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Gregorian Chant: A Thing of the Future? Interview with President of Pontifical Institute of Sacred Music

https://zenit.org/articles/gregorian-chant-a-thing-of-the-future/
Vatican City, December 24, 2005 

Gregorian chant has been unjustly abandoned and its place in the life of the Church should be recovered, says a Vatican aide. 

Monsignor Valenti Miserachs Grau made this declaration at a recent encounter organized by the Congregation for Divine Worship and the Sacraments at the Vatican. 

Monsignor Miserachs has been president of the Pontifical Institute of Sacred Music since 1995. This Spanish musician, who has composed more than 2,000 pieces, is also the canonical chapel director of the Basilica of St. Mary Major in Rome. 

ZENIT interviewed him about the state of Gregorian chant. 

Q: On a day in the Vatican dedicated to chant you have asked that Gregorian chant be recovered and the proposal was well applauded. Does this mean that there is a consensus on its recovery? 

Monsignor Miserachs: I believe that this means that there is a general opinion that coincides on the necessity of recovering Latin and Gregorian chant, which is the chant proper to the Church. Gregorian chant has been abandoned and left to concert halls and CD's when its proper place was and is the liturgy. 

Q: In the 21st century, does it seem logical to you that Church music be not exclusively Gregorian chant? 

Monsignor Miserachs: I think that new musical products, in the majority of cases, have not learned or have not been able to root themselves in the tradition of the Church, thus dragging in a general impoverishment. 

It is incomprehensible, especially in the Latin countries, that Latin and Gregorian chant has been pushed aside in the last 40 years. 

Latin and Gregorian chant form part of tradition -- and they have been amputated. It is like cutting the roots. 

Forgetting Gregorian has created the conditions for the proliferation of new musical products that sometimes don't have sufficient technical quality. Those that do have it can be used along with Gregorian, why not? 

Q: Why is the capacity of the faithful to learn Latin melodies not appreciated? 

Monsignor Miserachs: It was thought that they were incapable, but this was wrong.

Before, people knew how to sing the basic songs in Latin. Today, it seems that efforts are being made to make them unlearn what they knew. It is obvious that we cannot propose they learn the entire repertoire, which contains 5,000 pieces. 

In liturgical chant the assembly does not have to be the only protagonist. A certain order must be kept. The people should sing their part and the rest should be done by the choir, the chanter, the psalmist and obviously the celebrant. 

To launch Gregorian chant in the assembly again, we could begin remembering the Pater Noster, the Kyrie, the Sanctus and the Agnus Dei. 

If they were invited, given the music and then properly trained, the people would be completely capable of following and singing easy Gregorian melodies, even if it were the first time they heard them. 

Just as the repertoire of Gregorian chant is learned, so also other songs in living languages can be learned. I obviously am referring to those that are worthy of being beside the Gregorian repertoire. 

Q: Is sufficient attention given to the question of sacred music in the Church? 

Monsignor Miserachs: No. For some time, we have insisted on this point. Our institute does its job, but it is only an academic institution, not a normative body and it thus has no say in these affairs. A Vatican body is needed that would directly oversee the matters of sacred music. 

John Paul II stated that the musical aspect of liturgical celebrations cannot be left to improvisation or to the free will of the people. It should be confided to a concerted direction and the respect for certain norms. Authorized indications are awaited and this concerns the Church of Rome, the Holy See.
Gregorian chant: an Overview - Interview with Researcher Julieta Vega García
http://www.zenit.org/article-16306?l=english 
Mexico City, June 13, 2006

Gregorian chant continues to be the official chant of the Catholic Church of Latin rite, though composition of new works is nonexistent, says a music expert.
Julieta Vega García, who has a licentiate in philosophy and classics, with specialization in art history, and a doctorate in geography and history in the area of musicology, gave a brief overview of Gregorian chant in this interview.
Vega García is a piano teacher with a certificate from the Higher Conservatory of Music of Granada, Spain, and director of the Schola Gregoriana Iliberis since 1986. Her research is centered on Gregorian chant.

Q: What is Gregorian chant?
Vega García: It is an age-old chant, cultural patrimony of humanity and continues to be the official chant of the Roman liturgy, as John Paul II himself reminded in 2003 in a chirograph on sacred music, on the occasion of the centenary of the "motu proprio" "Tra le Sollecitudini," in which he recalled the norms of the Second Vatican Council on liturgical music.

Q: Why is it called Gregorian chant?
Vega García: Because its authorship is attributed to Pope St. Gregory the Great.
One of the points that attracts most attention in his fruitful pontificate was his zeal for the improvement of the liturgy -- his stimulus in the definitive organization of liturgical chant, known as Gregorian chant, becoming very important.
He began to dedicate him himself to the service of God at age 35. To him is owed the first great reform of the liturgy, especially of chant, hence the name Gregorian chant, which is the basis of Western liturgy.

Q: When did Gregorian chant arise?
Vega García: Its origin is in Jewish psalmody, but the first scores that are preserved were written in the Carolingian Renaissance, at the end of the ninth century.

Q: What is the relationship between Ambrosian and Gregorian chant?
Vega García: Before the unification that took place in the ninth-11th centuries, each region had its own traditions: the Ambrosian in Milan, the Visigothic-Mozarabic in Spain, the old Roman, the Gallican.
The Gregorian seems to be a synthesis between the Gallican and the old Roman. In specific pieces there is considerable relationship between the Ambrosian and Gregorian, but the Ambrosian is somewhat more ornamented melodically.

Q: Is Gregorian chant being produced at present? What is its social acceptance?
Vega García: Production, understood as composition, is really nonexistent. There is good social acceptance of this ancient repertoire, both in concerts as well as Masses, conferences, assistance to courses, and the purchase of recorded music among other types of consumption. 

Renew Music in Light of Tradition, Pope Exhorts - "Sacred Polyphony Must Be Maintained Alive" 

http://www.zenit.org/article-16415?l=english 
Vatican City, June 26, 2006 

Benedict XVI has called for an authentic updating of sacred music that takes into account the tradition of the Church. "Sacred polyphony," the Holy Father said Saturday after a concert held in his honor by the Domenico Bartolucci Foundation, "especially the so-called 'Roman school,' is a legacy that must be carefully conserved, maintained alive and made known." It will be of "benefit not only to scholars and enthusiasts, but to the ecclesial community as a whole, for which it represents an inestimable spiritual, artistic and cultural heritage," the Pope said, after the concert in the Sistine Chapel. "An authentic updating of sacred music cannot occur except in line with the great tradition of the past, of Gregorian Chant, and of sacred polyphony," the Pontiff added.
"This is why," Benedict XVI said, "in the musical field, as well as in that of other artistic forms, the ecclesial community has always promoted and supported those who investigate new expressive ways without rejecting the past, the history of the human spirit, which is also the history of its dialogue with God."
The concert, directed by Monsignor Domenico Bartolucci, 89, included a selection of motets composed by the permanent director of the Sistine Pontifical Musical Chapel, alternated with compositions by Giovanni Pierluigi of Palestrina (1525-1594). In honor of Benedict XVI, Monsignor Bartolucci included "Oremus pro Pontifice Nostro Benedicto" ("Let Us Pray for Our Pontiff Benedict"), a composition he wrote in April, 2005, as a prayer for the Petrine ministry.

In memory of Benedict XVI's recent visit to Auschwitz, the monsignor also included "Super Fulmina," a composition he wrote as a seminarian, which recounts the desolation of the Jews who wept during their exile in Babylon.
The Bishop of Rome said in his words of gratitude that "the spirit spontaneously points out the need to praise, bless, give thanks" to the Lord, "supreme beauty and harmony, who has given man the capacity to express himself with the language of music and singing." 

A Change of Tune in the Vatican – And Not Only in the Secretariat of State 

http://chiesa.espresso.repubblica.it/articolo/67801?eng=y 

Bertone takes Sodano’s place. But an important shift is also taking place in liturgical music. The way was pointed out by a concert with the pope in the Sistine Chapel, conducted by maestro Bartolucci, by Sandro Magister

Rome, June 27, 2006

Step by step, Benedict XVI is impressing a new form and a new style on the governance of the universal Church. Recent days were marked by the announcement of a change in the secretary of state: from Angelo Sodano to Tarcisio Bertone. But another event orchestrated by Pope Joseph Ratzinger is of no less importance: the concert conducted in the Sistine Chapel, on Saturday, June 24, by maestro monsignor Domenico Bartolucci. 
With this concert, Benedict XVI has symbolically restored the Sistine Chapel to its true maestro. Because the famous chapel is not only the sacred place decorated with the frescoes of Michelangelo, it also gives the name to the choir that for centuries has accompanied the pontifical liturgies. 
Maestro Bartolucci was named the "perpetual" director, the director for life, of the Sistine Chapel by Pius XII in 1959. Under this and later popes, he was an outstanding interpreter of the liturgical music founded upon Gregorian chant and sacred polyphony. But after a long period of opposition, in 1997 he was dismissed and replaced by a choirmaster thought to be more fitting for the "popular" music dear to John Paul II. 
Bartolucci’s replacement was the finishing stroke of the almost complete elimination of Gregorian chant and polyphony as desired by the authors of the postconciliar liturgical reform. The person responsible for Bartolucci’s removal in 1997 was the master of pontifical ceremonies, Piero Marini, still in service with Benedict XVI although close to his own dismissal. Marini brought in Monsignor Giuseppe Liberto as head of the Sistine Chapel, having noticed and appreciated his work as music director during John Paul II’s visits to Sicily. It was easy to get Pope Karol Wojtyla’s permission for the maneuver. 
At the time, the only significant figure in the Roman curia who came to Bartolucci’s defense was Ratzinger, for reasons that were both musical and liturgical, as he explained in essays and books. 
His positions then were isolated. But with his election as pope, Ratzinger immediately indicated his intention to proceed, in the liturgical and musical field, with what he calls "the reform of the reform." 
This was clear from the inaugural Mass of his pontificate in St. Peter’s Square, the celebration of which was distinguished by a classical style that had been overshadowed in the mass rituals of his predecessor. 
It was clear from one of his first changes in the Roman curia, when he replaced the secretary of the Vatican Congregation for Divine Worship. 
In the areas of liturgy and music, Benedict XVI knows that decrees from the authorities are not enough. His intention is that of reeducating more than issuing orders. The concert by maestro Bartolucci in the Sistine Chapel is one of these teaching moments that the pope wants to leave a mark. 
In the concert, Bartolucci masterfully executed an offertory, two motets, and a "Credo" by Giovanni Pierluigi da Palestrina, the prince of sacred Roman polyphonic music and maestro of the Sistine Chapel until the end of the 1500’s. 
But he also executed some of his own compositions: three motets, an antiphon, a hymn, and an "Oremus pro Pontifice nostro Benedicto," composed in 2005 after Ratzinger’s election as pope. 
The juxtaposition of ancient and modern polyphony was not a casual one. Speaking at the end of the concert, Benedict XVI noted: 
"All of the selections we have listened to – and especially in their entirety, where the 16th and 20th centuries stand parallel – agree in confirming the conviction that sacred polyphony, in particular that of what is called the 'Roman school', constitutes a heritage that should be preserved with care, kept alive, and made better known, for the benefit not only of the scholars and specialists, but of the ecclesial community as a whole. [...] An authentic updating of sacred music can take place only in the lineage of the great tradition of the past, of Gregorian chant and sacred polyphony." 
Before this, maestro Bartolucci had addressed Benedict XVI: 
"Most blessed Father, we all know the great love of Your Holiness for the liturgy, and thus for sacred music. Music is the art that has benefited the liturgy of the Church most of all: the space for the choir represented its cradle, thanks to which the Church was able to form the language that we admire today. The most beautiful examples that the faith of past centuries has left to us and which we must keep alive are Gregorian chant and polyphony: these require a constant practice capable of enlivening and animating divine worship." 
Among the prelates of the Roman curia present at the concert were Marini and Liberto. But Benedict XVI’s attention was entirely dedicated to maestro Bartolucci – a vigorous 89 years old, – his choir, and the superb quality of their performances. 
The pope defined these as "a vehicle of evangelization," but he doesn’t want them to remain simply the matter of concerts, but rather that they should again animate and adorn the liturgies. Beginning with the pontifical liturgies. 
This is the road ahead. By restoring the Sistine Chapel to maestro Bartolucci, Benedict XVI has pointed it out in an unmistakable way. 

