehensible, in setting
the English for the liturgy, that these texts
should have been set to a form of the same
melody which begins with a descending
melody:

¢Ibid., 186.
“Tbid.
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c cb

cbab a ag
Lift up your hearts. We lift them up to the Lord.

a baa ag

As for the gradual, the melismatic chant
following the first lesson of the Mass, this is
a prime example of one of the most funda-
mental aspects of liturgical music, a med-
itation chant following upon a lesson (the
gradual, alleluia, tract of the Mass, and
the responsory of the office). It contrasts
with the lesson which has many words,
and few notes, but having few words and
many notes, a melismatic style which, in
my observation, elicits recollection and
thus wondrously complements the lesson.
An example is the gradual for Easter Sun-
day which begins, “Hzc dies, quam fecit
Dominus.” (See Figure 1.)

Guardini is aware of this principle, and
he remarks on this phenomenon with the

readings of the Divine Office:

often these readings are introduced and
concluded by short prayers of a charac-
teristically contemplative and reflective
nature—the antiphons [i.e., responso-
ries] during which that which has been
heard or read has time to cease echoing
and the sink into the mind.”®

A good description of the recollection
achieved by such a chant after a lesson.
Guardini’s discussion of the entire lit-
urgy includes some interesting indications
of the role of music in it. He contrasts the
view of Jesus of those who rely on private
devotions with that given by the liturgy.
The former is a human Jesus who is true
God and true Man. The latter is the Sov-
ereign Mediator, eternal high priest, sitting

fIbid., 124.
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Grad E | 5

es, * quam fe- cit

5 .m e

* N [)

exsul-té-

mi- no

cu-lum mi- se- ri-

cor-  di-a *e- jus.

Figure 1. Gradual for Easter Sunday, Hac Dies .

at the right hand of the Father, rapt into the
light of eternity and remote from time and
space.’

'The Gospels are the focus of this liturgi-
cal context, in which

they are a part of the Mass, of the mys-
terium magnum, an integral part of the
structure of the mystery of sacrifice . . .
of the structure of the particular Sunday
office, current season, or ecclesiastical
year swept along by that powerful strain-
ing upwards to the Hereafter which runs
through the entire liturgy."

°Ibid., 156.
9Tbid., 157.
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And they were for him experienced chanted
in a foreign language, underscoring their
eternal, super-historical meaning."

The role of the Gospels in the traditional
liturgy is key here. The Gospel of the Sun-
day Mass was the subject of a patristic hom-
ily at Matins, the basis of the antiphon to
the Benedictus at Lauds and the antiphon
to the Magnificat at Vespers. Its thematic
was recalled throughout the day. This focus
upon the Gospel is a significant element in
the entire order of the liturgical year. The
history of salvation from the Annunciation
through Nativity, Public Ministry, Pas-
sion, Death, Resurrection, and Ascension

"bid., 155.
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of Christ, then Pentecost, and capped by
the Assumption of Mary. This history was
born primarily by the Gospels, day in and
day out. They are stories which, especially
in the traditional order, were heard annu-
ally, and were remembered well from year
to year. Their purpose was not principally
information, but the celebration of the his-
tory of salvation. The chanting of the gos-
pels enhances their legendary character and
places them in a festive context. Guardini’s
mention of their chanting suggests that he
understood this. He saw the entire liturgy
as a context, and it should be remembered
that this was a chanted liturgy.

Guardini constantly seeks to reconcile
opposites: beauty & truth, matter & spirit,
logos & ethos, and so forth. It is along these
lines that his theory of symbol is significant.
He sees two kinds of personality that are
contrasting; the first seeks a spiritual level
that is unrelated to the physical; the sec-
ond seeks a jumble of the spiritual and the
material, but which is not clarified by any
principal. His solution to this dichotomy
is symbol: a symbol is the external expres-
sion of the interior and the spiritual. When
the spiritual is cast in a material way in a
more nearly perfect way, then the symbol
has a universal applicability. In the liturgy,
the body is an emblem of the soul. Actions
can be such symbols—kneeling, exchang-
ing the kiss of peace when done with dig-
nity and reverence. These can be reinforced
by physical means, incense, etc. Thus mat-
ter and spirit are complementary in the way
that they formed an intrinsic bond in the
creation of a symbol. A similar bond can be
said of music, especially Gregorian chant.
'The physical act of singing and the mate-
riality of the sound it produces are intrinsi-
cally linked with the spirituality of singing,
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with the sacred text and its spiritual signifi-
cance, especially its function in the liturgy.
Guardini’s discussion of logos and ethos
is ripe for comparison with music. The his-
torical shift of emphasis upon logos to
ethos, from communal worship to interi-
ority, has striking parallels in the history
of music. But when it comes to the role of

The physical act of singing
and the materiality of
the sound it produces are
intrinsically linked with
the spirituality of singing,
with the sacred text and
its spiritual significance,
especially its function
in the liturgy.
music in the liturgy, it might be assumed
that its function has to do with ethos. Still,
there are elements of Gregorian chant that
participate in the logos of liturgy: its texts
are scriptural and normative, and its mel-
odies bear a relation to universal harmony

that links them with the whole order of cre-
ation. <
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Taking Up the Psalter: A Letter to Some Friends

77]61056217715 6’7160771?085 every human experience.

by Fr. Samuel Weber, O.S.B.

ecently I was asked by some
A friends who are not accus-
] tomed to using the psalter, why
it might be to their advantage
to take it up in their worship and private
devotion. This should not be too difficult a
matter to explain, I thought at first. Any-
one who has listened to Handel’s Messiah
is aware of the long Christian tradition
of reading the Old Testament as a book of
prophecy about Christ. Surely this would be a
good place to start.

Christ in the Psalms

Having studied the history of Christian
worship and prayer, I knew well the tradi-
tions that sang the psalms in praise of the
Royal Son of David, the Lord Jesus Christ
(e.g., Psalms 2, 109[110], 131[132]), upon
whom had been poured the oil of gladness
(Ps. 44[45]:8).! How the heart thrills when

"The most frequently quoted Old Testament book
in the New Testament is the Book of Psalms.
Many have found in their reading of the New Tes-
tament a key to a Christian understanding of the
psalms. For Psalm 2:7, see Heb. 1:5; 5:5, and Acts

the Messianic Psalms are sung, especially
during Advent and Christmastide!

In the psalms of trouble and suffering, who
could not help but recognize Jesus, the Suf-
fering Servant? On the cross, the psalms
of his people provided the words he needed
to cry out to his God (Ps. 21[22]), and led
him to commend his life and labors into
the hands of the Father (Ps. 30[31]:6).> No
wonder these psalms occur so often during
Lent and Holy Week.

And then, how to hymn Ais resurrection
glory? No finer song than Psalm 117(118)
for praising the stone rejected become the cor-
nerstone, and celebrating every Sunday as
the special day made by the Lord, on which
rejoicing and gladness are the order of the

13:33. For Psalm 2:1-2, see Acts 4:25-26. Psalm
109(110) is the more frequently cited psalm. In
Matt. 22:44 (and parallel passages) Christ applies
this psalm to himself. Version of the psalms used
in this article: 7he Psalms: A New Translation from
the Hebrew, Singing Version (New York: Paulist
Press, 1983).

2For Psalm 21(22), see Matt. 27:46 and Mark
14:34. Psalm 30(31) is found in Luke 23:46.

This article originally appeared in The Upper Room in the 1970s. Copyright 2022 Saint Meinrad Arch-
abbey, St. Meinrad, IN 47577-1010. All rights reserved. Used with permission.

Fr. Samuel Weber, O.S.B., is professor of dogmatics at St. Patrick’s Seminary in Menlo Park, California,

and the author of several volumes of English chant.
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day (Ps. 117[118]:24; see also Matt. 21:42,
Mark 12:10, and Luke 20:17.; cf. Acts 4:11
and 1 Pet. 2:7).

Although he did return to the Father’s glory
and is now seated at God’s right hand, Jesus
did not forget the loved ones who remained
behind. The gif? of the Holy Spirit in wind and
fire at Pentecost attested: I am with you ever-
more. Psalter in hand, our Christian ancestors
took up the chant on Ascension Day, God goes
up with shouts of joy (Ps. 46[47]:6), and longed
for his Spirit-gift in their own lives, praying,
Send forth your Spirit . . . renew the face of the
earth! (Ps. 102[104]:30).}

Baptism and the Lord’s Supper

AsIwas mulling over these, and various other
possible ways of responding to the request
my friends had made, I noticed, stacked in
the corner of my bookcase, some postcards,
memories of student years in Rome. Among
them I came across one of the ancient baptis-
tries of the city, its walls adorned with daz-
zling mosaics. There, on the wall opposite
the baptismal pool, situated in such a way
that, as the newly baptized emerged dripping
from the waters, their eyes would immedi-
ately fall upon it, was the figure of a youthful
shepherd boy. A little lamb was hoisted upon
his broad shoulders. I must show this to my
friends and tell them how those early Chris-
tians newly up from the waters, upon seeing
this wonderful work of art, would remem-
ber that it was Jesus who had assured them, I
am the good shepherd (John 10:11), and would
sing of him to whom their lives were now
irrevocably committed:

¥These psalms are not specifically cited in the New
Testament. Their use at Ascension and Pentecost
belongs to the tradition of Christian psalm-sing-
ing in worship.
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The Lord is my shepherd . . .

near restful waters He leads me . . .

My head you have anointed with oil . . .
In the Lord’s own house shall I dwell, for
ever and ever. (Ps. 22[23]:1, 2, 5, 6)

I picked up another postcard. This time
the scene, from the catacombs, was that of a
tiny cavern deep under the street level. Per-
haps at one time it had been used as a small
chapel. Etched on one of its walls, in red
the color of clay, was a small altar. Near it
were fish, and two baskets filled with loaves
marked with crosses. Vines heavy with clus-
ters of ripe grapes were also near. All was
ready for a sacred meal. Taste and see that
the Lord is good! (Ps. 33[34]:9, cf. 1 Pet. 2:3).
Perhaps my friends would be interested to
know that primitive Christians found in
this psalm words most suitable to celebrate
Christ present among them as they shared the
Bread of Angels (Ps. 77[78]:25) and the Chal-
ice of Salvation (Ps.115[116]:13). Perhaps
this traditional communion psalm would
find a place in their own commemoration of

the Lord’s Supper.

The Mirror Image of Life
As I considered the matter, I felt sure that
these points would be helpful to my friends.
And yet, something more was needed. What
was it? I began paging through the hymnal
they were accustomed to use, and as I did so,
it became more and more evident what had
to be said about the advantages of the psalter.
'This is what I noticed. Like the psalter,
the hymnal contained numerous hymns that
praised and thanked God, and many others
that recalled the beauty of his creation and
extolled his unceasing providence. Faith and
hope in his promises were duly expressed,
and the fellowship of Christian believers
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extolled. Hymns celebrating the mystery
of Christ in the church year were not lack-
ing either. Indeed, a number of them were
beautiful paraphrases of the great Christo-
logical psalms.

Unlike the psalter, however, there
was not one angry hymn in the entire
collection. So often we feel the need
to pour out our rage to God in prayer.
How will the hymnal help us then?
Perhaps this is precisely the point at which
the psalter is most valuable for our needs
today, and the point at which our current
worship books and hymnals fall short. The
psalter is #rue to life; it accords so accurately
with the rawness of human experience. It leaves
nothing unsaid, no emotion unexpressed.
I knew then that I would have to tell my
triends the whole truth about the psalter, and
what might happen to them if they took it up.