On June 24, 2006 evening, the Pope attended a concert of sacred music in the Sistine Chapel, presented in his honor by the Domenico Bartolucci Foundation, directed by Msgr. Domenico Bartolucci. At the end of it he thanked Msgr. Bartolucci who directed the Sistine Chapel Choir from 1956 to 1997. However the Pope's address was reported by UK's Telegraph with a twist, on June 27 - "Silence modern music in church, says Pope". The news body attributed comments to the Pope which he never made. 
Following this, many other news agencies came up with stories saying, "Pope demands end to crappy church music", "Pope wants guitars silenced during mass", "Pope wants 'Pop' music banned from Churches", "Pope Opposes Guitar Riffs At Church" and "Pope bans rock 'n' roll Masses". [Source misplaced]


The Pope wants 'Pop' music banned from Churches!

http://news.webindia123.com/news/articles/World/20060627/375233.html 
London, June 27, 2006 (ANI) 

Guitars and modern music, may soon be out the doors in Roman Catholic Churches, for it seems that Pope Benedict XVI doesn't quite approve of them, preferring the 'traditional' Gregorian chants or sacred polyphonic choral music to it. The Catholic Church has started using modern musical instruments such as electric guitars in a bid to make more people attend masses. And though these measures were proving to be successful, the Pope doesn't think that they are appropriate within the walls of the Church. 

At a concert conducted by Domenico Bartolucci the director of music at the Sistine Chapel, Benedict XVI said that within the church walls the only suitable music was the 'traditional' type.

"It is possible to modernise holy music. But it should not happen outside the traditional path of Gregorian chants or sacred polyphonic choral music," the Telegraph quoted him, as saying.

Cardinal Ersilio Tonini, the Archbishop of Ravenna, agrees with the Pope and said that traditional music created a harmony between the concrete and the divine, something that modern music didn't do. "Mass is the presence of Christ and the music adds so much more when the harmony allows the mind to transcend the concrete to the divine," he said.

However, Cardinal Carlo Furno, grand master of the Equestrian Order of the Holy Sepulchre of Jerusalem, disagrees with this notion, and that that it was better to have music the congregation enjoyed rather than not having anyone in Church at all, adding that modern music is "a sign of the vitality of the faith".

"(It's) better to have guitars on the altar and rock and roll Masses than empty churches," he said. 

The debate on modern and traditional music is part of a larger one concerning the Mass in Latin which was restricted in the Vatican II reforms of the 1960s, when it was found that not understanding Latin was discouraging people from going to Church. 

Pope Benedict bans rock 'n' roll

http://www.independent.ie/national-news/pope-benedict-bans-rock-n-roll-94961.html
By Malcolm Moore, June 27, 2006

The Pope has called for an end to electric guitars and modern music being played in Church and demanded a return to traditional choirs and Gregorian chants. The Catholic Church has been experimenting with new ways of holding Mass to try to attract more people as attendances continue to fall. The recital of Mass set to guitars has grown in popularity in Italy. In Spain, Mass has been set to flamenco music and in the United States, the Electric Prunes produced a "psychedelic" album called Mass in F Minor. 

However, the use of guitars and tambourines has irked Pope Benedict, who loves classical music. "It is possible to modernise holy music," the Pope said, at a concert conducted by Domenico Bartolucci, the director of music at the Sistine Chapel. "But it should not happen outside the traditional path of Gregorian chants or sacred polyphonic choral music." 

His comments prompted the newspaper La Stampa to compare him with Pope Pius X, who denounced faddish classical and baroque compositions and reinstated Gregorian chants. 

Benedict XVI's supporters argue that the music played during Mass is a vital part of the communion between worshippers and God and that medieval church music, with the liturgy, creates the correct ambience for perceiving God's mystery. 

"It is often forgotten that the liturgy is not a symbol but rather a truth," said Cardinal Ersilio Tonini, the Archbishop of Ravenna. "Mass is the presence of Christ and the music adds so much more when the harmony allows the mind to transcend the concrete to the divine." 

However, Cardinal Carlo Furno, the grand master of the Equestrian Order of the Holy Sepulchre of Jerusalem, said it was "better to have guitars on the altar and rock and roll Masses than empty churches". He said the use of modern music was a "sign of the vitality of the faith". 

The argument about modern or traditional music is part of a wider debate over whether to return to a Latin Mass. If Latin Masses are not reintroduced into common practice, few Catholics will know the words to the Latin Gregorian chants which the Pope advocates. 

The Latin Mass was restricted in the Vatican II reforms of the 1960s, on the grounds that they were deterring worshippers from going to Church. However, Msgr. Malcolm Ranjith Patabendige, the secretary of the Congregation of Divine Faith, said there is "a need to reinforce the conquests of the past". He said the traditional Mass of St Pius V had "never been abolished". John Allen, the author of a biography on Pope Benedict, said he thought a "universal indulgence" would be issued to priests allowing them once again to say Mass in Latin whenever they wanted to. 

Pope Benedict has also begun to reform the Roman Curia in his image, recently appointing Cardinal Tarcisio Bertone as his new secretary of state, the Vatican's equivalent of prime minister. Cardinal Bertone, 71, was the pope's right hand man at the Congregation of the Doctrine of the Faith for many years. 

Silence modern music in church, says Pope

http://www.telegraph.co.uk/news/worldnews/1522463/Silence-modern-music-in-church-says-Pope.html
By Malcolm Moore in Rome, June 27, 2006 in The Daily Telegraph
Pope Opposes Guitar Riffs at Church

http://www.nysun.com/foreign/pope-opposes-guitar-riffs-at-church/35136/ 

By Malcolm Moore, The Daily Telegraph, June 27, 2006 in the New York Sun

Pope demands end to crappy church music

http://www.getreligion.org/2006/06/pope-demands-end-to-crappy-church-music/ 

By Mollie June 30, 2006

The Pope Calls for an End to Popular Music in Church

http://www.sermonindex.net/modules/newbb/viewtopic.php?topic_id=11726&forum=48&34 

In what may be the most visible — or audible — instance of the present-day Catholic hierarchy's retreat from the reforms of the 1960s and '70s, Pope Benedict XVI has called for an end to popular music in churches, suggesting that traditional chant and sacred polyphony are the suitable accompaniment to worship.
Numerous media outlets — from The Daily Telegraph of London ("Silence modern music in church, says Pope") to the Catholic News Service ("Pope says new liturgical music need not ignore older church music") to LoneStarTimes.com of Texas ("Pope demands end to crappy church music") — reported the pontiff's statement this past week.
The Second Vatican Council of 1962-65 severely curtailed the use of Latin in Catholic services in favor of the vernacular, believing that many potential worshippers were put off attending church by a liturgy in a language they didn't understand. In the same spirit, beginning shortly after Vatican II and continuing in subsequent decades, countless parishes and dioceses have experimented with popular and vernacular music in church — from guitars and panpipes in the Andes to drumming in Africa to flamenco singing in Spain. Rock 'n' roll-style amplified instruments have been tried in many places; in the U.S., the guitar-strumming "folk Mass" has been an object of derision among traditionalists (and music snobs) for a generation.
The Telegraph quoted Pope Benedict as saying, "It is possible to modernise holy music, but it should not happen outside the traditional path of Gregorian chants or sacred polyphonic choral music." He made the comment at a concert on June 24 which placed liturgical music by Palestrina alongside sacred works by Msgr. Domenico Bartolucci, from 1956 to 1997 the director of the Sistine Chapel Choir. The concert would seem intended to serve a purpose analogous to that of the mythical first performance of Palestrina's "Pope Marcellus" Mass, which, legend (and Hans Pfitzner's opera Palestrina) would have it, convinced the prelates at the Council of Trent not to ban sacred polyphony altogether by demonstrating that it could be as spiritually pure and uplifting as plainchant.
An accomplished pianist and devoted Mozart-lover, Pope Benedict — né Joseph Ratzinger — comes from a musical family; his brother Georg was for 30 years the director of the renowned choir of Regensburg Cathedral in Germany, the "Regensburger Domspatzen."
Reaction to the papal pronouncement was predictably mixed. Cardinal Ersilio Tonini, the Archbishop of Ravenna, agreed with his superior, saying that "Mass is the presence of Christ and the music adds so much more when the harmony allows the mind to transcend the concrete to the divine."
But Cardinal Carlo Furno, grand master of the Equestrian Order of the Holy Sepulchre of Jerusalem, was quoted in the Telegraph as saying it was "better to have guitars on the altar and rock and roll Masses than empty churches," adding that the use of modern music was a "sign of the vitality of the faith." The Italian newspaper La Stampa compared Benedict to his predecessor Pius X, who in 1903 deplored the newfangled sacred music of the Baroque and Classical eras and enforced the use of standardized Gregorian chants.
Nicholas Kenyon, controller of the BBC Promenade Concerts, remarked in the Telegraph of June 29 that "This is like David Lammy, just because he happens to be culture minister, criticising anything he does not personally like on the radio and insisting on a diet of his own favourites. [...] Who is to say that different generations cannot worship to the music of Palestrina or pop, Josquin or flamenco? We should encourage all who want to worship to do so in the style closest to their hearts."
Kenyon did go on to observe that, in the '60s and '70s, "the Catholic Church, in a desperate moment of realising that it was several centuries out of date, embarked on liturgical and musical reform with all the enthusiasm of a French revolutionary, censuring choirmasters, organists, and singers with a will, revoking all sense of value in the musical heritage of previous generations." He pointed out the critical and popular success of such contemporary composers as Arvo Pärt, Henryk Górecki and John Tavener, whose music seeks to express traditional Christian spirituality in a modern classical idiom. And, of course, he suggested that His Holiness might want to pay a visit to a Prom.

I Had a Dream: The Music of Palestrina and Gregory the Great Had Come Back
An exclusive interview with maestro Domenico Bartolucci. Who strangled Gregorian chant and polyphony – and why. And how to bring them back to life. Benedict XVI? “A Napoleon without generals”
http://chiesa.espresso.repubblica.it/articolo/72901%26eng%3Dy.html 

By Sandro Magister, Rome, July 21, 2006

The concert conducted in the Sistine Chapel at the end of June by maestro Domenico Bartolucci, in Benedict XVI’s honor and with his attendance, has certainly marked a turning point in the dispute over the role that music has, and will have, in the Catholic liturgy. But for now, it is a merely symbolic turning point. 

The new direction has been indicated with authority. “An authentic renewal of sacred music can only come follow in the pathway of the great tradition of the past, of Gregorian chant and sacred polyphony,” Benedict XVI said on that occasion. This is a pope whose “great love for the liturgy, and thus for sacred music, is known to all,” Bartolucci emphasized in his greeting of introduction. 

But the goal still seems a long way off. Bartolucci, in his nineties, is a first-rate witness to the misfortunes that have plagued sacred music over the past half century. An outstanding interpreter of Gregorian chant and of the polyphony of Giovanni Pierluigi da Palestrina, he is at the same time the victim of their near annihilation. 

When the curia of John Paul II planned and carried out the dismissal of Bartolucci as director of the papal choir of the Sistine Chapel, only Joseph Ratzinger, then a cardinal, was on his side. Now, with the election of Ratzinger as pope, there is a real chance that the course of this drama will be reversed, and that Gregorian chant and polyphony will be returned to their central place in the Church. But neither Benedict XVI nor Bartolucci are so naïve as not to perceive the extreme difficulty of this undertaking. 

For the Church to draw once more from the treasury of its great sacred music, there is, in fact, the need for a formidable effort of reeducation, and for liturgical reeducation even before musical. 

This is what Bartolucci makes clear in his interview with “L’Espresso” no. 29, 2006, reproduced in its entirety below. 

In it he says, among other things: 

“I am an optimist by nature, but I judge the current situation realistically, and I believe that a Napoleon without generals can do little.” 

That Benedict XVI is, in this field, a “Napoleon without generals” was seen, for example in the vigil and Mass he presided over and celebrated in Valencia last July 8-9, organized by the Pontifical Council for the Family and by the Spanish bishops’ conference. 

The vigil slavishly followed the canons of the television shows, with presenters, guests, comics, singers, and dancers. 

And the songs at the Mass reproduced the “popular” style that invaded during the pontificate of John Paul II: a style unceremoniously described and assessed by Bartolucci in the interview that follows. 