First of all, the psalms would expose the
pain of living, and demand that they face
squarely every condition of human suffer-
ing. Betrayal by friends (Ps. 54[55]), attacks
of enemies (Ps. 55[56]), the unfairness of
a world in which the wicked seem to get
rewards, and the just, for all their devoted
piety, seem afflicted with endless trouble (Ps.
72[73])—it is all zhere, in graphic detail. The
ultimate issues of sickness and death receive
particular attention:

Spent and utterly crushed,
I cry aloud in anguish of heart.

(Ps. 37[38]:9)
You have given me a short span of days;
my life is as nothing in your sight.

(Ps. 38[39]:6)

Take away your scourge from me.
I am crushed by the blows of your hand.
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(Ps. 37[38]:11)

This sort of prayer disorients life. It threat-
ens security. It hurts! We are frightened.

But it would not be enough merely to
expose pain. More is needed. There must
also be a response on the part of the believ-
ing heart. It must do something with this
pain. It must present it to God!

“Hear my voice, O God, as I complain!”
(Ps 63[64]:1). These words were frequently to
be found on the lips of some of the great-
est saints! Curses, complaints, and laments
abound in the psalter. And this is good.

Taking up the psalter makes a bold
statement to the world about the relation-
ship between God and the human family. God
cares about everything that is happening in
our lives. He cares about all our experiences,
especially those we find difficult and confus-
ing. Since the psalter is his inspired word, it
is clear that he expects to hear from us when
we are fed up with the disappointment and
suffering of life. Even when we are fed up with
God!

Taking up the psalter makes a bold state-
ment about us. When we sincerely join the
prayer of our hearts to the words of our lips,
we declare that we have finally decided 7o szop
burying pain deep within, where neither God
nor loved ones can reach to help us. We say
that we are ready fo suffer through our pain
and, when the time comes, 7o get over it and
let it go.

Taking up the psalter holds a promise.

Disorientation is not forever:

When I think: “I have lost my foothold,”
your mercy, Lord, holds me up.

When cares increase in my heart,

your consolation calms my soul.

(Ps. 93[94]:18-19)
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We are not alone in our trouble; suf-
fering, sickness, and death do not have
the final say. Could this be the reason
why so many Christians have clung tena-
ciously to the psalter for so many centu-
ries? We need desperately to listen to the
psalms, to read them and to sing them,
alone and together. To scream, to delight,
to weep, to pray them again and again until

My body and my heart faint for joy;
God is my possession forever.

(Ps. 72[73]:26)

I know now how I will answer my
triends. I will tell them, “If you take up the
psalter, prepare for an ordeal. Get ready to
see the mirror image of your own life in the
book your hands hold. Prepare to let the
tears flow . . . and the sighs, and the groans.
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And that will be good. +
We are not alone in

our trouble; suffering,

sickness, and death do

not have the final say.
Could this be the reason
why so many Christians
have clung tenaciously to

the psalter for so many

centuries?
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Reflections on the Encyclical Mediator Dei of Pope
Pius XII: Eucharistic Worship

Knowledge of the nature of the Eucharist gives clarity to the manner in

which we participate in if.

by Fr. Robert C. Pasley

1 the second part of the Encyc- 67. Christ the Lord, “Eternal Priest
lical, Mediator Dei,' Pope Pius according to the order of Melchisede-

XII discusses Eucharistic wor- ch,” “loving His own who were of the

' ship, which is the central part of world,” “at the last supper, on the night

the hturgy of the church. He was betrayed, wishing to leave His
First the pope takes the opportunity to beloved Spouse, the Church, a visi-

recall the nature of the Mass. ble sacrifice such as the nature of men

requires, that would re-present the
66. The mystery of the most Holy Eucha-

rist which Christ, the High Priest insti-
tuted, and which He commands to be
continually renewed in the Church by
His ministers, is the culmination and
center, as it were, of the Christian reli-
gion. We consider it opportune in speak-
ing about the crowning act of the sacred

liturgy, to delay for a little while and call

your attention, Venerable Brethren, to he at that time constituted the priests of
this most important subject. the New Testament, to partake thereof;

bloody sacrifice offered once on the cross,
and perpetuate its memory to the end of
time, and whose salutary virtue might
be applied in remitting those sins which
we daily commit, . . . offered His body
and blood under the species of bread and
wine to God the Father, and under the
same species allowed the apostles, whom

commanding them and their succes-

Notice he says, “Christ, the High Priest.”’The

> ) : sors in the priesthood to make the same
Holy Eucharist is the ultimate sacrifice of

o
thanksgiving, superseding and fulfilling all offering
the sacrifices of the temple of Jerusalem.
’Ps. 109:4.
"Pope Pius XII, Encyclical, Mediator Dei (Novem- o 13:1
ber 20, 1947) <https://www.papalencyclicals.net/ John 13:1.
pius12/p12media.htm>. “Council of Trent, Sess. 22, c. 1.

Fr. Robert Pasley, K.C.H.S., is the chaplain of the CMAA and has been a member of the CMAA since
his ordination. He is a priest of the Diocese of Camden, New Jersey.
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Christ is the eternal priest according to
the order of Melchisedech. He leaves a visi-
ble sacrifice, not simply a meal, not a memo-
rial service, not a community-centered
celebration of self. This offering of the bread
and wine, granted to the apostles, who were
priests of the New Testament, is passed on
to “their successors in the priesthood to

make the same OFFERING.”

68. The august sacrifice of the altar, then,
is no mere empty commemoration of the
passion and death of Jesus Christ, but a
true and proper act of sacrifice, whereby
the High Priest by an unbloody immo-
lation ofters Himself a most acceptable
victim to the Eternal Father, as He did
upon the cross. “It is one and the same
victim; the same person now offers it by
the ministry of His priests, who then
offered Himself on the cross, the manner
of offering alone being different.”

We stand mystically at Calvary with
Jesus in his offering. We should be pro-
foundly affected by this reality. It should
make us reflect on our attitude as we pre-
pare for Mass and attend Mass. The awe-
some severity and seriousness of what we
are entering into should also really make
us reflect upon the music we offer at Mass.
Are little happy, vapid ditties, secular-style
music, ever appropriate for such an act?
Articles 67 and 68 must be shouted from
the rooftops. So many are ignorant that this
is the reality they are entering into in each
and every Mass.

Next, the pope says:

*Emphasis added. Ibid., c. 2.
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69. The priest is the same Jesus Christ,
whose sacred Person His minister rep-
resents. Now the minister, by reason of
the sacerdotal consecration which he has
received, is made like to the High Priest
and possesses the power of performing
actions in virtue of Christ’s very person.®
Wherefore in his priestly activity he in
a certain manner “lends his tongue, and

gives his hand” to Christ.’

He is the Lord’s instrument by means of
the Sacrament of Holy Orders.

Jesus is the priest at every Mass. The
human man is his instrument. Precisely
because the priest is the instrument of Our
Lord Jesus Christ he must comport himself
with the utmost dignity. He should be clean
and neat. He ought to wear the proper cler-
ical attire of his office, and not slovenly and
even ugly, casual clothes. The priest should
take care that the vestments for Mass are
beautiful and clean. His attitude in Mass
must not be casual chattiness, but a silent
seriousness as he prepares to image Christ
in his most perfect sacrifice.

Pope Pius XII goes on. At Mass it is the

same victim offered:

70.
human nature with His true body and
blood. The manner, however, in which
Christ is offered is different. On the cross
He completely offered Himself and all
His sufferings to God, and the immola-
tion of the victim was brought about by
the bloody death, which He underwent of

. . . Our divine Redeemer in His

Cf. St. Thomas Aquinas, Summa Theologica,
111.22.4.

’St. John Chrysostom, Homilies on the Gospel of
John, 86:4.
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His free will. But on the altar, by reason
of the glorified state of His human nature,
“death shall have no more dominion over
Him,” and so the shedding of His blood
is impossible; still, according to the plan
of divine wisdom, the sacrifice of our
Redeemer is shown forth in an admirable
manner by external signs which are the
symbols of His death. For by the “tran-
substantiation” of bread into the body of
Christ and of wine into His blood, His
body and blood are both really present:
now the Eucharistic species under which
He is present symbolize the actual sep-
aration of His body and blood. Thus the
commemorative representation of His
death, which actually took place on Cal-
vary, is repeated in every sacrifice of the
altar, seeing that Jesus Christ is symboli-
cally shown by separate symbols to be in
a state of victimhood.

'This is his real presence—the miracle we
must never forget, and that we must empha-
size through our art, especially music.

GOD BECOMES PRESENT ON
THE ALTAR. This is an overwhelm-
ing reality. The altar is literally his earthly
throne. The awe of this fact should make us
drop to our knees and repeat the words of
Peter over and over, “Depart, oh Lord, for
I am a sinful man.” Awe, reverence, dig-
nified comportment, the most sacred and
beautiful music, proper attire, the attitude
of priest and people, the cleanliness and
sacredness of the building are all of the
greatest importance. Why? Because they
are an external acknowledgement of God’s
presence and His importance. They also

$Rom. 6:9.
9Luke 5:8.
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importantly help to acclimate our bodies
and lift our souls into a new mystical reality
that is so very different to everything else
in our life.

Continuing, the pope discusses how, at
Mass, the ends are the same as in the sacri-

fice of Calvary:

a. First, to give glory to our heavenly father
as an odor of sweetness that ascends to
heaven:

71. . . . To perpetuate this praise, the
members of the Mystical Body are
united with their divine Head in the
Eucharistic sacrifice, and with Him,
together with the Angels and Archan-
gels, they sing immortal praise to God™
and give all honor and glory to the

Father Almighty."!

Mass is not primarily about us. We
don’t go to Mass to get something out of
it. We go to Mass to GIVE—to give God
adoration. The offering of incense at the
beginning of a Solemn Mass is a symbol
of the offering of the sweet-smelling sac-
rifice of Our Lord that we are offering
as our solemn obligation to return to the
Lord proper worship and praise. We come
to sing his praise, we come to offer to God
the perfect sacrifice he demands, we come
to give him honor. We come to tell him
that he is all that matters.

b. The second end is to give thanks to God.

Yes, it is still not about us. We owe him
thanks for every breath we take. How often

1°Cf. Roman Missal, Preface.
1Cf. Ibid., Canon.
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our thanks is so shallow and almost non-ex-
istent. So often we see the glass half empty

instead of half full.

c. The third end is that of expiation, propi-
tiation, and reconciliation.

Expiation: making reparation for
guilt or wrongdoing.

Propitiation: making satisfaction
or appeasing.

Reconciliation: bringing about
forgiveness and unity.

Itis still not about us. We need to make
up for our sins and the sins of the world.
We need to make satisfaction and repair
the damage done to God’s goodness. And
we need to bring forgiveness and unity of
Christ into the world.

73. . .. Certainly, no one was better fit-
ted to make satisfaction to Almighty God
for all the sins of men than was Christ.
Therefore, He desired to be immolated
upon the cross “as a propitiation for our
sins, not for ours only but also for those of
the whole world”? and likewise He daily
offers Himself upon our altars for our
redemption, that we may be rescued from
eternal damnation and admitted into the
company of the elect. This He does, not
for us only who are in this mortal life, but
also “for all who rest in Christ, who have
gone before us with the sign of faith and
repose in the sleep of peace;™ for whether
we live, or whether we die “still we are not

separated from the one and only Christ.”*

121 John 2:2.
BRoman Missal, Canon.
1St. Augustine, De Trinitate, Book XIII, c. 19.
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d. The fourth and final end is that of impe-

tration—asking fervently.
Finally, our needs enter into the picture.

74. . . . Man, being the prodigal son,
has made bad use of and dissipated the
goods which he received from his heav-
enly Father. Accordingly, he has been
reduced to the utmost poverty and to
extreme degradation. However, Christ
on the cross “offering prayers and sup-
plications with a loud cry and tears, has
been heard for His reverence.”” Like-
wise upon the altar He is our mediator
with God in the same efficacious man-
ner, so that we may be filled with every
blessing and grace.

Christ is our Mediator, interceding to

the Father for us. Oh, how much we need
his grace and care.

'The Holy Father continues:

76. Now the Apostle of the Gentiles
proclaims the copious plenitude and the
perfection of the sacrifice of the cross
when he says that Christ, by one obla-
tion, has perfected forever them that are
sanctified.'®

77. ['This oblation, this eternal sacrifice, ]
does not immediately have its full effect;
since Christ, after redeeming the world
at the lavish cost of His own blood, still
must come into complete possession of
the souls of men. Wherefore, that the
redemption and salvation of each person
and of future generations unto the end

5Heb. 5:7.
16Cf. Heb. 10:14.
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of time may be effectively accomplished,
and be acceptable to God, it is neces-
sary that men should individually come
into vital contact with the sacrifice of the
cross, so that the merits, which flow from
it, should be imparted to them. In a cer-
tain sense it can be said that on Calvary
Christ built a font of purification and
salvation which He filled with the blood
He shed; but if men do not bathe in it
and there wash away the stains of their
iniquities, they can never be purified and
saved.

79. The august sacrifice of the altar is, as
it were, the supreme instrument whereby
the merits won by the divine Redeemer
upon the cross are distributed to the
faithful: . .. Its daily immolation reminds
us that there is no salvation except in the
cross of our Lord Jesus Christ'” and that
God Himself wishes that there should
be a continuation of this sacrifice “from
the rising of the sun till the going down
thereof,”® so that there may be no cessa-
tion of the hymn of praise and thanks-
giving which man owes to God, seeing
that he required His help continually and
has need of the blood of the Redeemer to

remit sin which challenges God’s justice.

Participation

Having a full appreciation of the immense
mystery and awesome reality of the Mass,
each person must be aware that to partic-
ipate in the Eucharistic sacrifice is a chief
duty and supreme dignity. It should never
be offered in an inert and negligent fashion,
giving way to distractions and daydreaming.

7Cft. Gal. 6:14.
18Mal. 1:11.

36 « Volume 149, Number 4

'The faithful must enter into the Mass with
earnest concentration so that they may be
united as closely as possible with the High
Priest, Jesus Christ.

Participation in Mass—praying the
Mass, not praying at Mass—is to be praised.
This would most practically be accom-
plished with the use of hand missals, or by
getting to Mass early to pray and not chat
with neighbors—in other words, by prepar-
ing ahead of time.

Remember, prior to the twentieth cen-
tury, there was very scant use of electricity.
'There were no microphones and experimen-
tation on electric lights had just begun in the
late nineteenth century. After the invention
of the printing press in the fifteenth century,
books were still rare and very expensive.
And yet, for at least one thousand nine hun-
dred years, people went to Mass, knew what
was happening, and participated. Imagine
a Pontifical Mass at the main altar of Saint
Peter’s Basilica attended by three thousand
people. The modern Mass would not have
been possible with all of its active participa-
tion and the need for everything to be heard.

Pope Pius XII and the liturgical move-
ment of the early twentieth century, however
(and rightly so), wanted to take advantage of
modern advances and the mass production
of books. Hand missals for the laity were
printed and encouraged. Pray the Mass and
not pray at Mass became the motto. There
was resistance to this idea.

He also encouraged the people to make
responses and sing the responses at a Missa
Cantata.

105. Therefore, they are to be praised
who, with the idea of getting the Chris-
tian people to take part more easily and
more fruitfully in the Mass, strive to
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make them familiar with the “Roman
Missal,” so that the faithful, united with
the priest, may pray together in the very
words and sentiments of the Church. They
also are to be commended who strive to
make the liturgy even in an external way
a sacred act in which all who are pres-
ent may share. This can be done in more
than one way, when, for instance, the
whole congregation, in accordance with
the rules of the liturgy, either answer the
priest in an orderly and fitting manner, or
sing hymns suitable to the different parts
of the Mass, or do both, or finally in high
Masses when they answer the prayers of
the minister of Jesus Christ and also sing
the liturgical chant.

106. These methods of participation in
the Mass are to be approved and recom-
mended when they are in complete agree-
ment with the precepts of the Church
and the rubrics of the liturgy. Their chief
aim is to foster and promote the people’s
piety and intimate union with Christ and
His visible minister and to arouse those
internal sentiments and dispositions
which should make our hearts become
like to that of the High Priest of the New
Testament. However, though they show
also in an outward manner that the very
nature of the sacrifice, as offered by the
Mediator between God and men,'’ must
be regarded as the act of the whole Mys-
tical Body of Christ, still they are by no
means necessary to constitute it a public
act or to give it a social character.

A dialogue Mass, usually Low Mass,

would have people and priest respond to

YCf. 1 Tim. 2:5.
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certain parts of the Mass aloud. This could
also happen at a Sung Mass, where people
and priest responded one to the other. This
was a big change in mentality. The whole
concept of a verbal dialogue, either spo-
ken or sung, between the priest and people
was relatively new. Even to this day there
are many who resist this idea in the ancient
use of the Mass. Of course, just the oppo-
site exists in the practice of the Missal of
Paul VI, where everything has to be said
and done. Pius XII issues warning in this
regard, however.

106. . . . A “dialogue” Mass of this kind
[Missa Cantata sung with the priest and
people] cannot replace the High Mass
[Solemn Mass with priest, deacon, sub-
deacon, clergy, and choir] which, as a
matter of fact, though it should be offered
with only the sacred ministers present,
possesses its own special dignity due to
the impressive character of its ritual and
the magnificence of its ceremonies. The
splendor and grandeur of a high Mass,
however, are very much increased if, as
the Church desires, the people are pres-

ent in great numbers and with devotion.

Correcting Errors in Connection to the
Mass

'The pope then goes on to correct an erro-
neous theory that was floating about and is
still alive and well today, namely, that the
priesthood of the people and the ministerial
priesthood are basically the same and that a
Mass without the people would be invalid.

No.

The priesthood of the ordained priest
and the priesthood of the people are com-
plementary, but distinct. The lay people
ofter the Holy Eucharist with and through
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the priest at the altar, but the priest alone
has the power to offer the sacrifice and con-
secrate the bread and the wine. The priest
receives a distinct sacrament which con-
forms him to Christ, the high priest.

'The blurring of the distinction between
the ministerial priesthood and the baptis-
mal priesthood of the people is the source of
many problems today. This warning was not
heeded, and people are encouraged to do
everything the priest does. (Isn't this really
Presbyterianism?)

One example is the orans position. Only
the priest should extend his hands during
the praying of the “Our Father,” but many
lay people, sadly at the encouragement of
priests, extend their hands with the priest.

82. The fact, however, that the Faith-
ful participate in the Eucharistic sac-
rifice does not mean that they are also
endowed with priestly power.

'The people must unite with Christ as a
victim, purifying their souls and reproduc-
ing the image of Jesus Christ. Their partic-
ipation in the external rite should represent
the internal immolation of their heart and
body.

Another example of this error is that it is
said by some that a private Mass of a priest
by himself, even without a server, cannot be
valid if the people are not present. The peo-
ple would almost be seen as concelebrants.
'This is absolutely false.

It is preferred for a priest who says a pri-
vate Mass to have a least one server, but in
cases of necessity the priest may say Mass
alone and it is totally valid. Why?

Because no Mass is ever technically “pri-
vate.” The whole church is present at every

Mass:
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—The Church Triumphant
—The Church Suffering
— The Church Militant

A Push for the Reception of Holy

Communion and Eucharistic Devotions

118. But the desire of Mother Church
does not stop here. For since by feast-
ing upon the bread of angels we can
by a “sacramental” communion, as we
have already said, also become partak-
ers of the sacrifice, she repeats the invi-
tation to all her children individually,
“Take and eat. . . Do this in memory of
Me”? so that “we may continually expe-
rience within us the fruit of our redemp-
tion™! in a more efficacious manner. For
this reason the Council of Trent, reecho-
ing, as it were, the invitation of Christ
and His immaculate Spouse, has ear-
nestly exhorted “the faithful when they
attend Mass to communicate not only by
a spiritual communion but also by a sac-
ramental one, so that they may obtain
more abundant fruit from this most holy

sacrifice.”?

He Praises Eucharistic Devotions:
1. Visits to the Blessed Sacrament in the
tabernacle
2. Benediction of the Blessed Sacrament
3. Solemn Eucharistic processions
— Corpus Christi
— Forty Hours devotions
4. Extended adoration of the Blessed

Sacrament for times of prayer

201 Cor. 11:24.

2IRoman Missal, Collect for the Feast of Corpus
Christi.

2Council of Trent, session 22, c. 6.
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He talks about the real presence of Jesus
in the Blessed Sacrament.

128. The divine Redeemer is ever repeat-
ing His pressing invitation, “Abide in
Me.”? Now by the sacrament of the
Eucharist, Christ remains in us and we
in Him, and just as Christ, remaining in
us, lives and works, so should we remain

in Christ and live and work through
Him.

129. The Eucharistic Food contains, as all
are aware, “truly, really and substantially
the Body and Blood together with soul
and divinity of our Lord Jesus Christ.”*
It is no wonder, then, that the Church,
even from the beginning, adored the
body of Christ under the appearance of
bread; this is evident from the very rites
of the august sacrifice, which prescribe
that the sacred ministers should adore
the most holy sacrament by genuflecting

or by profoundly bowing their heads.

133. These exercises of piety have brought
a wonderful increase in faith and super-
natural life to the Church Militant upon
earth and they are reechoed to a certain
extent by the Church Triumphant in
heaven which sings continually a hymn
of praise to God and to the Lamb “who
was slain.”?® Wherefore, the Church not
merely approves these pious practices,
which in the course of centuries have
spread everywhere throughout the world,
but makes them her own, as it were, and

by her authority commends them.? They
spring from the inspiration of the liturgy
and if they are performed with due pro-
priety and with faith and piety, as the
liturgical rules of the Church require,
they are undoubtedly of the very greatest
assistance in living the life of the liturgy.

In summary:

1. The Mass is the august sacrifice of the

altar. It is no mere empty commem-
oration of the passion and death of
Jesus Christ, but a true and proper act
of sacrifice, whereby the High Priest
by an unbloody immolation offers
himself a most acceptable victim to
the Eternal Father, as he did upon
the cross. It is a sacrificial banquet
whereby we are invited to receive the

Lamb of God.