Here, then, is the barnburner interview, conducted and transcribed by the expert in classical music for the weekly “L’Espresso,” Riccardo Lenzi:

When the Cantor was like a Priest
An interview with Domenico Bartolucci

Q: Maestro Bartolucci, no fewer than six popes have attended your concerts. In which of them did you see the most musical expertise?

In the most recent one, Benedict XVI. He plays the piano, has a profound understanding of Mozart, loves the Church’s liturgy, and in consequence he places great emphasis on music. Pius XII also greatly loved music, and played the violin frequently. The Sistine Chapel owes a great deal to John XXIII. In 1959 he gave me permission to restore the Sistine which, unfortunately, was in bad shape, partly because of the illness of its previous director, Lorenzo Perosi. It no longer had a stable membership, a musical archive, or an office. So an office was obtained, the falsettos were dismissed, and the composition of the choir and the compensation for its members were determined, and finally it was possible to form the children’s choir as well. Then came Paul VI, but he was tone deaf, and I don’t know how much of an appreciation he had for music.

Q: Was Perosi the so-called restorer of the Italian oratorio?

Perosi was an authentic musician, a man utterly consumed by music. He had the good fortune of directing the Sistine at the time of the motu proprio on sacred music, which rightly wanted to purify it from the theatrics with which it was imbued. He could have given a new impulse to Church music, but unfortunately he didn’t have an adequate understanding of polyphony in the tradition of Palestrina and of the traditions of the Sistine. He also entrusted the direction of the Gregorian chant to his vice-maestro! His liturgical compositions were frequently noteworthy for their superficial Cecilian style, far from the perfect fusion of text and music.

Q: Perosi imitated Puccini...

But Puccini was an intelligent man. And his fugues are greatly superior to those of Perosi.

Q: Was Perosi in some sense the harbinger of the current vulgarization of sacred music?

Not exactly. Today the fashion in the churches is for pop-inspired songs and the strumming of guitars, but the fault lies above all with the pseudo-intellectuals who have engineered this degeneration of the liturgy, and thus of music, overthrowing and despising the heritage of the past with the idea of obtaining who knows what advantage for the people. If the art of music does not return to its greatness, rather than representing an accommodation or a byproduct, there is no sense in asking about its function in the Church. I am against guitars, but I am also against the superficiality of the Cecilian movement in music – it’s more or less the same thing. Our motto must be: let us return to Gregorian chant and to polyphony in the tradition of Palestrina, and let us continue down this road!

Q: What are the initiatives that Benedict XVI should take to realize this plan in a world of discotheques and iPods?

The great repertoire of sacred music that has been handed down to us from the past is made up of Masses, offertories, responsories: formerly there was no such thing as a liturgy without music. Today there is no place for this repertoire in the new liturgy, which is a discordant commotion – and it’s useless to pretend that it’s not. It is as if Michelangelo had been asked to paint the general judgment on a postage stamp! You tell me, please, how it is possible today to perform a Credo, or even a Gloria. First we would need to return, at least for the solemn or feast day Masses, to a liturgy that gives music its proper place and expresses itself in the universal language of the Church, Latin. In the Sistine, after the liturgical reform, I was able to keep alive the traditional repertoire of the Chapel only in the concerts. Just think – the Missa Papae Marcelli by Palestrina has not been sung in St. Peter’s since the time of Pope John XXIII! We were graciously granted the permission to perform it during a commemoration of Palestrina, and they wanted it without the Credo, but that time I would not budge, and the entire work was performed.

Q: Do you think that the assembly of the faithful should participate in singing the Gregorian chant during liturgical celebrations?

We must make distinctions in the performance of Gregorian chant. Part of the repertoire, for example the Introits or the Offertories, requires an extremely refined level of artistry and can be interpreted properly only by real artists. Then there is a part of the repertoire that is sung by the people: I think of the Mass “of the Angels,” the processional music, the hymns. It was once very moving to hear the assembly sing the Te Deum, the Magnificat, the litanies, music that the people had assimilated and made their own – but today very little is left even of this. And furthermore, Gregorian chant has been distorted by the rhythmic and aesthetic theories of the Benedictines of Solesmes. Gregorian chant was born in violent times, and it should be manly and strong, and not like the sweet and comforting adaptations of our own day.

Q: Do you think that the musical traditions of the past are disappearing?

It stands to reason: if there is not the continuity that keeps them alive, they are destined to oblivion, and the current liturgy certainly does not favor it... I am an optimist by nature, but I judge the current situation realistically, and I believe that a Napoleon without generals can do little. Today the motto is “go to the people, look them in the eyes,” but it’s all a bunch of empty talk! By doing this we end up celebrating ourselves, and the mystery and beauty of God are hidden from us. In reality, we are witnessing the decline of the West. An African bishop once told me, “We hope that the council doesn’t take Latin out of the liturgy, otherwise in my country a Babel of dialects will assert itself.”

Q: Was John Paul II somewhat accommodating in these matters?

In spite of a number of appeals, the liturgical crisis became more deeply entrenched during his pontificate. Sometimes it was the papal celebrations themselves that contributed to this new tendency with dancing and drums. Once I left, saying, “Call me back when the show is over!” You understand well that if these are the examples coming from St. Peter’s, appeals and complaints aren’t of any use. I have always objected to these things. And even though they kicked me out, ostensibly because I had turned 80, I don’t regret what I did.

Q: What did it once mean to sing in the Sistine Chapel?

The place and the choir formed a unity, just as music and the liturgy formed a unity. Music was not a mere ornament, but it brought the liturgical text to life, and the cantor was something like a priest.

Q: But is it possible, today, to compose in the Gregorian style?

For one thing, we would need to recover that spirit of solidity. But the Church has done the opposite, favoring simplistic, pop-inspired melodies that are easy on the ears. It thought this would make people happy, and this is the road it took. But that’s not art. Great art is density.

Q: Don’t you say any composers today who are capable of reviving such a tradition?

It’s not a question of aptitude; the atmosphere just isn’t there. The fault is not that of the musicians, but of what is asked of them.

Q: And yet the monks of Santo Domingo de Silos have sold millions of CD’s of Gregorian chant. There’s also the Third Symphony of Henryk Gorecki, with its medieval references...

These are consumer phenomena that hold little interest for me.

Q: But there are authoritative composers who have put the faith at center stage, like Pärt or Penderecki...

They don’t have a sense of the liturgy. Mozart was also great, but I doubt that his sacred music is very much at its ease in a cathedral. But Gregorian chant and Palestrina match seamlessly with the liturgy.

Q: In effect, Mozart’s letters don’t convey any great religious sentiment. And yet, in the “et incarnatus est” of his Mass in C minor, that soprano phrase from the wind instruments perfectly explains to us the mystery of the incarnation...

Don’t forget that Mozart’s father was a Chapel Master. And so, whether he wanted to or not, he breathed deeply of the air of the Church. There is always something very concrete, especially in a man’s childhood, that explains such spiritual depth. Think of Verdi, who as a child had a priest as his first music instructor, and played the organ at Mass.

Q: Do you feel a bit lonely, with no heirs?

There’s no one left. I think I’m the last Chapel Master.

Q: But in Leipzig, at the church of Saint Thomas, there is the sixteenth Kantor since the time of Bach...

In Germany, in the Protestant arena, the children of the composer of the Brandenburg concerti jealously safeguard their identity. Verdi rightly said that the Germans are the faithful children of Bach, while we Italians are the degenerate children of Palestrina.

Q: Speaking of Verdi, great sacred music isn’t always compatible with the liturgy....

Certainly. Verdi’s Requiem Mass cannot be called a Mass suitable for the liturgy, but think of the power with which the meaning of the text comes through! Beethoven, too: listen to the opening of the Credo. It’s entirely different for the Cecilian movement. These are the masterpieces of sacred music that have a rightful place in concert performances.

Q: Bruckner was also very inspired...

He has the defect of being longwinded. His Mass for wind instruments, the one in E minor, is rather tedious.

Q: Was Mahler correct in saying that he was “half god and half simpleton”?

That’s right. He had some extraordinary moments, such as his masterful treatments of the arch. But then he began to exaggerate, and then...

Q: And do you like Mahler?

He’s like Bruckner – some beautiful moments, but rather repetitive. One would like to shout at him at a certain point: knock it off, we get it!

Q: According to Ratzinger, there is music as a mass phenomenon, pop music, which is measured by the values of the market. And then there is the educated, cerebral music that is destined for a small èlite...

This is the music of the moderns, from Schönberg on, but sacred music must follow the spirit of Gregorian chant and respect the liturgy. The cantor in the church is not there as an artist, but as a preacher, or as one who preaches by singing.

Q: Do you envy the Eastern Churches at all?

They have not changed anything, and rightly so. The Catholic Church has renounced itself and its particular makeup, like those women who have plastic surgery: they become unrecognizable, and sometimes there are serious consequences.

Q: Was it your father who brought you close to music?

He was a workman at a brick factory in Borgo San Lorenzo, in the province of Florence. He loved to sing in church. And he loved the romanze of Verdi and Donizetti. But at that time, everybody sang: the farmers while they were dressing the vines, the shoemakers while they were working a sole. There were bands in the piazza, during the holidays music directors came from Florence, and the area theatre had two opera seasons each year. It’s all gone now.

Q: In Italy, the authorities have cut off financing for the orchestras and theatres...

They were right to do so. Those organizations have too many people who are just dead weight. Take, for example, the administrative offices: at first there were four or five persons, now there are twenty or twenty-five.

Q: In what sense can Palestrina, Lasso, or Victoria be considered relevant?

For their musical density. Palestrina is the founding father who first understood what it means to make music; he intuited the necessity for contrapuntal composition linked to the text, unlike the complexity and the rules of Flemish composition.

Q: For the philosopher Schopenhauer, music is the summit of all the arts, the immediate objectification of the Will. For Catholics, can it be defined as the direct expression of God, as the Word?

Music is Art with a capital “A.” Sculpture has marble, and architecture has the edifice. You see music only with the eyes of the spirit; it enters within you. And the Church has the merit of having cultivated it in its cantories, of having given it its grammar and syntax. Music is the soul of the word that becomes art. It most definitely disposes you to discovering and welcoming the beauty of God. For this reason, now more than ever the Church must learn to recover it.

On the June 24 concert in the Sistine Chapel, conducted by maestro Bartolucci in honor of Benedict XVI and in his presence:
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Benedict XVI’s Address on Sacred Music - "Renewal Can Only Happen in the Wake of the Great Tradition of the Past"
http://www.zenit.org/article-16659?l=english 

Vatican City, July 23, 2006
Here is a translation of the address Benedict XVI gave on sacred music, delivered in the Sistine Chapel on June 24, 2006, after a concert sponsored by the Domenico Bartolucci Foundation.

Your Eminences, Venerable Brothers in the Episcopate and in the Presbyterate, Brothers and Sisters in the Lord,
At the end of this concert, evocative because of the place we are in -- the Sistine Chapel -- and because of the spiritual intensity of the compositions performed, we spontaneously feel in our hearts the need to praise, to bless and to thank. This sentiment is addressed first of all to the Lord, supreme beauty and harmony, who has given men and women the ability to express themselves with the language of music and song.
"Ad Te levavi animam meam," (to you, Lord, I lift up my soul), the Offertory of Giovanni Pierluigi da Palestrina has just said, echoing Psalm (25[24]:1).
Our souls are truly lifted up to God, and I would therefore like to express my gratitude to Maestro Domenico Bartolucci and to the foundation named after him that planned and put on this event. 
Dear Maestro, you have offered to me and to all of us a precious gift, preparing the program in which you wisely situated a choice of masterpieces by the "prince" of sacred polyphonic music and some of the works that you yourself have composed.
In particular, I thank you for having wished to conduct the concert personally, and for the motet "Oremus pro Pontefice" that you composed immediately after my election to the See of Peter. I am also grateful to you for the kind words you have just addressed to me, witnessing to your love for the art of music and your passion for the good of the Church.
Next, I warmly congratulate the choir of the foundation and I extend my "thank you" to all who have collaborated in various ways.
Lastly, I address a cordial greeting to those who have honored our meeting with their presence.
All the passages we have heard -- and especially the performance as a whole in which the 16th and 20th centuries run parallel -- together confirm the conviction that sacred polyphony, particularly that of the so-called "Roman School," is a legacy to preserve with care, to keep alive and to make known, not only for the benefit of experts and lovers of it but also for the entire ecclesial community, for which it constitutes a priceless spiritual, musical and cultural heritage.
The Bartolucci Foundation aims precisely to safeguard and spread the classical and contemporary tradition of this famous polyphonic school that has always been distinguished by its form, focused on singing alone without an instrumental accompaniment. An authentic renewal of sacred music can only happen in the wake of the great tradition of the past, of Gregorian chant and sacred polyphony.

For this reason, in the field of music as well as in the areas of other art forms, the ecclesial community has always encouraged and supported people in search of new forms of expression without denying the past, the history of the human spirit which is also a history of its dialogue with God.
Venerable Maestro, you have also always sought to make the most of sacred music as a vehicle for evangelization. Through numberless concerts performed in Italy and abroad, with the universal language of art, the Pontifical Musical Choir conducted by you has thus cooperated in the actual mission of the Pontiffs, which is to disseminate the Christian message in the world. And you still continue to carry out this task under the attentive direction of Maestro Giuseppe Liberto.
Dear brothers and sisters, after being pleasantly uplifted by this music, let us turn our gaze to the Virgin Mary, placed at Christ's right hand in Michelangelo's Last Judgment: let us especially entrust all lovers of sacred music to her motherly protection, so that always enlivened by genuine faith and sincere love of the Church, they may make their precious contribution to liturgical prayer and effectively contribute to the proclamation of the Gospel.
To Maestro Bartolucci, to the members of the foundation and to all of you who are present here, I cordially impart the apostolic blessing.

Sacred Music that Serves the Word of God - Father Samuel Weber on Sacred Music Institute 

http://www.zenit.org/article-23109?l=english 

By Annamarie Adkins, St. Louis, Missouri, July 4, 2008 

Parish music directors -- and congregations -- in the Archdiocese of St. Louis soon will benefit from Archbishop Raymond Burke’s recent initiative: The Institute for Sacred Music.
Archbishop Burke, who has since been named to head the Apostolic Signature, the Church's supreme court, appointed Benedictine Father Samuel Weber as the first director of the new institute earlier this year. 

Father Weber is a professor in the divinity school of Wake Forest University in North Carolina and also a monk of the St. Meinrad Archabbey in Indiana.


In Part 1 of this interview with ZENIT, Father Weber discusses how the Institute for Sacred Music will try to restore Gregorian chant’s "pride of place" in the liturgy.


Q: Why did Archbishop Burke found the Institute for Sacred Music? What is its mission?
Father Weber: As Archbishop Burke explained, he established the institute to help him to cultivate more fully sacred music in the celebration of the complete Roman Rite.
The Institute will have many activities. First, it will form programs of sacred music, especially Gregorian chant, for parish musicians, musicians of other archdiocesan institutions and interested individuals.

Second, it will assist parishes with the singing of the Mass in English, for example, the entrance antiphon, the responsorial psalm and the Communion antiphon. Third, it hopes to foster the singing the Liturgy of the Hours.
A fourth activity of the institute is assisting parishes that wish to develop a "schola cantorum" for singing Gregorian chant; a fifth goal is aiding the full implementation of the English translation of the Roman Missal in the archdiocese. 
Lastly, the institute aims to give particular assistance to the programs of sacred music at the Cathedral Basilica of St. Louis and at Kenrick-Glennon Seminary.


Q: Is there a difference between sacred music and religious music?
Father Weber: Although the two terms are often used interchangeably, we can make a distinction. 
Sacred music, properly speaking, is music that is united to a sacred text -- especially psalms and other scriptural texts and texts of the Mass, such as the Introit, Gloria, Sanctus, Agnus Dei, etc., and it includes certain traditional hymns that are -- or have been -- part of the official liturgical books.
The authority of the Church must confirm all the liturgical texts; these sacred words are not to be altered in setting them to music.
All sacred music is "religious music", obviously. But religious music would encompass everything from classic hymns to contemporary songs with a religious theme in a wide variety of styles and varying quality. Not all religious music is suitable for sacred worship, certainly. 
Ultimately, it is the responsibility of competent authority -- i.e., the bishop or the Holy See -- to determine the suitability of all religious music for sacred worship, even though parish musicians will usually choose the music for a parish Mass and other liturgical celebrations. 
All Church musicians need to be able to make truly informed choices about appropriate music for use in the liturgy, based on authentic Church teaching. This is not always easy, nor is the choice simply a matter of taste.


Q: Many complain about popular or secular forms of music creeping into the liturgy, but this has been a perennial problem for the Church. What causes this recurring problem, and how have the great renaissances in sacred music such as those fostered by Palestrina and Pope St. Pius X turned the tide?
Father Weber: Yes, you could say that the concern about secular -- or frankly anti-Christian -- musical styles supplanting sacred music in worship is perennial -- though it may manifest itself differently in different cultures and historical periods.
For example, in early centuries, all music other than chanting was strictly forbidden by Church authorities, because use of musical instruments had strongly pagan associations.
In the 19th century, the style of opera had so greatly influenced Church music that Pope St. Pius X warned strongly against this "profane" music, and forbade composing music imitating operatic styles. He initiated the 20th Century Liturgical Movement by his 1903 document, "Tra le Sollecitudini". 
In particular he encouraged Gregorian chant, which he said in the third paragraph of the document, "has always been regarded as the supreme model for sacred music," thus "it is fully legitimate to lay down the following rule: The more closely a composition for Church approaches in its movement, inspiration and savor the Gregorian form, the more sacred and liturgical it becomes; and the more out of harmony it is with that supreme model, the less worthy it is of the temple."
It was Pope Pius X, also, who coined the phrase "active participation" of the people. And he also said in paragraph five of the document that "modern music is also admitted to the Church, since it, too, furnishes compositions of such excellence, sobriety and gravity, that they are in no way unworthy of the liturgical functions." 
After the Second Vatican Council it was the pop and folk style music of the late 1960s and 1970s that dominated newly composed music for worship -- Catholic and Protestant. Despite the Constitution on the Liturgy’s emphasis on the "pride of place" for Gregorian chant in the liturgy, the council’s teaching was ignored, and chant virtually disappeared. The reasons for this are many and complex. But one major element was plain confusion and misunderstanding. The liturgical reform following the Council was astoundingly rapid, and serious upheavals in the secular world of those times also affected the anti-authoritarian mood within the Church. This was played out dramatically in the liturgy. Changes were made precipitously with too little consultation with the bishops.
During the papacy of Pope John Paul II, we began to see a sober reassessment of the post-conciliar liturgical changes, culminating in his last encyclical, "Ecclesia de Eucharistia".
The present "renaissance" in liturgical music we are now seeing is in large part due to Pope Benedict XVI and his many scholarly works on the subject even before he became pope.
The historic heritage of sacred music, then, always serves as an indispensable teacher and model of what best serves the celebration of sacred worship, and leads worshipers to greater holiness.

Sacred Music That Serves the Word of God - Father Samuel Weber on Sacred Music Institute -2
http://www.zenit.org/article-23123?l=english 

By Annamarie Adkins, St. Louis, Missouri, July 6, 2008

Although learning Gregorian Chant might imply a little effort from parishioners, the end result is worth it, says the director of the Institute for Sacred Music in St. Louis.

In Part 2 of this interview with ZENIT, Father Weber discusses why he thinks chant is "the song that [God] wants to hear from our lips and our hearts."

Q: Why did the Second Vatican Council state that Gregorian chant should be given "pride of place" in the Church's liturgy?

Father Weber: The Second Vatican Council's constitution on the liturgy, "Sacrosanctum Concilium," as well as numerous statements of the Popes and the General Instruction of the Roman Missal [GIRM], teach us that Gregorian chant and sacred polyphony -- that is, sacred music sung in harmony -- such as compositions of Palestrina, are to enjoy "pride of place" in sacred worship. 

This means that chant is not only to be in common use in the liturgy, but it is also to provide examples and inspirations for new compositions. The reason for this is to assure a genuine organic development in the sacred music Catholics experience in worship -- in continuity with the Church's history, and transcending limitations of time and cultures.

Understanding and appreciating this universality in Catholic music for worship might be seen as one facet of the obedience of faith. We need to remember, of course, that the Council teaches under the inspiration of the Holy Spirit. God is telling us both how he wants to be worshiped, and what best serves the religious needs of those gathered for sacred rites.

Before all else, worship is about God. It is the duty of the creature to know, love and serve the Creator, and to render to God the service of prayer, praise and thanksgiving that is his due. Worship is about us, the creatures, only insofar as we desire with all our hearts to serve God as he tells us he wants to be served.

Historically, Gregorian chant is in direct, organic development with ancient cantilation -- chanting -- patterns of the psalms in temple and synagogue. This was the background and experience of the first Christians. So our chanting today is in direct relationship with theirs.

One can see, then, that when we sing the chant, we are truly "in connection" with our fathers and mothers in the faith. 

Jesus, Mary and Joseph heard and sang many of these patterns of sacred chant in synagogue and temple worship. The apostles, the martyrs, the great saints whose witness continues to inspire us today, were all nourished on these traditions of sacred chanting.

Even the saints and blesseds of our own day -- Blessed Teresa of Calcutta, St. Pio of Pietrelcina, St. Gianna Beretta Molla, for example -- all sang, heard and knew the chant and the traditions of sacred music inspired by the chant. 

They were formed in this "school of sacred music" that is the chant, and, to borrow a phrase from St. Athanasius, the "gymnasium of spiritual exercises" that is the Psalter -- the Psalms of David.

I think, too, of my grandparents and parents, so many beloved family members, teachers and friends, who have gone before us "marked with the sign of faith." How they loved the sacred chants, and passed them on to me with piety, devotion and reverence. What an opportunity to participate in the Communion of Saints. What could be richer or more spiritually satisfying?

Gregorian chant serves the word of God. It has no other purpose than to draw us to the sacred text, especially the Psalms, and to enable us to treasure God's word ever more deeply in our hearts. It is entirely free of anything that is contrary to the faith, free of purely human agendas or experiences that lead us away from God's will and plan for us. To use the language of our computer age: The chant is "safe and secure." No viruses can enter.

Q: Benedict XVI has given a number of speeches discussing the importance of preserving the Church's heritage of sacred music, and a number of documents have been issued by the Holy See calling the universal Church back to that grand tradition, yet little seems to have changed on the ground. Why is there resistance to what should be seen as a form of Vatican II's concept of "ressourcement," that is, return to the sources?
Father Weber: Perhaps it is not so much resistance as a lack of communication and ineffective teaching that stalled things. Pope Benedict is tireless in his teaching -- even before he became Pope -- for example, "A New Song for the Lord." An accomplished musician himself, he fully understands the power of music on the human heart, thus the central role of music in the liturgy. Clearly, part of our task is to help "get the word out." I think we can already see many positive results of the recent actions of the Holy See concerning the liturgy. 

For one thing, there is a growing interest among Catholic people in reviving their immensely rich heritage of music and art, and a real desire for greater beauty, reverence and solemnity in worship.

But when there is actual resistance? In the end, I believe that this comes down to the perpetual struggle between good and evil. God is constantly giving us all the grace we need to know, love and serve him.

But we are tempted by the devil, and suffer under the effects of original sin, so we sometimes make choices that, sadly, draw us away from God our Creator, and even extinguish the fire of love in our hearts.

It is the duty of all the pastors -- that God in his love has given us -- to call people back to that which will bring us true peace and blessedness. With great wisdom, over the centuries the popes, the Councils, have understood the importance of sacred music, art, architecture and ritual in the spiritual formation of the human person. As a result, they have never ceased to teach us about the care that must be exercised in cultivating all sacred arts that serve divine worship.

Now it is our job to receive this teaching and implement it in our lives for our spiritual good.

Q: The book "Why Catholics Can't Sing" highlighted the abysmal state of congregational singing present in most American parishes. Why do you think parishes will be able to handle Gregorian chant? Isn't that harder to sing?

Father Weber: The author, Thomas Day, suggested -- among other things -- that people don't sing because the music they often encounter at Mass is not really worth the effort. Silence is one response to music that is inappropriate -- whether from the standpoint of aesthetics or theology.

Another factor is the disappearance of choirs from parishes, since choirs can effectively lead and encourage congregational singing.