2. The ends of each Mass are the same as

in the sacrifice of Calvary:

a. First, to give glory to the heav-
enly Father, as an odor of sweet-
ness that ascends to heaven.

b. The second end is to give
thanks to God.

c. 'The third end is that of
expiation, propitiation, and
reconciliation.

Expiation: making

reparation for guilt or
wrongdoing.

Propitiation: make satisfaction
or appease.

Reconciliation: to bring
forgiveness and unity.

d. The fourth and final end is that

of impetration (asking fervently)

ZJohn 15:4.

%Council of Trent, session 13, c. 1.

%Cf. Council of Trent, session 13, chapter 5 and
BRev. 5:12, cf. 7:10. c.6.
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3. Participate in the Mass by praying 6. The Holy Eucharist is the real pres-
the Mass. This is to be praised. It is not for-  ence of Christ—body, blood, soul, and
bidden to pray other things at Mass, but it  divinity.

must not be primary. — We must have reverence in attitude
— In like manner we should sing the (talking, attire, genuflections, etc.).
Mass, not just sing at Mass. — Be modest.
4. The priest offers the sacrifice; the peo- — Receive Holy Communion in a
ple offer it through and with him. state of grace.
— Private Masses are perfectly good. — Have proper respect. #
5. Eucharistic Devotions outside of
Mass are highly praised.
— Adoration
— Benediction

— Eucharistic processions
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‘Repertory

A Marian Antiphon for Christmastide

A search for the ariginal version 0f the text reveals insigbz‘s into Marian

prety.
by Dom Georges Frenaud, O.S.B.

mong the many chants which
the liturgy of Christmas conse-
crates to Our Lady, the ancient
antiphonaries give, following
the antiphons of the Benedictus and the
Magnificat, a whole series of little gems
which, for the most part, praise the Mother
of God and her wonderful virginity. Today
these antiphons are no longer used during
the Christmas Office. The Processionale,
however, and the Varie Preces have pre-
served quite a few of them. One of these
is the subject of this article, which seeks to
determine its original text.

Here it is, as given at present in the
Monastic Processionale of Solesmes:

Virgo Dei Genitrix,

quem totus non capit orbis,
in tua se clausit

viscera factus homo.

Vera fides Geniti

purgavit crimina mundi,

et tibi virginitas

inviolata manet.

a
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[]
ra fi-des Gé-ni-ti purgdvit aimi-na mun-di, & t-bi

L]
vir-gi-ni- tas invi- -l ta ma- net.

Figure 1. Antiphon Virgo Dei Genitrix from
the Processionale Monasticum (Solesmes: E
Typographeo Sancti Petri, 1893), p. 272.
The ancient antiphonaries
give, following the antiphons
of the Benedictus and the
Magnificat, a whole series
of little gems which, for the
most part, praise the Mother

of God.

This article has been edited and reprinted from The Gregorian Review, 3, no. 6 (Nov.—Dec., 1956),

26-35.
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148. — Virgo Dei Genitrix.

[ ]
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tas invi-old-ta ma net.

Figure 2. Antiphon Virgo Dei Genitrix from
Cantus Selecti ad Benedictionem Ss.mi
Sacramenti (7ournai: Desclée, 1957), pp.
181-2.

We find the same text, in whole or in
part, in the various liturgical books in five
different forms:

1. As an antiphon at Christmas, usually
in the group added after the antiphon Hodie
Christus natus est at the Magnificat of Sec-
ond Vespers.

2. As a verse of a responsory of Mat-
ins, now dropped from use, which used to
be sung at the Second or Third Nocturn at
Christmas. Here is the complete text of this
fine piece which wonderfully commemo-
rates the triumphant royalty of Christ:

R. Continet in gremio czlum terram-
que Regentem Virgo Dei Genitrix
proceres comitantur Herilem, per
quos orbis ovans Christo sub Prin-
cipe pollet.

V. Virgo Dei Genitrix, Quem totes non
capit orbis in tua se clausit viscera
factus homo.
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Figure 3. Responsory Continet in Gremio,
from an antiphonary for Franciscan use from
the late thirteenth or early fourteenth cen-
tury, Fribourg, Switzerland, f. 38r <https://
www.e~codices.unifr.ch/en/fec/0002/38r>.

3. The same holds true for the gradual Ben-
edicta et venerabilis es which is still used today
for the Missa de Beata per annum. Here, too,
the strophe Virgo Dei Genitrix forms the verse.

Grad. § t 1
4. n__m* a

. e g ik A
B E-ne-dicta * ct ve- ne-rd- bi-lis es, Virgo

[]
tus non ca-pit or-

Gé-ni- trix, quem to-
3 L
L] . E I |
jEFM— L] [}
[ [} T
! 5 i' [}
bis in tu-a se clau- sit  vi- sce-ra * fa- ctus

Figure 4. Gradual Benedicta et venerabilis es
from Graduale Romanum (New York: Desclée,

1961), p. [76].
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4. On the other hand, the second part of
the text, Vera fides Geniti, was formerly used
as a communion antiphon on certain feasts
of the Blessed Virgin, although this prac-

tice does not seem to have been general.

Hymn. a _
Yz. ol ]

Irgo, De- i Gé-nitrix, * quem to-tus non ca-pit or-

%:'.. ", m - ..=I ..||$n.n1
i i " ' [ L] i

[]
bis, In tu-a se clausit visce-ra factus homo. 2. Ve-ra fi-des

PSP R I i
'ﬁ a — el Hol P -
gy - ¥ il lin n vom
— g i
- % Gé-ni-ti purga-vit crimi-na mundi, Et ti-bi virgi-ni-tas
1 B L *
F"l_ﬁ :—1—1 * s . Il _— H " a " . H s . 1
Eﬂ ! l - g pll Min
. _-‘gﬂ il ip IEI I o dl K’ h,‘ invi- o-la-ta manet. 3. Te matrem pi- e-ta-tis, opem te cla-
4

Py —-JQ;—iL_—--_ — R
s mwola mamm-Rgnamu-

Figure 5. Communion Vera fides Geniti from
Graduale Sancti Victoris cum notis (Paris:
Abbaye Saint-Victor, 1270-1297), f 133r.

5. Finally, the complete text of the anti-
phon forms the two first verses of a charm-
ing little Marian hymn which manuscripts
of the twelfth to fifteenth centuries some-
times ascribe to Lauds of the Assumption.
To the two verses of the antiphon, the hymn
adds a third (7¢ matrem) and a doxology
(Gloria magna Patri).

We shall see that the
antiphon itself is
found in much earlier

Sourcees.
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mi-tat orbis: Subwvé-ni- as famu-lis, o bene-dicta, tu- is.
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4. Glo-ri- a magna Patri, compar sit glé-ri- a Na-to, Spi-ri-

'El | *a

n
tu-1i Sancto, glé—ri— a magna De-o.  A-men.

Figure 6. Hymn Virgo Dei Genitrix, as
found in Cantus Selecti ad Benedictionem
Ss.mi Sacramenti (Tournai: Desclée, 1957),
. 181

This final use of the Virgo Dei Genetrix
shows us that we have here a metrical anti-
phon. There is nothing to indicate, however,
that the text would have been originally
part of a hymn to Our Lady. The hymn
which does give it to us does not appear in
the manuscripts until toward the end of the
eleventh century. We shall see that the anti-
phon itself is found in much earlier sources.

'The communion Vera fides Geniti is used
for the Mass of September 8 in a manu-
script of Lucca (No. 606), probably writ-
ten at the end of the eleventh century. We
know of no more ancient source, and none
again until the thirteenth century.

'The gradual Benedicta et wvenerabilis
does not itself go back further than the
eleventh century. Moreover, the part of
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our text which it uses as a verse is easy
to restore with certainty. It cannot, there-
fore, help us to restore the second part of
the antiphon.

The responsory Continet in gremio is cer-
tainly more ancient. We find it as early as
the end of the ninth century in the Liber
Responsorialis of Compeigne. It is among
the seventeen responsories that this man-
uscript assigns to the third Nocturn of
Christmas. Here, too, the verse contains
only the first part of the antiphon text.
We should also say that other manuscripts
of sufficient antiquity give this responsory
a completely different verse. We cannot,
then, depend on this use of the text Virgo
Dei Genitrix to establish the composition as
going back to an origin in the Night Office
of Christmas.

It seems clear that the original form of
this text is the antiphon itself. It is found in
the three oldest antiphonaries for the office
which we know of at present: the Liber
Responsorialis of Compeigne, the Hartker
Monastic Antiphonary (St. Gall 390) and
the Antiphonary of St. Eloi of Noyon (a pri-
vate collection, without page numbers, for
Christmas Vespers). But the writings of St.
Pascasus Radbert provide us with two other
very valuable points of information which
make it possible to place its origin further
back. It is, in fact, to the Abbot of Corbie
that we now attribute the first of the four-
teen Marian sermons published in Migne’s
Latin Patrology as appendix to the works of
St. Hildefonse of Toledo. This sermon on
the Assumption reproduces a passage from
the Virgo Dei Genitrix. Here are the lines
containing the excerpt:

Virgo siquidem ante partum, virgo in
partu et virgo post partum: Quem totus
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itaque non capit orbis in ejus se clausit
viscera Deus factus homo (Migne,

XCVT, 243 A).

This undeniable borrowing proves that
St. Pascasus must have known our text. It
makes it possible, moreover, to see a second
illustration which is made in the famous
letter Cogitis me on the Assumption. An
innocent literary blunder attributed this
writing to St. Jerome during the whole of
the Middle Ages, but Dom Lambot has
clearly shown that it was by the Abbot of
Corbie. Among the many allusions or bor-
rowings which this letter makes from the
Marian texts, we find these lines:

Quz (Virgo), ut diximus, non temere per
Christi gratiam super choros Angelorum
exaltata devotissime hodie predicatur:
quia pracessit eam Dominus et Salvator
noster ex ea vera fide Genitus ad celestia

(Migne, XXX, 129 BC).

The words vera fide Genitus are found,
as we shall see, in a very ancient version of
our antiphon. Since St. Pascasus knew of
it, and since he is usually very generous
by way of liturgical citations, it seems cer-
tain that we have in this letter Cogitis me a
reference to the second part of our Virgo
Dei Genitrix.

Now both the Sermon and the letter are
youthful works of St. Pascasus.! These writ-
ings were composed about the year 830. We
can, therefore, without risk of error, attri-
bute the antiphon Virgoe Dei Genitrix to
the beginning of the ninth century. It does
not, however, seem to have belonged to the

1See Henrie Peltier, Pascase Radbert, Abbe de Corbie
(Amiens: L.-H. Duthoi, 1938), pp. 111-13.
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original texts of the Christmas Office. The
more ancient Beneventan manuscripts do
not give it, and it is not found in the Roman
antiphonaries of the twelfth century,
although these seem to have preserved cer-
tain archaic aspects of the original Roman
liturgy. We may assume some evidence in
tavor of a Gallic origin at the beginning of
the Carolingian “renaissance.” Documents
are lacking, however, for establishing this
as certain. It is obvious, on the other hand,
that by the eleventh century the antiphon
was already in use throughout the Christian
world (Spain, Italy, France, Germany, and
possibly England).

What was, in the beginning, the exact
text of this antiphon? For the first part all
sources agree (a single manuscript replaces
orbis with mundus, which does not alter the
sense). 'The present text is, therefore, cer-
tainly the original.