It's encouraging to know that many people who are discovering chant for the first time are so strongly attracted by its beauty and solemnity that they want to become a part of its revival. 

Speaking from experience, I would agree that Gregorian chant may require a greater discipline, more attention and sacrifice of time and energy in order to "make it happen" in our parishes.

But difficulty is not a real impediment. In our American society we greatly value sports. I'm a Green Bay Packers fan myself, rabid, actually. I'm really grateful to the Packers for all the hours they spend in practice and preparation for their games. All the sacrifices they make. It's worth it. The payoff is really something awesome. We, the fans, would settle for no less. Doesn't this same expectation apply to the things of God? It really isn't that hard to understand, is it?

St. Augustine taught the people of Hippo: "Cantare amantis est." Singing is characteristic of a lover. If the supreme love is, as we believe, between Christ, the Bridegroom, and the Church, his Bride -- can any effort be spared to express this love in true beauty? Is any sacrifice too much?

We don't have to guess at the song. This tremendous Lover of ours tells us the song that he wants to hear from our lips and our hearts. This is our Catholic faith. What more need be said? Let us begin!
Famed film composer lauds Gregorian chant, criticizes contemporary church music http://www.catholicculture.org/news/headlines/index.cfm?storyid=3999 
September 11, 2009 

Ennio Morricone, the Academy Award-winning composer who has written scores for more than 500 films, including The Mission and The Untouchables, has lauded Pope Benedict’s attempts to promote Gregorian chant in the sacred liturgy. "Today the Church has made a big mistake, turning the clock back 500 years with guitars and popular songs," says Morricone. "I don't like it at all. Gregorian chant is a vital and important tradition of the Church and to waste this by having kids mix religious words with profane, Western songs is hugely grave, hugely grave." Pope Benedict-- whom Morricone calls "a very high-minded Pope, a man of great culture and also great strength"—"is doing well to correct it," he adds. "He should correct it with much more firmness. Some churches have taken heed, but others haven’t."

IT'S TIME TO SING THE MASS AGAIN 

http://timesofindia.indiatimes.com/city/goa/Its-time-to-sing-the-Mass-again/articleshow/7085090.cms 

Fatima M Noronha, December 12, 2010, The Times of India 
"Why can't Catholics sing anymore?" musicologists ask, recalling the Gregorian chant and grand polyphony they used to hear at Mass, when the people in the pews could handle world-class music. Fine liturgical music is an heirloom for all humanity, and everyone has a stake in encouraging church musicians to keep it alive. 
In the language of the Second Vatican Council: "The musical tradition of the universal Church is a treasure of inestimable value." Funnily enough, many blame that very Council (1962-1965) for the low-grade music currently sung at Mass in a majority of churches. 
This is unfair. Although the Council opened the doors to the world's cultural variety, the relevant document-the Constitution on the Sacred Liturgy-clearly affirmed the primacy of the Gregorian chant and the necessity of high artistic standards in new compositions. 
Catholic liturgists ask a different question: "Why have we all but stopped singing the Mass?" The singing we usually hear in church can at best be described as hymns, not the words of the Mass itself. The biblical readings and prayers are carefully selected for each action of the Mass. 
The purpose of the singing is to extend the dimensions of solemnity, beauty and fervour of those same actions, not some other. This is what liturgical music means. It is different from devotional music-hymns sung in other contexts. And it is very different from profane music-all the stuff from 'Twinkle, Twinkle, Little Star' to 'From this Moment'. 
While parishes around the globe face these challenges, my comments are chiefly about what we suffer at Mass in English in Goa. As one involved in church choirs here and elsewhere for the last forty years, I must say I too believed we were spreading "the spirit of Vatican II" when we introduced catchy innovations during Mass. 

I was told "the people's participation" was all-important. We choir types were pleased when members of the congregation came up after Mass and said, "Oh, we really enjoyed it!" as though it were a show. We concentrated on four hymns, thinking that was our bit. No one ever told us in 1970 to sing the Mass, to aim at inner participation, helping people enter more fully into the meaning of each liturgical action. 
In the last few years, especially at weddings and funerals, I have often heard choirs do devotional and profane music at various parts of the ceremony, even interrupting the liturgy with so-and-so's favourite song. 
Almost invariably, some schmaltzy number replaces the precious Psalm chosen from the hymnal Jesus himself used. 

Then again, there is a habit of singing prayerful words to plagiarised pop tunes. When a choir of seminarians erupted into an Alleluia to the tune of 'Oo Oo Ah Ah Sexy Eyes', I was surprised the congregation remained solemn. Alas, we have stuffed our ears with cotton wool. Now is the favourable time to change all that. 
Starting this Advent season, we have a year to settle choral scores. On November 27, 2011, Catholics in India, together with those in most parts of the English-speaking world, are scheduled to begin using the scholarly translation of the third edition of the Roman Missal. 
There are a few changes in some of the Mass prayers and responses. The choir needs to learn its part much before the congregation. Besides, the New Mass implies new musical settings. Composers and publishers got busy years ago, using the so-called grey book of semi-final texts, and the final arrangements will be out very soon. 
While learning the new music, why not learn the rules? Every time I mention the GIRM, my folks grin. But, how about it, the 2002 General Instruction of the Roman Missal? 
Additionally, our archdiocese has its own 1995 booklet, also up on the website of the Diocesan Centre for Liturgy. There are finer points as well, such as the 2008 instruction not to pronounce the holy name YHWH, out of interfaith sensitivity; new editions of hymns say "the Lord" instead. 
As to what must be sung at Mass, there is this classic 1969 answer from the group of bishops and experts set up by Pope Paul VI to implement the Constitution on the Liturgy: Texts must be those of the Mass, not others, and singing means singing the Mass not just singing during Mass. 
Fatima M Noronha is a writer and editor by profession and takes a keen interest in church music.
Sacred Music in Crisis - Interview With Former Director of Sistine Chapel Choir

http://www.zenit.org/article-31511?l=english
By Carmen Elena Villa, Rome, January 19, 2011 

Cardinal Domenico Bartolucci, who served for over 40 years as director of the Sistine Chapel Choir, says that although sacred music is currently in crisis, there are signs of hope.

He was a child prodigy, having composed his first Mass at age 12; his best known Mass is the "Misa Jubilei," written in the Holy Year 1950.

The prelate, now 93 years old, was one of the new cardinals created in the November 20 consistory.

ZENIT spoke with the cardinal about his years as director of the choir, and his views on sacred music at this time.

ZENIT: How did you receive this appointment?

Cardinal Bartolucci: I didn't expect it. It's true that it is a sign of love of the Pope for sacred music, an evident reclaiming, especially at this moment of crisis.

Previously, music was the soul of the liturgy. Even in countries -- I am Tuscan, from a small village called Borgo San Lorenzo -- everyone sang in the squares, in churches, in processions and heard musical bands.

Today there are very talented youths, but the musical formation is often very inadequate. I don't know who is to blame, but at present the stadium and discotheques prevail and everything is reduced to the market.

ZENIT: How did you discover your vocation to music?

Cardinal Bartolucci: Since I was small I grew up with my father who was a passionate singer of the Church.

Music was very important in the seminary, although in my case the superiors kept me from it because they feared that I would be distracted from the study of Greek and Latin. Then I came to Rome and here I was enchanted by the vitality of the musical chapels of the basilicas.

I was appointed vice-maestro of St. John Lateran and later maestro of the Liberian Musical Chapel of St. Mary Major as successor of Licinio Refice, in 1955. I was appointed vice-maestro of the Sistine with Don Lorenzo Perosi. I was with him for four years, and after his death in 1956 Pius XII appointed me permanent director of the Sistine Pontifical Musical Chapel.

Despite this, when I was 80 they relieved me of the post. I wasn't told about this; I found out when my successor was appointed.

ZENIT: What was this period like as director of the Sistine Chapel Choir?
Cardinal Bartolucci: The Sistine had great vitality until the council. I remember the very beautiful functions with Pope Pacelli and with Pope John XXIII.

After the liturgical reform our contribution to the Papal liturgies was cut back. We were saved by the concerts throughout the world where the patrimony of the chapel could be maintained: We traveled to Austria, Germany, Ireland, France, Belgium, Spain, the Philippines, Australia, Canada, the United States, Turkey, Poland and Japan.

ZENIT: What was Pius XII's interest in sacred music?
Cardinal Bartolucci: Pope Pacelli loved sacred music and on occasions, to rest, he would play the violin.

With him many times functions were held in the Sistine Chapel. He was an extraordinary figure, of great culture and humanity.

ZENIT: And in Pope John XXIII's time?

Cardinal Bartolucci: The Sistine Chapel owes much to John XXIII. My plan for reform was approved under his pontificate because of his own interest. With Perosi [former director of the choir] things, sadly, because of his illness, were degrading. For example, the chapel didn't have a fixed structure of singers, headquarters or an archive.

Thanks to Pope John XXIII we reconstructed everything virtually from nothing and were able to create the Schola Puerorum exclusively for boys. At Christmas with the boys we sang in front of the manger in the Pope's apartment. It was moving.

ZENIT: Do you think sacred music will be able to go back to what it was?

Cardinal Bartolucci: Time will be needed. The maestros of other times are no longer there because the need for their existence is no longer seen. We live in hope.

Benedict XVI loves Gregorian chant and polyphony very much and wants to recover the use of Latin. He understands that without Latin the repertory of the past is destined to be filed away.

It is necessary to return to a liturgy that makes room for music, with a taste for the beautiful, and also to return to true sacred art.

ZENIT: What do you think of the singing and the assembly during liturgical celebrations?
Cardinal Bartolucci: It is necessary to be careful and not generalize. I'm not against the people's singing -- of which some have accused me.

What is more, already before the council I wrote songs of the people for the liturgy in Italian. They were very widespread in the parishes.

Hence, there are contexts where a Schola Cantorum is required or in any case a choir that can do true art. Let us think, for example, of the repertory of Gregorian chant that requires true artists to be done as it should be, or to the great polyphonic repertory.

In these cases the people participate in all the rights, being nourished and listening, but it is the singers who put their professionalism and competence at the service of others. Sadly, in these years of novelty, many have thought that to participate means to "do any old thing."

ZENIT: Who are your favorite authors or your sources of inspiration?

Cardinal Bartolucci: For sacred music, the great patriarchs are Palestrina and Bach.

Palestrina was the one who first intuited what the perfect adjustment of polyphony to the sacred text means. It was no accident that the Council of Trent referred to him to establish the canons of sacred music. Bach is also great but reflects more the spirit of the Nordics.

In any case, both show that music is made with the great songs of the Church.

The West has a very rich musical history that has been taken up by many Eastern cultures. The need exists today to recover it and to give it the style and space in the place in which the liturgy was established.

Frequently Asked Questions on Sacred Music
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Q: What is sacred music?

A: Sacred music is "that which, being created for the celebration of divine worship, is endowed with a certain holy sincerity of form," according to the Sacred Congregation of Rites in its Instruction on Music and the Liturgy, Musicam Sacram (1967, ¶4). As defined by the Constitution on the Sacred Liturgy, Sacrosanctum Concilium (1963), sacred music surpasses merely religious music when it is joined to the liturgical rite to become "a necessary and integral part of the solemn liturgy," whose purpose is "the glory of God and the sanctification of the faithful" (¶112).

"As a manifestation of the human spirit,” said John Paul II in 1989, "music performs a function which is noble, unique, and irreplaceable. When it is truly beautiful and inspired, it speaks to us more than all the other arts of goodness, virtue, peace, of matters holy and divine. Not for nothing has it always been, and will it always be, an essential part of the liturgy."

Q: What are the characteristics of sacred music?

A: On the centenary of its promulgation, John Paul II urged us to revisit and learn from St. Pius X’s Motu Proprio on Sacred Music, Tra le sollecitudini (1903). Pope Pius distinguished three characteristics of sacred music: "it must possess holiness and beauty of form: from these two qualities a third will spontaneously arise—universality" (§2).

Concerning holiness, for music to be sacred means it is not the ordinary, not the every-day. It is set aside for the purpose of glorifying God and edifying and sanctifying the faithful. It must therefore exclude all that is not suitable for the temple—all that is ordinary, every-day or profane, not only in itself, but also in the manner in which it is performed. 

The sacred words of the Liturgy call for a sonic vesture that is equally sacred. Sacredness, then, is more than individual piety; it is an objective reality. Concerning beauty, the Latin speaks more precisely of bonitate formarum or "excellence of forms." This refers to the tendency of sacred music to synthesize diverse ritual elements into a unity, to draw together a succession of liturgical actions into a coherent whole, and to serve a range of sacred expressions. 

Excellence of forms also serves to differentiate those elements, to distinguish the various functions of liturgical chants by revealing their unique character. Each chant of the various Gregorian genres presents a masterly adaptation of the text to its specific liturgical purpose. No wonder the Church has consistently proposed chant as the paradigm of sacred music.

Sacred music must be true art, says Pope Pius, "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 liturgy the art of musical sounds." Beauty is what holds truth and goodness to their task. To paraphrase Hans Urs von Balthasar, without beauty, the truth does not persuade, goodness does not compel (The Glory of the Lord: A Theological Aesthetics, I: 19). Beauty, as expressed in the Church’s liturgy, synthesizes diverse elements into a unified whole: truth, goodness, and the human impulse to worship.

Concerning universality, sacred music is supra national, equally accessible to people of diverse cultures. The Church does admit local indigenous forms into her worship, but these must be subordinated to the general characteristics of the received tradition. By insisting on the continuous use of her musical treasures, especially chant, the Church ensures her members grow up hearing this sacred musical language and receive it naturally as a part of the liturgy.

Q: Why should we care?

A: Celebrating the liturgy involves the whole person: intellect and will, emotions and senses, imagination, aesthetic sensibilities, memory, physical gestures, and powers of expression. Appropriate feeling is necessary for the communication and assimilation of religious truth. The Church’s insistence on music of a unique sort is intended not merely to stimulate feelings in a general way, but to exemplify Christian truth and convey transcendent mysteries using an appropriate form of expression. As Cardinal Ratzinger has written, sacred music "elevates the spirit precisely by wedding it to the senses, and it elevates the senses by uniting them with the spirit" (The Spirit of the Liturgy, 150).

Q: Isn’t this really just a matter of taste?

A: Nothing prevents us from preferring one form of music to another. What’s more, nothing prevents us from preferring one form of popular religious song to another. But music that is suitable for sacred liturgy must be of a special sort. No longer can personal preference be the sole criterion. "Not all musical forms can be considered suitable for liturgical celebrations," says Pope John Paul II in his Chirograph on sacred music (2003). He quotes Pope Paul VI: "If music—instrumental and vocal—does not possess at the same time the sense of prayer, dignity, and beauty, entry into the sphere of the sacred and the religious is [thereby] precluded."

In his general audience of February 26, 2003, Pope John Paul called on musicians to "make an examination of conscience so that the beauty of music and hymnody will return once again to the liturgy. It is necessary to purify worship of ugliness of style, careless forms of expression, ill-prepared music and texts, which are not worthy of the great act that is being celebrated."

Q: Why should we regard Gregorian chant as the ideal?

A: From her earliest days, the Roman Church has clothed her worship with Gregorian chant. Through the centuries she has safeguarded the chant as her own unique form of music, and through those same strains she continues to teach and pray, mourn and rejoice in her liturgy. For these reasons, Gregorian chant is the "supreme model for sacred music" (Pope Pius X) and the music proper to the Roman Church.

Throughout the 20th century, this fact was reiterated in official Church teaching on sacred music. Sacrosanctum Concilium affirms it, as does the General Instruction on the Roman Missal. As Pope John Paul II said, quoting Pope Pius X, "The more closely a composition for church approaches in its movement, inspiration and savor the Gregorian form, the more sacred and liturgical it becomes; and the more out of harmony it is with that supreme model, the less worthy it is of the temple." Pope Benedict XVI agrees: "An authentic updating of sacred music can take place only in the lineage of the great tradition of the past, of Gregorian chant and sacred polyphony."

Chant is the one music that we inherit from the ancient Church fathers. It is not a "style" but the music of the Mass itself. It is sung in unison, which makes it a perfect expression of unity. It illuminates and gives expressiveness to the sacred texts, but it does not alter them. It musically expresses the heart of the Church and thus exists across and outside time.

Q: What is the origin of Gregorian chant?

A: Singing has been a part of Christian worship since the earliest days of the Church. The chant, as it has been handed down to us and as it emerged from the rearrangements and reforms of the 7th, 8th and 9th centuries, has not entirely retained its primitive form. It unites within itself inherited elements that are much older and have been synthesized by either re-forming or preserving them.

Five main streams of inherited material flow together into the chant, and within the melodic classifications of the chant they remain formally distinguishable from each other to this day. These include Jewish solo psalmody, whose basic model is preserved in the Invitatory, the Responsories, and the Tract; the monastic choir psalmody of the Divine Office; the ancient art of depicting faith in song; the ancient cantillation of the priests and lectors in the tones of orations and readings; and the popular elements of various kinds in the acclamations, doxologies, and simple hymns and antiphons.

The melodic material in Gregorian chant derived from such diverse sources has nonetheless acquired one spirit: it is the Christian spirit, with its new desire to express something which lends its living breath to these melodies. The result is the Roman chant, the cantilena Romana.

The term Gregorian chant comes from its early association with Pope St. Gregory the Great (6th century). According to 8th century tradition, Pope Gregory was inspired by the Holy Ghost to codify the chant of the Roman Rite.

The consensus today, based on extant documents, is that the Gregorian melodies developed in the 8th and 9th centuries from a synthesis of Roman chant and Gallican practice, as promoted by the Carolingian rulers in Francia.

In making Roman techniques their own, the Frankish cantors "inaugurated a long period of musical creativity, the fruits of which may be found in the extant notated music of the late 9th, 10th and 11th centuries" (S. Rankin).

By the 12th and 13th centuries, Gregorian chant had become the standard song of the Western Church.

Q: Didn’t Vatican II do away with chant?

A: Contrary to widespread belief, the Second Vatican Council did not seek to diminish the role of chant but rather to increase it. Sacrosanctum Concilium states: "The Church acknowledges Gregorian chant as specially suited to the Roman liturgy: therefore, other things being equal, it should be given pride of place in liturgical services" (¶116). This pride of place was not intended to exclude other kinds of sacred music, especially polyphony, "so long as they accord with the spirit of the liturgical action." 

The Council’s directive culminated a long process of reflection and legislation regarding sacred music that began with Tra le sollecitudini. Pope Pius X sought to diminish the role of the secular theatrical style that had come to typify sacred music in the 19th century, which tended to "correspond badly to the requirements of true liturgical music" (§6). He instead called for an increased use of chant, which much better expresses the meaning and form which tradition has given individual parts of the liturgy (§10).

The Council drew on the teachings of Pope Pius, and sought to continue the restoration that he had begun by calling for the completion of a critical edition of chant.

For these reasons, Church musicians greeted the reform of the liturgy with great enthusiasm.

But within three years of the Council, the 1965 "transitional Missal" appeared to deemphasize Latin in the Ordinary parts of the Mass. Some liturgical activists used the Council’s provision for more use of the vernacular to promote the virtual exclusion of Latin. The revised Missal (1969) was promulgated at a time of theological confusion and cultural upheaval that depreciated all things traditional.

Conflicting visions of liturgical worship and undisciplined experimentation disrupted the implementation of the new Missal. All of this led to the near extinction of Latin chant in favor of vernacular hymnody. 

The revised Graduale Romanum, the Church’s official book of chant for the Mass, was published in 1974. During the intervening period the rise of popular and pseudo-folk music at Mass drastically disrupted the restoration of sacred music begun by Pope Pius and endorsed by the Council. Whatever opportunity there might have been to increase the role of chant was lost. 

But today, signs of restoration are all around us, as younger Catholics, led by a new generation of priests, are rediscovering the Church’s treasury of sacred music and reintroducing it into parish worship.

Q: Does chant have to be in Latin?

A: When the Church speaks of Gregorian chant, she means Latin chant. Latin is especially preferred because it is the language of the Church. It is the language in which the chant was composed, and the chant melodies are constructed around the accentuation, phrasing, and articulation of the Latin text.

Other forms of plainsong do not have to be in Latin, and most vernacular languages can be used in chant-like styles.

Indeed, it can be useful and feasible to chant some liturgical texts in the vernacular. But such a project has limits.

Chant adaptation requires changing familiar words to fit the music, or modifying the music to fit vernacular texts.

One might question the usefulness of such an exercise. The purpose of liturgy is not purely pedagogical, else the entire liturgy could be written in the style of a newspaper article.

The purpose of sacred liturgy is far deeper and more complex:

It is to draw us out of time and place so that we might more clearly perceive eternal mysteries. The liturgy is not primarily a teaching session but rather "an encounter between Christ and the Church… The preparation of hearts is the joint work of the Holy Spirit and the assembly, especially of its ministers. The grace of the Holy Spirit seeks to awaken faith, conversion of heart, and adherence to the Father’s will" (Catechism of the Catholic Church, 1097–8). The relative remoteness and changelessness of the Latin language, especially when united to the chant with its purity of form, helps to realize this encounter by leading us away from the ordinary and toward the transcendent.

Q: What is polyphony and what makes it specially suited to liturgy?

A: Polyphony literally means many voices. Polyphonic music has two or more voice parts that move independently (or contrapuntally) to weave a musical fabric. The term generally applies to sacred vocal music from the late Middle Ages through the Renaissance. Polyphonic music occasionally sounds chordal (or homophonic), but the contrapuntal style is generally distinguished from the homophonic style in its approach to harmony. In homophony, chords are presupposed, and voice parts are written chiefly to fit into a chord. In counterpoint, voice parts are written more as individual melodies, with chords resulting from the simultaneous tones of the independent lines.

This emphasis on the individual vocal lines shows the influence of chant, from which polyphony grew organically.

The "golden age" of sacred polyphony lasted from about 1400 until 1650, but composers of later eras continued to favor the contrapuntal style, especially when writing for the church.

Q: Who are some of the most important composers of polyphony?

A: The earliest known composers were Leonin (c. 1163–1201), Perotin (fl. c. 1200), and Guillaume de Machaut (c. 1300–1377), but the most representative and well known composers of sacred polyphony include Josquin Desprez (c. 1450–1521), Cristôbal de Morales (c. 1500–1553), Giovanni Pierluigi da Palestrina (1525–1594), Tomas Luis de Victoria (1548–1611), Thomas Tallis (c. 1505–1585), William Byrd (1543–1623), Orlando di Lasso (1532–1594), Francisco Guerrero (1528–1599), Carlo Gesualdo (1561–1613), and Claudio Monteverdi (1567–1643). Many later composers were inspired by these Renaissance masters of polyphony.

Q: Aren’t chant and polyphony too hard for regular parishes?

A: As with any art, sacred music ranges from very simple to very complex. From the earliest days of the Church, congregations have sung the simpler chant melodies. Collections like the Liber Cantualis (published by Abbey of Solesmes) and Jubilate Deo of Paul VI (1974) contain chants that everyone can sing. At the same time, the fullness of the Gregorian repertoire, consisting of several thousand chants for every purpose, requires experience, practice, and often a high level of mastery. The same is true of sacred polyphony. Many congregations can sing four-part hymns, but more complex contrapuntal pieces require a well-trained choir to sing on behalf of the praying community.

For hundreds of years, parishes around the world have fostered choirs and promoted choral singing. To ensure the preservation of the Church’s treasury of sacred music, the Council insisted that choirs “must be diligently developed” (¶114). While professionals can greatly enhance performances of sacred polyphony, nothing prevents amateurs from singing this music, and even directing it, if necessary. It can be hard work, and demands more of performers and listeners than popular styles. But only the best is good enough for the God we worship.

Q: What about "full, conscious, and active participation?"

A: The participation of the faithful in the liturgy was a primary concern of the Council (SC ¶14). We need to distinguish two forms of participation: internal and external.

Both are necessary for the full actuosa participatio of the human person because human beings are made up of both body and soul. The interior element is the "heart" of the matter, which finds expression in exterior action. One kind of external participation is singing.

In his Ad Limina Address (October 1998), Pope John Paul II reminded U.S. bishops that "active participation does not preclude the active passivity of silence, stillness and listening: indeed, it demands it. Worshippers are not passive, for instance, when listening to the readings or the homily, or following the prayers of the celebrant, and the chants and music of the liturgy. These are experiences of silence and stillness, but they are in their own way profoundly active.”