It is not the same for the second part of
the antiphon, which is found mainly with
two variations. One of them is of no interest
except for future classification of the man-
uscripts; it deals with the last word of the
antiphon, manet, which sometimes becomes
permanet, and sometimes permansit. The
other variant, on the contrary, changes the
very meaning of the passage and should
be given full consideration. The expression
Vera fides geniti of the beginning of the sec-
ond part is often replaced in some versions
by Vera fide genitus, or somewhat more rarely
by Vera fides genitus. We find, too, for the
same passage, other variants in single cases:
Vera fides genitris, Vera quidem geniti, Vera
fide geniti. One manuscript of Norcia had
originally Vere quidem genitus, which a sec-
ond hand has corrected to Vere fides geniti.
Which, then, is the authentic version?

If we use each of the three main variants
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in their context, (1) Vera fides geniti, (2) Vera
fide genitus, and (3) Vera fides genitus, we can
immediately make certain observations.

Variant 3 does not make acceptable
sense. It would have to be translated thus:
“True faith, the Begotten-One has washed
away the crimes of the world.” This ellyptic
style, however, was rarely used in the Mid-
dle Ages. It is much more likely, if not cer-
tain, that this is a case of a copyist’s error,
placing fides where fide should have been.
We shall see, furthermore, that this error,
followed at St. Gall, was widespread only
in the manuscripts descended from that
school.

Variant 1 was used in a more widespread
fashion, and forms the version we have at
present as standard. It is not useful, how-
ever, without certain serious drawbacks. We
cannot, indeed, translate it as “The true faith
of the Begotten-One,” that is, of Christ.
Patristic tradition has never attributed
faith to Christ. The only possible meaning
would be “The true faith in him who has
been begotten to wash away the sins of the
world,” or possibly, “The true faith as taught
by him who is begotten.” According to St.
Paul (Rom. 3:26), St. Augustine speaks thus
several times of fides Christi in the sense of
Jides in Christum. There remains, however,
a serious objection to this reading and this
interpretation. It comes from the following
words: purgavit crimina mundi. Is it really
our faith which washes away the sins of the
world?

Properly speaking, it is Christ, the
Begotten-One himself who brings about
this universal purification: Agnus Dei qui
tollit peccata mundi. Our personal faith puri-
fies only our individual faults. It achieves
only our subjective redemption. Yet, if we
do not make this faith a source or effective

Volume 149, Number 4 « 45



cause, but rather a formal cause, the phrase
maintains some meaning, difficult no doubt,
but acceptable. Faith in Christ, to the mea-
sure that it is developed, dispels the shad-
ows of sin. Thus light destroys darkness.
And this is also the sense which we must at
present understand when we sing either the
antiphon or the hymn Virgo Dei Genitrix.
Nevertheless, taken thus, this strophe seems
stiff and wooden. The piece is completely
Marian; the phrase Vera fides geniti would
really have no Marian significance (since it
deals with our own faith); it would, more-
over, have no link with the ending of the
strophe: ez tibi virginitas inviolata manet.

Everything seems normal, however, with
variant 2: Vera fide Genitus. 'The meaning
seems very clear: Christ, begotten through
the true faith of Mary, has washed away the
sins of the world, and, because of this very
fact of its accomplishment by faith, the vir-
ginity of the Mother of God has remained
intact. There is a close connection between
the two parts of the strophe, and the first
words evoke a thought which is both very
rich and completely traditional.

It is at just this point, however, that
paleographers would stop us. In a con-
flict between two versions, they usually
give preference to the more difficult read-
ing, since that is the one which would have
had more opportunities to be corrected. In
this case, no corrector would have thought
of changing this wera fide genitus, which
is quite clear, into wvera fides geniti, which
is much less so. The opposite would seem
more likely. Thus from the paleographer’s
point of view, the more difficult reading
would be the older one.

We must, therefore, have recourse to a
chronological comparison of the evidence.
Before making it, however, we can note that
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in this case variant 3 from the manuscripts
of Noyon and St. Gall offers us another
explanation, which is also very logical, of
the divergencies which we have observed.
Supposing that the original text was Vera
[fide genitus, we see that the simple error of
a scribe, involuntary and mechanical, could
have changed it to vera fides genitus, which is
nearly incomprehensible. It could well have
been this scribe’s error, then, which drew
the attention of later copyists. Not being
aware of the original reading, they may
have thought that they were right in chang-
ing the error from genitus to geniti, which,
in fact, does improve the clarity of the text
somewhat. Thus we could have passed, log-
ically enough, from wvera fide genitus to vera
fides geniti in two simple steps of a double
Error.

We were able to examine the manuscript
sources.” We used the photographic copies
of manuscripts which are kept in the Salle
de Paléographie at Solesmes. We have been
able to add to these the letter Cogitis me of
St. Pascasus Radbert, mentioned above,
and the homily Congrue satis of St. Odilon
of Cluny on the Gospel of the Assumption,
which also borrows from our antiphon the
expression wvera fide genitus (Migne, P.L.,
XCVI, 263 A).

'The ultimate scope of these manuscripts
will be realized only by their classification
into “family” groups, but for the time being
a simple chronological classification would
seem to authorize a solid decision in favor
of the reading Vera fide Genitus. This read-
ing is given in the only two sources pres-
ently known to be from the ninth century.

“For students of paleography who may wish to ex-
amine this list of sources in detail, we note here
that it is published in the Revue Grégorienne,
1952, no. 6 (November-December), 206.

Sacred Music | Winter 2022



The manuscripts of the tenth century also
favor it. The readings in the two which dis-
agree have no serious basis, as they prob-
ably represent a copyist’s error which goes
back to an older common source of both.
At this time there is no trace of the read-
ing Vera fides geniti. In the eleventh century
most of the manuscripts continue to favor
the original reading of the ninth century.
Two manuscripts reproduce the error vera
Jides genitis. 'The reading wvera fides geniti
also now appears for the first time in four
sources.

'The manuscripts of the twelfth century
are about equally divided between the old
ninth century reading and the new correc-
tion wera fides geniti. They occur in Italy,
Germany, and France.

A few explorations of the manuscripts of
the thirteenth century show the persistence
of the two more common readings, the
oldest and the newest, but the latter, vera
fides geniti, tends to become more and more
common. It is the only reading used in the
communion antiphons, and it seems to have
been chosen at the outset for the Hymn
Virgo Dei Genitrix, which goes back to the
end of the eleventh century at the earliest.

However summary this examination
of manuscript resources may be, it gives a
very clear and strong presumption in favor
of the leading wera fide genitus. This read-
ing, moreover, does not merely represent
a restoration of an authentic text. We also
make a real gain in the doctrinal value
of the text, and find it to be much more
in conformity with the theological tradi-
tion of the high Middle Ages. In the sum-
mary of our little inquiry, this aspect of the
problem deserves to be given a brief sepa-
rate consideration.

Our anitphon is a Christmas chant as
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well as a Marian chant. It combines two
qualities which are apparently contrary,
but which are characteristic of the ancient
Roman liturgy. It is both conservative and
allusive. The first strophe returns us to
that very atmosphere of Marian devotion
which characterized the first seven cen-
turies of the Christian era. We honor in
Mary both her perpetual virginity and her
divine motherhood. The three first words
tell the whole story. The development which
follows only serves to convey the admiration
elicited by those two opposing and appar-
ently irreconcilable aspects of the mystery: a
God who infinitely transcends all the limits
of creation, and a child who is yet clasped
to the maternal bosom. This is a basically
lyric theme which leaves the soul suspended
before the incomprehensible. The antithesis
is very powerfully underscored, and every
word enhances it. This is a pure contem-
plation of the church in ecstasy before the
ineffable miracle. We find a similar pas-
sage in the beautiful responsory Sancta et
Immaculata:

Quia quem czli capere non poterant, tuo
gremio contulisti.

The second strophe is somewhat more
human in aspect. Here, too, the first three
words seem to be the key. This is why it is so
important to establish their original form.
This fide Genitus is a parallel to the wverdo
concepit which the liturgy attributes to Mary
in several other chants of Christmas. Thus it
forms an echo of the many-times-repeated
words of St. Augustine: “Non enim Virgo
libidine, sed fide concepit.” The wera fides

3St. Augustine, Sermo LXIX, de Verbis Domini,
n.X, c.3, n.4, Migne, P.L., XXXVIII, 442.
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is the living faith, that which blossoms into
true charity. This also brought the great
Bishop of Hippo to say: “Propter cujus sanc-
tum in Virginis utero conceptionem, non
concupiscentia carnis urente factam, sed
fidei charitate fervente, ideo dicitur natus de
Spiritu Sancto et de Maria Virgine.”

We cannot refrain, either, from cit-
ing again Sermon CXCVT (XIII in Natali
Domini) which inspired the Middle Ages
to one of the most beautiful Marian
sequences: “Angelus nuntiat, Virgo audit,
credit et concepit. Fides in mente, Chris-
tus in ventre.” If, then, the Incarnation is,
on the part of God, a work of grace and
mercy, it is, from man’s point of view, the
fruit of the living faith of the Virgin Mary.
The universal work of salvation began to
be accomplished in that act of faith. By it
Mary becomes the perfect model of the
church, which also ceaselessly engenders
Christ through its faith. She is also the per-
fect model of every Christian soul, which
continues, through this same living faith,
to give birth to Christ within itself and
around it. Who would fail to see in this
an echo and wonderful development of the
greeting which Elizabeth gave her cousin:
“Beata qua credidisti, perficientur in te
quz dicta sunt tibi a Domino”?

The rest of the antiphon, however,
lengthens our perspective. Since Mary’s
faith engendered the Savior, she has,
through him, achieved the redemption of
the world. Vera fide Genitus purgavit crim-
ina mundi. Moreover, this
conception through faith alone is, for the

miraculous

*St. Augustine, Sermo CCXIV, n.6, Migne, /. cit.,
1069.

>St. Augustine, Sermo CXCVI, Migne, P.L.,
XXXVIII, 1019.
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Mother of God, a guarantee of her virgin-
ity. True faith is both chaste and fruitful.
When it attacks sin, it purifies. When it
lives in a virgin soul, it produces this moth-
erhood without jeopardizing this virginity.
Our vera fide Genitus thus explains why, in
Mary, virginity remains inviolate.

In these few lines of remarkable serious-
ness, liturgical prayer has gathered together
the essence of Marian piety as it was known
to the first centuries of the Christian era:
the faith of a virgin mother, the perfect
ideal of what the entire church and each of
its members should attain. We cannot help
but hope that one day soon this beautiful
text will be restored to an honored place
in the public celebration of the mystery of
Christmas, which is also, in its way, the
mystery of Mary. #
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A Succinct Mass by Johann Stadlmayr

This c/oarmz'ng setting is well-suited for paris/o choirs which have more

female than male voices.

by Charles Weaver

g\v\‘:‘g ohann Stadlmayr (d. 1648)
(zﬁ\ & began publishing Catholic litur-
@I?i gical music in 1596, marking

I8l the beginning of a long and pro-
lific career. He served first (from 1603) in
the chapel of the Archbishop of Salzburg
and was later chapel master to the Habsburg
Archdukes of Innsbruck, where he lived
until the end of his life. Stadlmayr wrote a
wide variety of music, frequently employ-
ing the newly emerging styles of polychoral
effects and concerted music for instruments
and voices together. Consequently, most
of his Mass settings are for six, eight, ten,
twelve, or fourteen voices, and they are
designed to be sung together with brass
instruments. His musical style is similar
to that of his more famous contemporary
Michael Praetorius.