The call for active participation in singing long predates the Council. In Tra le sollecitudini, Pope Pius X commends the active participation of the people in the public and solemn prayer of the Church. In his Encyclical on Sacred Liturgy, Mediator Dei (1947), Pope Pius XII praises congregational singing of liturgical chant as a means to “foster and promote the people’s piety and intimate union with Christ" (¶106).

Some have read the Church’s teaching on participation to mean: the people sing as much as possible. Any music that the congregation does not or cannot sing is thereby excluded from liturgical use. This interpretation has been specifically rejected by all Popes for a century. Indeed, the post-conciliar Musicam Sacram legislates in favor of permitting a full choral Ordinary, while the current General Instruction on the Roman Missal specifically names parts of the Mass that may be sung by the choir alone. Conscientious and diligent church musicians must not allow themselves to be misled by a one-sided misinterpretation of the conciliar texts.

Q: What is the sung Ordinary?

A: The Ordinary refers to the parts of the Mass that are generally repeated in each liturgy. These include the introductory and penitential rites, the Preface dialogue, the communion rite, and the concluding rites. The sung Ordinary refers to the five principal Ordinary chants, which are identified by their opening word(s): Kyrie (Lord have mercy), Gloria (Glory to God), Credo (Creed), Sanctus and Benedictus (Holy, holy), and Agnus Dei (Lamb of God).

Traditional polyphonic Mass settings consist of these five movements. Modern vernacular Mass settings may include music for the Memorial Acclamation, Great Amen, and even the Our Father.

Q: Is a complete polyphonic setting of the Mass Ordinary really viable in our times?

A: Most certainly, and nothing in prescriptive Church law excludes it. Though the issue was debated at the time of the Council, Musicam Sacram, the most recent binding legislation from Rome concerning liturgical music, maintains the option of a full polyphonic setting. The General Instruction of the Roman Missal (¶216) seems to contain wording to the contrary, but we must remember that it speaks descriptively and not prescriptively when it says, "the Sanctus is sung or recited by all the concelebrants, together with the congregation and the choir."

In fact, the full choral Sanctus is used in weekly celebrations of the modern Roman Rite in Rome and in parishes and cathedrals in the United States, England, and Canada. Seeking to clarify the issue, Cardinal Ratzinger wrote: “Does it not do us good, before we set off into the center of the mystery, to encounter a short time of filled silence in which the choir calms us interiorly, leading each one of us into silent prayer and thus into a union that can occur only on the inside? …The choral Sanctus has its justification even after the Second Vatican Council.”

Q: What are the sung Propers?

A: The Propers refer to the parts of the Mass that change from liturgy to liturgy. There are five sung Propers: Introit, Gradual, Alleluia (or Tract), Offertory, and Communion. These chants can be found in the Graduale Romanum and Gregorian Missal, both published by the Abbey Saint-Pierre de Solesmes, the center for chant restoration in the 19th and 20th centuries.

The Introit chant is the normative ideal for what is commonly known as the processional hymn (sometimes called the gathering song). The Gradual, which follows the first reading, is now almost always replaced by the Responsorial Psalm from the Lectionary. The Alleluia, with its verse, immediately precedes the Gospel reading; it is replaced by the Tract in the penitential season of Lent. The Offertory is not just the act of presenting and preparing the gifts, but is a chant prescribed for the Mass of the day, even though the text is not given in the Roman Missal. The Communion chant is likewise prescribed for the Mass of the day.

Ideally, all five Propers are sung in their Gregorian settings, but realistically this is not always possible. Latin and vernacular hymns may quite licitly replace the Introit, Offertory, and Communion chants, and simpler responsorial forms may replace the Gradual and Alleluia chants. Singing the full chant Propers requires careful planning and patient rehearsal over the course of many years.

Q: What about "Music in Catholic Worship" (1972, rev. 1983) and "Liturgical Music Today" (1982), two documents often cited in discussions of sacred music?

A: These two documents from the U.S. Bishops Committee on the Liturgy contain some insight, but they tend to offer commentary that is at odds with other official sources of Church instruction, not in the least because they rely on the opinions of their authors. MCW, for example, says that "the musical settings of the past are usually not helpful models for composing truly liturgical pieces today" (¶51)—a position that finds no support in any official teaching. In contrast, Sacrosanctum Concilium teaches that "the treasury of sacred music is to be preserved and cultivated with great care" (¶114). Such discrepancies have made it difficult for many people to discern the Church's authentic teaching. The authority of these American documents remains debatable, as neither was passed by or even voted on by the full body of the U.S. Bishops. In October 2006, the committee met to consider revisions to these documents in light of the Instruction from the Congregation for Divine Worship, Liturgiam authenticam (2001).

In any case, the above-mentioned documents have been superseded by Sing to the Lord: Music in Divine Worship, released by the USCCB in 2007. Although this document too does not possess the inherent authority of an instruction or encyclical issued by the Pope or by one of the Roman Congregations, it nevertheless helpfully emphasizes some of the same points we have reviewed in this pamphlet.

Sing to the Lord notes that seminarians and priests should be familiar with celebrating the liturgy in Latin and with Gregorian chant (nn. 20, 23, 65) and that this chant, being "uniquely the Church’s own music," deserves "pride of place in liturgical services" (n. 72). The document goes on to say: "Chant is a living connection with our forebears in the faith, the traditional music of the Roman rite, a sign of communion with the universal Church, a bond of unity across cultures, a means for diverse communities to participate together in song, and a summons to contemplative participation in the Liturgy" (ibid.). Interestingly, the document tacitly admits that the Second Vatican Council’s request that "the faithful be able to sing parts of the Ordinary together in Latin" has not been fulfilled:
"In many worshiping communities in the United States, fulfilling this directive will mean introducing Latin chant to worshipers who perhaps have not sung it before. While prudence, pastoral sensitivity, and reasonable time for progress are encouraged to achieve this end, every effort in this regard is laudable and highly encouraged" (n.74). The document specifies: "Each worshiping community in the United States, including all age groups and all ethnic groups, should, at a minimum, learn Kyrie XVI, Sanctus XVIII, and Agnus Dei XVIII, all of which are typically included in congregational worship aids. More difficult chants, such as Gloria VIII and settings of the Credo and Pater Noster, might be learned after the easier chants have been mastered" (n. 75, emphasis added). All this amounts to a strong reaffirmation of the importance of the chant in the Roman liturgy.

Q: What’s so great about the organ?

A: Since gaining acceptance for liturgical use in the Middle Ages, the organ has been esteemed for its contribution to sacred music. Its method of producing sound recalls the human voice itself, which the Church has given primacy in her worship. Its use over the centuries in a solo and supportive role has given the organ a unique status above all other instruments.

In 2006, when he blessed the new instrument at the Alte Kapelle in Regensburg, Pope Benedict XVI remarked, "The organ has always been considered, and rightly so, the king of musical instruments, because it takes up all the sounds of creation… and gives resonance to the fullness of human sentiments, from joy to sadness, from praise to lamentation. By transcending the merely human sphere, as all music of quality does, it evokes the divine.

The organ’s great range of timbre, from piano through to a thundering fortissimo, makes it an instrument superior to all others. It is capable of echoing and expressing all the experiences of human life. The manifold possibilities of the organ in some way remind us of the immensity and the magnificence of God."

Q: What are the main liturgy books that I need?

A: At minimum, every Church musician needs the Liber Cantualis and the Gregorian Missal (both published by Solesmes). 
The Liber Cantualis contains chants for the prayers and responses of the Mass, including the useful and beloved chants that the congregation sings, along with a selection of chants for the Ordinary. It also contains the four Sequences, seasonal Marian antiphons, and popular chants that have obtained highly valued status through frequent use at communion and as prelude and postlude.

The Gregorian Missal provides a full selection of Ordinary chants, and all the Latin Propers for Sundays and greater feasts. It includes English translations of the chants and prayers, as well as references for the three-year cycle of Scripture readings. Musicians also might want to own the 1979 Graduale Romanum, which contains the Proper chants for the entire

Church year. They will also need an authoritative guide to liturgical rubrics, such as one by Msgr. Peter Elliott.

Those using the traditional Roman Rite (1962 Missal) will need an older edition of the Graduale or the Liber usualis.

A reprint of the 1952 Liber is available from Neri Publications.

MusicaSacra.com has several chant resources for free download, including a complete set of communion antiphons with Psalm verses, and the 1961 Graduale Romanum along with an index of Proper chants for the modern Roman Rite.

Q: Do I have to learn to read medieval notation?

A: An understanding of the traditional square notes, or neumes, is essential for singing chant. Church musicians who read only modern notation have access to a limited chant repertoire, and are deprived of the stylistic nuances that neumes bring to the Gregorian melodies. If one already reads modern notation, the transition is not difficult. The C clef marks do, the F clef marks fa, and the whole- and half-steps up and down the scale follow accordingly. The staff has four lines instead of five, which reflects the vocal range of most chant. Various chant methods can help you with rhythm, pitch, and style. An excellent one is the Gregorian Chant Master Class, published by the Abbey of Regina Laudis.

Q: Which Church documents should I read?

A: Church musicians need to be thoroughly familiar with Sacrosanctum Concilium, the General Instruction on the Roman

Missal, Musicam Sacram, John Paul II’s Chirograph on Sacred Music, and Pius X’s Tra le sollecitudini. The entire history of Papal legislation on sacred music is a worthy study. Its unifying theme points to a distinct body of music that can be called sacred in contradistinction to profane music, which is utterly unsuitable for the church, or religious music, which is suitable for non-liturgical use only.

Q: Where can I get polyphonic music to sing?

A: There are many excellent publishers of Renaissance polyphony, as well as works by later composers in the contrapuntal style. A great online resource is the Choral Public Domain Library (cpdl.org), which provides scores for download free of charge. As a choir progresses further into the repertoire, singers can look to the many publishers of sacred music that produce quality editions of new and old work.

Q: My parish has dreadful music. How can I change it?

A: Self-education is the first step toward the restoration of beauty and holiness in the liturgical life of your parish. Catholic musicians should learn to read neumes, and should begin to commit Latin hymns and settings of the Ordinary to memory. Then they can gather with others to form a schola, the traditional name for a choir that sings chant. It can take many months of practice before a new schola is prepared to sing at Mass.

In the meantime, the schola can find other opportunities to perform chant, including Benediction services and visits to hospitals or homes for the aged. In all of this, prayer and charity toward others are essential. Sometimes the pastor is open to the idea and sometimes he is not, but he is far more likely to be welcoming to a schola that is already serving the parish community. Slow and systematic work, done cheerfully and with attention to quality, will accomplish far more in the long run than rash protests and demands.

Q: Won’t a drastic change alienate people?

A: The liturgical upheaval of the late 1960s and onward confused and alienated many Catholics. Some people loved the new pop style and other people were embittered by it. Attitudes toward sacred music remain a source of division among Catholics today. While the need to restore the sacred is urgent, pastoral sensitivity is necessary to avoid the disorienting approach of the post-conciliar period. It will take time for the liturgical aesthetic to recover from the errors of the recent past so that it may be deepened and matured. The restoration of sacred music is a long-term project that requires years of relentless progress.

Q: Who wrote these FAQs and what else should I read?

A: This Q&A was prepared by members of the Church Music Association of America in 2006, with the assistance from the CMAA board of directors. A bibliography of literature on sacred music would be too vast to include here. But the musician should read official documents related to Church music as listed at MusicaSacra.com, and join the CMAA to receive the quarterly journal Sacred Music: MusicaSacra.com. The CMAA is a non-profit organization (501c3) and very much welcomes your support. To obtain additional copies of this monograph, see MusicaSacra.com:

CMAA 12421 New Point Drive Harbour Cove, Richmond, Virginia 23233 Fax: 240-363-6480 contact@musicasacra.com 

See FAQ on Sacred Music: New Edition by Jeffrey A. Tucker, Friday, August 22, 2008 
http://www.newliturgicalmovement.org/2008/08/faq-on-sacred-music-new-edition.html. 
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By Susan Benofy, Adoremus Bulletin Online Edition - Vol. VII, No. 1: March 2001

Editor's Note: It is an undisputed fact that nearly every twentieth-century pope -- and an ecumenical council -- have called for the revival of Gregorian Chant in the Church's living liturgy. Yet, after nearly a hundred years, we seem no closer to achieving this goal than when Pope Pius X urged that this buried treasure be recovered.