In contrast to this grand music, Stadl-
mayr published one collection of short
mass settings (misse breves) for four and
five voices in 1641. Could this have been a
response to the economic necessity caused
by the hardship of the Thirty Years’ War?
'The five-voice mass, presented here in a
new edition, is the final mass of this collec-

tion. The musical style is simple, with very
few syllables set to more than one note. The
only musical effects are alternations of duets
with the full choir, and a recurring change
to triple meter, usually coupled with a rising
harmonic sequence. This charming Mass is
among the shortest settings I know, with
some of the movements taking less time in
performance than some of the plainchant
settings of the Kyriale.

Performing Forces

The 1641 collection includes a basso continuo
part, which almost entirely follows the low-
est sounding voice. Choirs should feel free
to sing this mass @ cappella or with accom-
paniment by the organ as the needs of the
singers and the liturgical situation require.
In the interest of efficient use of space, I
have not printed the dasso continuo part on
its own line; an organist should feel free to
accompany by doubling the lower voices. In
the few instances where the original dasso
continuo part featured independent notes,
I have printed these in small notes in the
vocal bass part. The first example of this
is in the Kyrie, m. 7. Choirs performing a

Charles Weaver is on the faculty at the Juilliard School of Music, and is pursuing a doctoral degree in music

theory at the City University of New York. His research interests include the history of music theory and the

theory of plainchant rhythm. He lives in Connecticut with his wife and four children, and serves as organ-
ist and director of music at St. Mary’s Church in Norwalk, Connecticut.
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cappella should feel free to omit these parts
entirely or to sing them with the text under-
laid as they see fit.

'The scoring of the vocal parts is for two
soprano parts, one alto, one tenor, and one
bass. The range of the alto part is narrow
enough that it should be equally comfortable
for female altos or for high male voices. This
is an unusual feature in sixteenth- and seven-
teenth-century masses, whose vocal ranges
are often difficult to adapt to the needs of
modern choirs. Together with the charming
style and brevity, this mass becomes a good
choice for a parish choir with a high propor-
tion of female voices.

Together with the
charming style and
brevity, this mass
becomes a good choice
for a parish choir with
a high proportion of

female voices.

Rhythm and Tempo

'The duple sections are given a mensuration
sign of tempus impeiy%a‘um, or what we now
call common time. In these sections, the
note values of syllables are mostly quarters,
eighths, and halves. Occasionally, syllables
are set on a single sixteenth note following
a dotted eighth. It seems best, as a result,
to beat quarter notes. As with much syllabic
music of this style, special care should be
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taken with weak final syllables that fall on
downbeats at the ends of phrases. Most of
us are tempted to strike these hard and take
a quick catch breath before the next phrase,
but it is better to round the phrase oft nicely,
with attention to the accentuation of the
words. Beating quarter notes also mitigates
this problem.

'The exception to my suggestion of quar-
ter-note conducting is in the first section
of the Sanctus, where the note values are
considerably longer. It can work well in
this movement to beat half notes. There is a
nice effect at the opening of this movement
caused by the temporal displacement of the
voices. If all the voices cut oft a quarter note
from each iteration of the word “sanctus”
this allows the tenors to pop out of the tex-
ture. Given the slower values, some direc-
tors may wish to take this section faster,
which is also helped by the different con-
ducting pattern.

The triple sections are written in a tripla
proportion (a time signature of 3/1). 'This
raises the question of the proper relation-
ship (if any) between the tempo of the duple
and triple sections. Given the rather contin-
uous speech rhythm of this mass, I find that
I like to keep the pulse going, so that the
quarter note of the duple sections becomes
the whole note of the triple sections. Tech-
nically, this is a guadrupla proportion, and
it is not generally associated with the theory
of triple-meter sections. But it has the nice
practical effect of keeping the pace of the
text even, since the eighth notes become the
half notes. Done in this way, the meter con-
trast is one of grouping rather than one of
complicated proportions. If the first section
of the Sanctus is conducted in two, it is the
half note and not the quarter note that sup-
plies the pulse for the triple sections. I find
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these transitions to the “Osanna” sections
to be the most difficult meter changes.
Other directors may prefer to find other
solutions.

Melody and Harmony

Certain aspects of the harmony sound rel-
atively modern in comparison to most stile
antico music. Voices are often called on to
sing difficult intervals: diminished fifths
(tenor, Gloria, m. 27); augmented octaves
(bass, Gloria, m. 36); and chromatic semi-
tones (soprano 1, Credo, m. 17). It may
be useful to spend some rehearsal time on
these sections. These chromatic semitones
often form part of a rising sequence in the
triple sections. This is usually paired with a
text whose rhetoric builds to a grammati-
cally accented word—*Jesu Christe” in the
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Gloria, “Deo vero” and “Ecclesiam” in the
Credo. These should probably form high
points of dynamic shapes.

In all the other section, the dynamic
shapes should be dictated by the sense of
the words and the text setting, following
the standard rhetorical shape of the Mass
Ordinary: softer beginning for “Qui tollis”
in the Gloria; renewed energy for “Cum
Sancto Spiritu;” dynamic contrast for the
contrast of death and life in the Credo.
Shadings of tempo and dynamics may be
coordinated as well. The “Et incarnatus est”
section of the Credo is in much the same
harmonic language as the rest of the mass,
but its note values are longer. It may be
appropriate to respond to this with a softer
dynamic and with a slight slackening of the
tempo. <
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(ommentary

Celebrating the Traditional Latino Mass:
Incorporating Latin Music into Today’s “Ethnic”

Liturgies

Gregorian chant and sacred polyphony are at home in Masses in any language.

by Trent Beattie

uring Ascension week last sum-

Er‘gg/%}i mer, | listened several times to
@?éj& a recording of Tomds Luis de
k=2 Victoria's Christus.
The famous motet, which means “Christ
ascending” is a refreshing, serenely trium-
phant, joyful, and uplifting means of draw-
ing the attention of listeners heavenward.

This is what should be expected from
the best-known Spanish composer of the
Renaissance. Born in 1548 in Avila, Spain,
Victoria is best known for his compositions,
but he was also an organist, singer, and, not
least of all, a priest. Even though Padre Vic-
toria lived in the days before baseball, he hit
a homerun with the fittingly hope-filled
Ascendens Christus.

After this encouraging Ascension week,
due to the musical efforts of a priest from
Saint Teresa of Avila’s time and place, I
attended a Spanish Mass on Sunday, far
removed from Saint Teresa chronologically
and geographically. Sadly, it also turned out
to be far removed from her spiritually.

Ascendens

The scene, in sharp contrast to the week
that led up to it, was rich in chaos and irony.
'The priest and deacon chanted parts of the
Mass, yet the choir was, to put it diplomat-
ically, out of place. They were heavily “tech-
no-fied” with a portable electric keyboard
and extra loud speakers—and I do mean
extra-loud speakers.

The music was so loud, in fact, that even
ifit had been Gregorian chant, it would have
been disturbing. Aside from the volume,
the other problems with the music were
voluminous. It was heavy, artificial, obnox-
ious, aggressive, self-seeking, agitated, and
earthbound. It was the exact opposite of
Ascendens Christus. My Ascension week that
had been going so well, was now descend-
ing rapidly into the netherworld.

“Purgatorian” Mass

Purgatory has been described as “a heavenly
hell” or “a hellish heaven.” It is for souls who
are certain to obtain life eternal, yet its pains
are even said to be equal to some of those in

Trent Beattie has written several articles for various Catholic publications and has compiled Saint Alphonsus

Liguori for Every Day, a new edition of which is now available from Mediatrix Press.
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hell, duration only excepted. It is a myste-
rious mixture of intense joy and intense suf-
fering. ‘That, in a “scale model” way, was
what took place at this Sunday Mass. Dis-
tinctly pleasant and unpleasant things were
mixed into one entity.

What added to the deeply confusing and
ironic nature of the event was that it took
place in a parish named after Pope Saint
Pius X, the author of the Motu Proprio 77a
le sollecitudini, released on Saint Cecilia’s
feast day, November 22, 1903. Article 17 of

this classic on sacred music states that:

In general it must be considered a very
grave abuse when the liturgy . . . is made
to appear secondary to . . . and at the ser-
vice of the music, for the music is merely
a part of the liturgy and its humble
handmaid.

'The faithful should not be subjected to a
concert with a Mass that just happens to be
tacked onto it. This situation is considered by
the Holy Father to be, not only a grave abuse
(bad enough for a trip to hell when done
with full knowledge and consent), but “a very
grave abuse,” which raises the question as to
whether some liturgical abuses can even be
classified as “sins that cry out to heaven.”

This might seem extreme at first, but
aside from the imagery of a singer literally
crying out to heaven, what is done in church
is done directly in God’s presence. In fact,
Pope St. Pius X even goes so far as to say in
the introduction to 7#a le sollecitudini that:

it is vain to hope that the blessing of
heaven will descend abundantly upon
us, when our homage to the Most High,
instead of ascending in the odor of sweet-
ness, puts into the hand of the Lord

Sacred Music | Winter 2022

the scourges [with which he] drove the
unworthy profaners from the temple.

Tra le sollecitudini
includes the forbidding of
piano music in church, so

it 1s safe to assume that

if electric keyboards had
been popular at the time,

they would not have

fared well with the Holy
Father, either.

Requiring Re-Choiring

Tra le sollecitudini includes the forbidding of
piano music in church, so it is safe to assume
that if electric keyboards had been popular at
the time, they would not have fared well with
the Holy Father, either. Indeed, Pope St. Pius

X stated unequivocally in the introduction that:

Nothing should have place . . . in the tem-
ple calculated to disturb or even merely
to diminish the piety and devotion of the
taithful, nothing that may give reason-
able cause for disgust or scandal, noth-
ing, above all, which directly offends the
decorum and sanctity of the sacred func-
tions and is thus unworthy of the House

of Prayer and of the Majesty of God.!

'Pope Pius X, Papal Letter to the Cardinal Vicar

Volume 149, Number 4 « 67



He continues by stating that musical
abuse is

one of the most difficult to eradicate, and
the existence of which is sometimes to be
deplored in places where everything else
is deserving of the highest praise—the
beauty and sumptuousness of the tem-
ple, the splendor and the accurate perfor-
mance of the ceremonies, the attendance
of the clergy, the gravity and piety of the
officiating ministers. Such is the abuse
affecting sacred chant and music.?

One of the most insightful run-on sen-
tences around (italics added) gives clues as
to why I have not heard back yet from either
the officiating priest or deacon about my
concerns regarding the “purgatorian Mass”
where, to add irony to irony, contained ref-
erence to mortal sin in the sermon—a ser-
mon to which I stated that musical abuse
could have been added as an example of
mortal sin. Oh, yes, now back to the afore-
mentioned run-on sentence:

And indeed, whether it is owing to the
very nature of this art [of music], fluc-
tuating and variable as it is in itself, or
to the succeeding changes in tastes and
habits with the course of time, or to the
fatal influence exercised on sacred art
by profane and theatrical art, or to the
pleasure that music directly produces,
and that is not always easily contained
within the right limits, or finally to the
many prejudices on the matter, so /ightly
introduced and so tenaciously maintained

of Rome (December 8, 1903) <https://adoremus.
org/1903/11/tra-le-sollecitudini/>.

2Ibid.
68 % Volume 149, Number 4

even among responsible and pious persons,
the fact remains that there is a general
tendency to deviate from the right rule,
prescribed by the end for which art is
admitted to the service of public worship
and which is set forth very clearly in the
ecclesiastical Canons, in the Ordinances
of the General and Provincial Councils,
in the prescriptions which have at var-
ious times emanated from the Sacred
Roman Congregations, and from Our
Predecessors the Sovereign Pontiffs.?

Because of the great capacity for change

in music and man’s tendency to seek after
what entertains him (apart from concerns

Because of the great
capacity for change
in music and man’s
tendency to seek after
what entertains him
(apart from concerns
about truth or beauty)
clergy should receive
thorough seminary
training in the specifics

of sacred music.

3Ibid.
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about truth or beauty) clergy should receive
thorough seminary training in the specifics
of sacred music and bishops should con-
tinually keep their ears open to what takes
place in their dioceses, always ready to cor-
rect where needed.

Since this has not occurred in most dio-
ceses, it is often up to groups such as the
Church Music Association of America, the
Saint Gregory Institute of Sacred Music,
and Corpus Christi Watershed to facili-
tate the transition from mediocre or messy
music to sacred music, the “supreme model”
of which has aways been Gregorian chant,
Pope Pius X tells us.

This transition might actually be easier
for Spanish-speaking congregations than
for English-speaking ones, since Spanish is
closer to Latin than English. For example,
it is a much shorter leap from “iglesia” to
“ecclesia” than from “church” to “ecclesia.”

Authentically Spanish Mass

As Saint John XXIII reminded us in
Veterum Sapientia, The Latin language is for
the entire church around the whole world.
Yet it could be said that Latin is, in a par-
ticular way, for French, Italian, and Span-
ish Catholics. Their languages are so closely
related to Latin that they could even be
called “daughters of the mother tongue.”

A thoroughly Spanish Mass, therefore,
is one that incorporates Latin. This is true,
whether in the wsus antiquior or the wusus
recentior, as made clear in the 1974 Grad-
uale Romanum and in the album Inc/ina
Domine by Cantores in Ecclesia, a beautiful
collection of all the Latin chants proper to
the usus recentior on the Twenty-first Sun-
day in Ordinary Time.

Incorporating a truly Spanish (or Latino)
Mass into a parish means turning our atten-

Sacred Music | Winter 2022

tion to the extensive and venerable tradition
of church music, starting with Gregorian
chant and continuing through Renais-
sance polyphony. The works of the great
Padre Victoria and other composers, such
as Sebastian de Vivanco (also a priest) and
Cristobal de Morales can draw souls to God
far more effectively than the stuff composed
for portable electric keyboards and extra
loud speakers.

Indeed, with the treasury of sacred
music, we can truly ascend with Christ
directly to heaven, free of demonic detours

Indeed, with the

treasury of sacred musi,

we can truly ascend with

Christ directly to heaven,

free of demonic detours
or putrid pitstops.

or putrid pitstops. This is what Pope Saint
Pius X wanted for liturgical music, so it is
what our parishes should have—especially
when they are named after the very Holy
Father who wanted to restore a// things in
Christ.

Indeed, let us ascend with Christ and
not fall to perdition. <

Volume 149, Number 4 « 69



Last ‘Word

A Sunday Morning in Traditionis Custodes

I.and

by Kurt Poterack

3 ast Sunday, being on Thanksgiv-
{ ing break and having no liturgi-
J] cal duties at the college at which
al | teach, I decided to go to one of
the extraordinary-form Masses celebrated
according to the terms newly established by
the diocese, following the recent directives
from Rome. The Mass was held in the for-
mer weight room of a grade school. What
had been a once-a-Sunday Mass celebrat-
ed in the local parish church with a con-
gregation of slightly over three hundred
people, has turned into three Masses in an
oft-parish location with a total congrega-
tion of over six hundred people. I would say
that the congregation was two-fifths chil-
dren under the age of ten, two-fifths adults
under forty, and about one-fifth people who
are over sixty. (I am sure there were peo-
ple between forty and sixty, but they were
not present at the Mass I was at in great
numbers.)

So, this Mass would have only been
“nostalgic” for no more than one-fifth of
the congregation. Even at that, those who
are sixty-five now would have known the
Novus Ordo Misse since they were thirteen
and the beginnings of reforms such as ver-
nacularization since they were seven. Those

who could truly be nostalgic through long
exposure to the older usage are more and
more fading from the scene. What has been
clear for some time is that the older usage
now appeals to young people, especially
young adults, who simply want to lead a
Catholic life and see this Mass as the “best
bet” for themselves and their children.

While there certainly are “naughty trad-
dies” who can be snarky and annoying and
very polemical, I just didn’t see that in this
particular congregation. I used to be a big
advocate of the “reform of the reform,” and
still see this as a practical strategy. (By all
means, introduce chant, good hymns, ad
orientem, etc., where they do not exist.)
However, the specific proposals for changes
to the prayers and rubrics of the ordinary
form, such as restoring the original wording
of the priest’s propers or the prayers at the
foot of the altar, or ember days, etc.—those
are, and remain, speculative proposals.
The “older Mass” exists as a real, concrete
option, albeit an under-siege option. It is a
complete unit. This, I think, is what prac-
tical young people, especially parents with
young children, are choosing. They don't
have ten to twenty years to wait. Their chil-
dren will be grown by then.

Kurt Poterack is choirmaster at Christendom College and editor-at-large of Sacred Music.
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The one complaint that I sometimes
have against some “traddies” is a kind of
an irrational partisan spirit. I remember a
Catholic convention at which I directed a
choir and schola for a Latin, ordinary-form
Mass celebrated ad orientem by a bishop. It
was quite well-done and beautiful, if I do
say so. I was later told by a friend that some
people at the convention went instead to a
Tridentine Low Mass celebrated by a priest
in his hotel room on the coffee table. Leav-
ing to go to that Mass rather than the con-
vention Mass, they remarked dismissively,
“Oh, we’d never go to a novus ordo, it’s so
ugly!” (A coffee table is more appropriate
and beautiful than an actual altar? Didn’t
60s liberals celebrate “home Masses” on cof-
fee tables, too?)

What I am saying is that sometimes
the ordinary form, in particular cases, is
performed in such a way that it instanti-
ates the holy and the beautiful more per-
fectly—regardless of the particularities of
a usage. Think of the Masses at the par-
ish of the late Monsignor Richard Schuler
celebrated all according to the 1970 Mis-
sal, but in Latin, ad orientem. Many peo-
ple confused his Masses for what we then
called “indult Masses.” Then, think of the
many times, the music of the extraordinary
form—in both pre-conciliar and post-con-
ciliar instances—has been substandard.

I am not saying that all “traddies” are
like this, but it is the one complaint and con-
cern that I do have of this movement. I have
known of two young people who recently
have rejected a very well-done Latin ordi-
nary-form Mass in favor of an extraordi-
nary-form Mass with music that is fair to
middling. Still, I am generally supportive of
what many young people like and I do not
see this movement as diminishing. I hope

Sacred Music | Winter 2022

that those in authority in the church will
realize that harshly penalizing people for
not totally buying into a prudential decision
(the particular reform of the liturgy com-
ing out after Vatican II), but who reject no
doctrines, is not only unwise and pastorally
insensitive, it is also unjust. <

I hope that those in
authority in the church
will realize that harshly
penalizing people for
not totally buying into
a prudential decision
(the particular reform of
the liturgy coming out
after Vatican II), but
who reject no doctrines,
is not only unwise and
pastorally insensitive, it

is also unjust.
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Introducing

The Parish Book of Motets

The Parish
Book of Motets

THE CHURCH MUSIC ASSOCIATION OF AMERICA

The Parish Book of Motets is the
flexible answer for Catholic choirs
across America to build a practical
repertoire of sacred polyphony.
The book contains fifty-four
motets of varying difficulty in
English and Latin specially curated
for the average parish choir.

* 54 motets in English and Latin

* Bucharistic motets, Marian hymns, and
motets for general use on Sundays

* Accompaniment book with closed scores for
easy rehearsals

* Online Practice Recordings for Each Motet

* Spiral Bound for Easy Use

Visit our website at:

Churchmusicassociation.org/pbm

for easy access to all practice recordings and pdf files of the motets

Available for pre-order now at our online shop at:

shop.musicasacra.com



Practical, helpful, and full of delightﬁll musical
gems, the Parish Book of Motets and its
accompanying resources aréaminyaluable tool
designed with the average parish choir in mind. A
must-have for all church musicians (paid or

volunteer alike) wishing to add beauty to the

liturgy!

SARAH MARIA CRAIG PENNER (NEE LEUNG),
FORMER MUSIC DIRECTOR OF THE UNIVERSITY OF
TORONTO, NEWMAN CENTRE CATHOLIC MISSION

Catholic parishes, especially those with beginning choirs or small budgets, can look to The Parish Book
of Motets for a repertoire of good-quality, accessible choral music, in accurate and clear printed
editions with helpful commentary, and accompanying practice tracks.

Designed to be flexible for year-round use, almost all of the motets in the book are suitable for use
throughout the entire liturgical year—Eucharistic motets, Marian hymns and antiphons, and motets for
general use on Sundays.

For thoughtful variety, the book includes both a capella and accompanied selections of varying
difficulty, some selections in English—including well-known Renaissance pieces by Farrant and Tallis as
well as twentieth-century selections by Charles Wood and Healey Willan, and Latin sacred polyphony.

The most famous composers of the high Renaissance are all represented with multiple pieces—Byrd,
Croce, Palestrina, Lassus, and Victoria—but the book also includes singable and attractive pieces
from the earlier generations of Renaissance composers, such as Compeére, Weerbeke, Josquin, La
Rue, Clemens, and Willaert. Later traditions of choral music are represented by composers such as

Monteverdi, Scarlatti, Elgar, Bruckner, Saint-Saéns, and Fauré, as well as the contributions by
contemporary composers Kevin Allen, Paul Jernberg, and Nicholas Lemme.

All the motets included are newly edited for The Parish Book of Motets from original sources, to
provide clear and accurate scores that are easy to read.

For access to all the details about this new CMAA resource, visit our website at:

https://churchmusicassociation.org/pbm




Support the CMAA Annual Fund

.4
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In 2014, the CMAA board of directors established the CMAA Annual Fund — a campaign to

generate contributions beyond dues from members and others. Monies raised through the annual fund
are used to support the organization’s general operating expenses as well as specific programs.

The annual fund allows the CNLAA to meet the organization’s day-to-day challenges and strengthens its
financial foundation.

Donations are needed for these Annual Fund Projects and Programs:

O Online publication of a comprehensive free library of educational materials for choir directors
and others including numerous books on chant as well as the many CMAA publications. We have
received a large donation of Czcilia and Catholic Choitmasterissues ready for scanning and
upload. Donate to support this effort.

O Publication and distribution of new publications, such as the Parish Book of Motets.

O Commissions of new music. Although promoting the use of the vast repertory of existing music in
the public domain is a key part of our annual programs, it is also crucial to encourage the
composition of new music. The CMAA commissioned three new motets for the Parish Book of Motets
project.

O Scholarships for students and seminarians to attend our programs. Every year we receive many
requests for funding; providing scholarships and lower student/seminarian rates to support these
requests is crucial for the future of the Church in promoting sacred music to seminarians and
students.

Please send your tax-deductible* gift to the CMAA Annual fund today.
For information about making a gift of securities, please visit onr website.

With your belp, we will be able to strengthen our services and enbance our support of the profession
in the new millenninm.
CMAA ¢ 322 Roy Foster Rd. ¢ McMinnville, TN 37110 & musicasacra.com

* The Church Music Association of America is a 501(c)(3) organization. Donations are deductible to the extent of
the law.
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O Please accept my gift to the CMAA Annual Fund.

I am donating because (please check all that apply):
__ Tam grateful for all that the CMAA has done for me, including free online resources
__ I'want to support the work and programs of the CMAA, including scholarships
__ Ibelieve in the value of Sacred Music in the liturgy and would like to support new

music composition commissions and/or book publications

I want to make a donation in honor of
__ I'want to make a donation in memory of
_ T'would like to help underwrite a CMAA Training program
__ T'would like to underwrite a Special Event, such as the 2023 Colloquium.

Other:
$50 $100 $150 $300 $500 $1,000 Other:
Your gift of $50 allows us to scan and upload an out-of-print issue of Sacred Music, Caecilia, or Catholic Choirmaster to our
archive.

Your gift of $100 allows us to scan and upload an out-of-print book to our resources page.

Your gift of $150 allows us to offer a student/ seminarian rate tuition to one worthy applicant in 2023.
Your gift of $300 allows us to offer two student/ seminarian rate tuitions to two worthy applicants in 2023.
Your gift of $500 allows us to offer one full-tuition scholarship to the 2023 Colloguinm.

Your gift of $1000 allows us to offer two full-tuition scholarships to the 2023 Collogquium.

Name
O I prefer to remain anonymous for purposes of recognition in Sacred Mustc.

Address

City State Zip +4

Email Phone

I have enclosed a check.
Please charge my Visa MasterCard Discover Amex

Credit card number:

Expiration Validation Code (3 or 4 digit Code on back of card)

Signature

Name of Cardholder (PLEASE PRINT)

Please mail your donation to: Church Music Association of America
322 Roy Foster Road, McMinnville, TN 37110
You may also make an online contribution or stock donation at our website at bitp:/ | musicasacra.com/ giving/ annnal-fund/




REGISTER NOW!
2023 SACRED Music COLLOQUIUM

JUNE 19-24, 2023

ST. MARY’S PARISH | WAYNE STATE UNIVERSITY
DETROIT, MICHIGAN

,\\7 Al L
OLD ST. MARY'’S,

/ DETROIT, MICHIGAN 95? L

-

Member discount code: MOTWN23
Online registration forthcoming at ChurchMusicAssociation.org

Mark your calendar now and plan to join us next summer.



Colloquium 2023 Registration Details
June 19-24, 2023 ¢ Old St. Mary’s Parish ¢ Wayne State University 4 Detroit, Michigan

Check or credit card payment must accompany registration.
Registration and full payment must be postmarked on or
before March 315 (Eatly Bird) or May 1%t (Regular).
Registrations postmarked after May 15t will be charged a $50
late fee. You may register online at
https://churchmusicassociation.org. Registrations must be
received at the CMAA Office (by mail or online) by the
close of business, June 4™. After June 4™, registration is only
available on a space-available basis by telephone by calling

our office at (505) 263-6298.

Cancellation: Requests received in writing at the CMAA
Office emailed or postmarked on or before June 4% will
receive a refund less the non-refundable $75 deposit. After
that date, partial refunds are given only in the form of a
credit toward registration for the 2024 Colloquium. Credits
are not carried forward more than one year. Refunds may
be processed after the Colloquium. All requests for credit
must be received via email by June 18 to be considered
for any credit (gm@musicasacra.com). Requests after June
4% may only receive a partial credit, depending on charges
to the CMAA for meals, housing, and other expenses.

Member Discounts

With a current CMAA membership, the members’ rate is
available to you; it is not transferable to another person. If
your parish has a CMAA parish membership, please note
the name of your parish on your registration form.

Not yet a member? Join now and receive the benefits of
membership for a full year for nearly the same price as a
non-member registration. Additional postage charges for
members outside the U.S. will be billed later.

Youth Participants

All registrants must be eighteen (18) years of age or older as
of June 19, 2023, due to Wayne State University’s minor
policy, unless accompanied by a parent.

Additional Information

Scholarship Assistance is available for partial tuition for
persons or parishes of limited means. For information
about the scholarship, visit the CMAA site at:
http://churchmusicassociation.org/. Or request a packet
from the CMAA office by calling (505) 263-6298.
Application deadline is April 15.

Photographs and Recordings: You are welcome to take
photos and videos, but please do not use flash, especially
during sacred liturgies.

We welcome private recordings during the Colloquium. In
fact, amateur recordings are kept in a collection online and
are available for free access. If you do record a session or
liturgy, please consider sharing your files with us so that
others may hear them.

Contact us at gm@musicasacra.com for more information

about sharing your recording,.

MEAL PLANS

Full registration includes the opening dinner and lunches
(Tue-Fri). The closing lunch is optional and is offered
as a separate item on the registration. Evening meals on
Tuesday — Friday are on your own. Breakfast Tuesday —
Saturday is included with dormitory registrations.

DORMITORY ACCOMMODATIONS

Dormitory housing is available for all attendees at Wayne
State University. Choose from single or double
accommodations. Linens will be provided. When you stay in
the dormitories, your breakfasts Tuesday — Saturday will
also be provided in the Towers cafeteria (on the bottom
floor of the same building as the dormitories). Please
provide the name of your preferred roommate if you
choose the double room option. If you don’t already have a
roommate, we will attempt to match you up with a
roommate. If we are unable to do so, you will be
responsible for the single rate.

PARKING

Parking is available on campus at a rate of $8.50 per day.
You must pre-register for parking if you will need this
service.



Registration Form 4 33" Annual CMAA Colloquium 2023 ¢ Detroit, MI
June 19-24, 2023

Please print. Early bird registration forms must be postmarked by March 31+. Regular registration forms must be postmarked by May 1. If registering more than one
person, fill out another form — photocopy the form as necessary. You may also register online at the CMAA website (shop.musicasacra.com). If you have not received
confirmation by June 4%, please contact the CMAA office: (505) 263-6298. Late registration must be received at the CMAA office (by mail or online) by the close of business
on June 4", Registration after that date will be available only by telephoning the CMAA office and will be on a space available basis.

Title (Mr., Ms., Rev., etc.) First Name Last Name Forum Name for Badge (optional)
Address City State/Province Zip
Daytime Phone (include area code) E-Mail Address

Are you a minot as of 6/19/23? No 0O Yes O

Parish Name* Parish Zip* MEMBER DISCOUNT CODE
*(only needed for Parish Memberships)

Full Colloquium Registration, including opening dinner

NOTE: Price Drop!!! Early Bird Regular Late
(Through March 31) (April 1-May 1) (after May 1)
CMAA Member Registration $460 $510 $560 $
(Includes all sessions plus dinner on June 19, 2023 and lunches Tu-Fri)
Not yet member: Add $60 (includes one year individnal 2022 bership; foreign postage, if applicable, will be billed) $
Non-Member Registration $510 $560 $610 $
Seminarian/Student Registration $230 $255 $280 $

Note: All registrants must be eighteen (18) years old on or before June 19, 2023 unless accompanied by a patrent. There are several
requirements needed to allow a non-parent to chaperone a minor. Please contact us if you have this situation to discuss options.

Dormitory Housing and Breakfasts (Tuesday — Saturda

5 Nights 6 Nights 7 Nights
Single Room, with linens $373 $433 $491 $
Double Room, with linens* $308 $353 $405 $

* Specify R

(Note: if you do not provide a roommate name, we will try to match you up with another attendee of the same sex. If we can’t, you will be responsible for the single rate.)

Additional activities and meals

Closing Lunch Saturday (not included in Registration) $40ea
Special Dietary Concerns (If you have special dietary restrictions, you may request special meals for closing lunch) — $25
Please list your dietary requirements (vegan, gluten-free, efc.)

& &

On-campus Parking 6 days (M-Sa) 7 days (Su-Sa or M-Su) 8 days (Su-Su)
$51 $59.50 $68

TOTAL COLLOQUIUM FEES: $

O Check # Enclosed
O I'authorize CMAA to charge my: O MasterCard 00 VISA O AMEX O Discover

Credit Card Number Expiration Date Security Code (3 digits located on back or 4 digits on front for AMEX)

Cardholder Signature Date of Signature

Name on Card (Please print) Billing Address (if different)

Submit Form with Payment To:
CMAA ¢ 322 Roy Foster Road ¢ McMinnville, TN ¢ 37110 4 Phone: (505) 263-6298 Email: gm@musicasacra.com




Give the Gift of Sacred Music

Do you know someone who would benefit from a gift membership in the Church Music
Association of America?

Music Director

Pastor Sacred Music

Fall 2022 | Yoherme 149, Number 3

Seminarian
Choir Member
Music Teacher
Liturgist

Would your parish benefit from having a Parish
Membership?

Benefits of Membership:

e Discounts on CMAA events and workshops, summer courses
and the annual Sacred Music Colloquium. FREE access to
Virtual event recordings.

e  Book discounts at our events.

e A subscription to Sacred Music, the oldest continuously-
published journal of music in North America.

Each issue of Sacred Music offers:
e Liturgical and musical ideas for your parish or schola.
e The newest scholarship on sacred music.
e Instruction on the method and theory of chant, the history of classics in the polyphonic repertoire, and
important Church documents.
e Teachings of the masters of sacred music.
e Reviews of new books, music, and recordings.

“The greatest need of liturgy today is the restoration of the sense of the

Sacred.”
William Mahrt, CMAA President

Please help us continue our work. Join today!
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The Church Music Association of America (CMAA) is an association of Catholic musicians,
and those who have a special interest in music and liturgy, active in advancing Gregorian
chant, Renaissance polyphony and other forms of sacred music, including new composition,
for liturgical use. The CMAA’s purpose is the advancement of musica sacra in keeping with
the norms established by competent ecclesiastical authority.

The CMAA is a non-profit educational organization, 501(c)(3). Contributions, for which we
are very grateful, are tax-deductible to the full extent of the law. Your financial assistance
helps teach and promote the cause of authentic sacred music in Catholic liturgy through
workshops, publications, and other forms of support.

The CMAA is also seeking members, who receive the acclaimed journal Sacred Music and
become part of a national network that is making a difference on behalf of the beautiful and
true in our times, in parish after parish.

Who should join? Active musicians, certainly, but also anyone who favors sacred music as
part of a genuine liturgical renewal in the Catholic Church.

Return this form:

First Name Last Name
Email Telephone Country
Address City State/Prov Zip

__ I’ve enclosed my check for $60 for an annual membership that includes an annual
subscription to Sacred Music ($60 for Canada, $65 for all other non-U.S. members)

__ I’'ve enclosed my check for $300 for a full parish annual membership that comes with
six copies of each issue of Sacred Music ($300 for Canada, $325 for all other non-U.S.
members)

_ TI’'ve enclosed an additional donation of §

Church Music Association of America
322 Roy Foster Rd. | McMinaville | TN 37110 | gm@musicasacra.com | 505-263-6298