Why didn't it happen? Although the secular world has recently shown renewed interest in and appreciation for classic Catholic music, can Catholics today hope to recover and "re-inculturate" the Church's heritage of sacred music?

Susan Benofy, research editor of the Adoremus Bulletin, offers insight into the history of this long effort in a series of essays that begins in this issue.

"The musical tradition of the universal Church is a treasure of inestimable value, greater even than that of any other art. The main reason for this pre-eminence is that, as a combination of sacred music and words, it forms a necessary or integral part of the solemn liturgy". -- Second Vatican Council, Constitution on the Sacred Liturgy, Sacrosanctum Concilium §112
As the twentieth century began, the music proper to the Roman Rite, Gregorian chant and the classical polyphony that is based on it, a "treasure of inestimable value", was for all practical purposes buried.

Musical settings of the Mass in chant or classical polyphony were rarely performed in parishes. Much of the music was in manuscript form in libraries or museums, written in ancient notation, although serious attempts to understand the notation and edit the manuscripts had begun in the nineteenth century.

All of the twentieth century popes wrote on the subject of sacred music, and encouraged the revival of the chant, its publication in new editions, and the widespread teaching of chant so that Catholics could actually sing it.

Further progress was made on the revival of chant during the first half of the century. Institutes and schools trained teachers and promoted chant, and chant was introduced into religious houses, colleges and schools, and some parishes. Yet, despite the extensive liturgical reform after Vatican II, the "inestimable treasure" is almost never experienced as "an integral part" of the liturgy.

It is rare to hear chant in Catholic churches, and it is rarely taught in Catholic institutions. Catholics who are familiar with the chant and polyphonic repertoire are more likely to have gained this familiarity from listening to recordings than to have experienced this music as "an integral part of the solemn liturgy".

Parishioners or choir directors who express an interest in introducing such music into Sunday liturgies are often told it is inappropriate for the "post-Vatican II Church".

But is the sort of music heard at the average American parish what the Second Vatican Council intended? How is "sacred music" different from any other kind? What does music intend to accomplish in worship? Is it, after all, just a matter of taste? What does it really matter what we sing at Mass?

The liturgical reform that led to the Second Vatican Council's first published document, the Constitution on the Liturgy, Sacrosanctum Concilium, can provide historical perspective on the matter of Church music.

The story really begins nearly a century ago.

In the beginning - Pope Pius X - Tra le Sollecitudini
Pope St. Pius X initiated the twentieth-century reform of the liturgy with his decree, Tra le Sollecitudini ("among the cares")1 in 1903. 

The pope was concerned with engaging the people's true and full participation in the Church's worship; and to this end he issued this legislation for sacred music in the liturgy.

He states his objective right at the beginning:

Among the cares of the pastoral office ... a leading one is without question that of maintaining and promoting the decorum of the House of God in which the august mysteries of religion are celebrated...we do not touch separately on the abuses in this matter which may arise. Today our attention is directed to one of the most common of them, 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...Such is the abuse affecting sacred chant and music.

Filled as we are with a most ardent desire to see the true Christian spirit flourish in every respect and be preserved by all the faithful, we deem it necessary to provide before anything else for the sanctity and dignity of the temple, in which the faithful assemble for no other object than that of acquiring this spirit from its foremost and indispensable font, which is the active participation in the most holy mysteries and in the public and solemn prayer of the Church. And 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 sweetness, puts into the hand of the Lord the scourges wherewith of old the Divine Redeemer drove the unworthy profaners from the Temple.

--Tra le Sollecitudini, Introduction
(emphasis added)

In this document, the pope detailed principles that constituted a "juridical code of sacred music" with the force of law.

Sacred music, said Pope St. Pius X, is to have "the qualities proper to liturgy, and in particular sanctity and goodness of form, which will spontaneously produce the final quality of universality". It must, therefore be "holy" with nothing profane (non-sacred) in its content or presentation:

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 liturgy the art of musical sounds. (TLS, §2)

Tra le Sollecitudini holds up Gregorian chant as the supreme model of sacred music, that which the Church "directly proposes to the faithful as her own":

Special efforts are to be made to restore the use of the Gregorian Chant by the people, so that the faithful may again take a more active part in the ecclesiastical offices, as was the case in ancient times. (TLS, §3)

The pope said that polyphony, especially that of Palestrina and others of the sixteenth century, agreed "admirably with Gregorian chant" and, therefore, had a rightful place in the liturgy. More modern music was also permitted, provided it avoided all suggestions of the profane.

Thus, in the earliest document of the liturgical reform, sacred music, especially Gregorian chant, is presented as a fundamental element in the "active participation" of the people in the liturgy.

This emphasis on revitalization of liturgical chant for the purpose of invigorating and deepening people's worship continued in other documents of Pope Pius X and of later popes.

Pope Pius XI - Divini Cultus
Pope Pius XI issued Divini Cultus (DC), an Apostolic Constitution on Divine Worship, in December 1928. Like his predecessor, he emphasized the connection between re-invigorated Catholic worship and sacred music:

In order that the faithful may more actively participate in divine worship, let them be made once more to sing the Gregorian Chant, so far as it belongs to them to take part in it. It is most important that when the faithful assist at the sacred ceremonies ... they should not be merely detached and silent spectators, but filled with a deep sense of the beauty of the liturgy, they should sing alternately with the clergy or choir, as it is prescribed. (DC, §155)

Pope Pius XII - Mediator Dei and Musicae Sacrae Disciplina
Pope Pius XII issued two encyclicals dealing with the liturgy and participation by the people. The first, Mediator Dei (MD, November 1947), clearly continues the program of liturgical reform set out by his predecessors. The pope stresses that the liturgy is external worship but is also, and primarily, interior worship.

The pope devoted an entire section to the "participation of the faithful in the Eucharistic sacrifice", and explained that the people offer the sacrifice with the priest, though they do not have priestly power. They do this, he makes clear, by joining their prayer to that of the celebrant, and by offering themselves. (§§85-99)

In the section on music, the pope exhorts the bishops to see that the norms regarding music are observed. He reiterates the statements of his predecessors that Gregorian chant is the music "the Roman Church considers as her own", and says that it is "proposed to the faithful as belonging to them also". (§191) He recommends that the people sing the chants of the Mass, and quotes directly from Divini Cultus (§155).

Pope Pius XII gave additional directives on sacred music in his encyclical, Musicae Sacrae Disciplina (MSD), issued in 1955. MSD encouraged the restoration of chant and studies on polyphony, and repeated the remarks of Pope Pius X on the need for holiness and true art in sacred music.

He took note of popular religious singing and permitted hymns in the vernacular to be sung at "low Masses"2. Vernacular musical texts, however, were not permitted at the sung "high Mass" because of a requirement that all liturgical texts be sung in Latin.

Nevertheless at Masses that are not sung solemnly these hymns can be a powerful aid in keeping the faithful from attending the Holy Sacrifice like dumb and idle spectators. They can help to make the faithful accompany the sacred services both mentally and vocally and to join their own piety to the prayers of the priest. (MSD §64)

Further Instruction - Sacred Music and the Liturgy
Sacred Music and the Liturgy, a 1958 Instruction issued by the Congregation of Rites (now the Congregation for Divine Worship and the Discipline of the Sacraments, CDW), summarizes and systematizes these papal teachings.

The Instruction is a legislative document that gives detailed regulations for the use of music in the liturgy.

It included the teaching of Mediator Dei on participation of the people, and recommended various "stages" through which the people's participation should advance in both sung and read Masses.

In the first stage, people would sing the simple responses such as Amen and et cum spiritu tuo. In the second stage, all would chant parts of the Ordinary of the Mass3, or at least the simpler parts such as the Kyrie, Sanctus, and Agnus Dei. Ideally, the people would also sing the Gloria and Credo, but if they found it too difficult these could be chanted by the choir.

In reference to both of these stages, the Instruction said that the faithful throughout the world should be taught to chant the simpler responses and a simple setting of the ordinary chants. The Instruction specified that:

Care must be taken that the following easier Gregorian melodies be learned by all the faithful throughout the world: the Kyrie Eleison, Sanctus-Benedictus and Agnus Dei according to no. 16 of the Roman Gradual; the Gloria in excelsis Deo together with the Ite missa est-Deo gratias according to no. 15; and the Credo according to nos. 1 and 3. (§25b)

In a third stage, the entire congregation would chant the Proper of the Mass 4. This was urged particularly in seminaries and religious communities, but apparently was not considered practical for ordinary parish congregations.

Monsignor Richard Schuler, who was active in liturgical reform both before and after the Council, discussed the 1958 Instruction in his series of articles on the recent history of Church music, "Chronicles of Reform". He says this document remains the basis for most postconciliar legislation on music:

And just as truly, many of the abuses afflicting the Church today were condemned and prohibited by the Instruction which preceded the Vatican Council. ... What the Constitution on the Sacred Liturgy of the Second Vatican Council as well as the various instructions that followed after the council had to say on sacred music could be found almost in detail in the 1958 Instruction.5
Pioneers in the revival of chant
The planned reform of the liturgy was complex, and progress in the revival of chant was slow.

Since the early work of Dom Prosper Gunrunner in the 1840s, the Benedictine monks of Solesmes in France had been working to restore original melodies to the music for Mass. Manuscripts of polyphonic music were also being edited. Musicians, of course, had to learn the music in order to teach it. This was demanding work.

Considering that the first half of the twentieth century saw two World Wars and the Depression, it is not altogether surprising that liturgical music was not given high priority in the allocation of available resources.

In spite of all the difficulties, however, significant progress was made in the introduction of Gregorian Chant. Societies and schools were established to make it happen.6 Choir directors and pastors sometimes had a great effect on their parishes.

One of the best known institutions for teaching chant was the Pius X School of Liturgical Music, founded in 1916 by Mrs. Justine Ward and Mother Georgia Stevens, RSCJ, at the College of the Sacred Heart in Manhattanville, New York.

Mrs. Ward, a convert to Catholicism who had studied the techniques of the monks of Solesmes, developed a method for teaching chant, and incorporated it in a series of textbooks for children. These books taught sight reading of both modern musical notation and neumes in which chant is written.

Mother Stevens, also a convert, was a musician interested in improving the music at the Manhattanville. Impressed by a demonstration of Ward's method, she joined with Ward to begin a summer school for liturgical music at Manhattanville, eventually called the Pius X School of Liturgical Music.

Andre Mocquereau, OSB, the choirmaster at Solesmes, served at times as faculty at the School. By 1925, more than thirteen thousand teachers had studied Mrs. Ward's method of teaching chant.7 Other programs grew out of this.

Enter GIA and Dorothy Day
With Mother Steven's encouragement, Clifford Bennett began the Catholic Choirmasters Correspondence Course and offered courses in chant in various regions of the country.8 Later this became the Gregorian Institute of America (now known as GIA). The Gregorian Institute also developed a popular series of children's textbooks, To God through Music.

Groups whose primary emphasis was on social action also promoted liturgical reform and Gregorian chant. Dorothy Day, of the Catholic Worker Community in New York wanted to form a chant choir to help poor parishes learn to sing Gregorian chant, and enlisted the help of Mother Stevens. The Catholic Worker asked for a teacher or student from the Pius X School to train the group in chant:

That may seem a rather far cry from the work of the Catholic Worker, at first glance; but I'm sure I don't need to point out to you the fact that the entire Catholic social teaching is based, fundamentally, on liturgical doctrine. The group wishes to be able to open their evening meetings ... with sung Compline. And they are especially anxious to learn a few of the simpler Gregorian Masses, in order to be able to offer their services free to poor parishes.9
Hellriegel and Holy Cross
Congregations in a few ordinary parishes began to sing the Mass in Gregorian chant. One of the best known was Holy Cross in Saint Louis. Its pastor, Monsignor Martin B. Hellriegel, was a leader in the liturgical movement in the United States and one of the founders of the liturgical journal Orate Fratres (later called Worship).

Monsignor Hellriegel arrived as a new pastor at Holy Cross in June 1940, finding little music and practically no chant sung at its Masses. He began by teaching the parishioners hymns in English to be sung at non-liturgical services and before and after Mass.

For his first Easter in the parish, Monsignor Hellriegel hoped to have the chant Mass I, Lux et Origo, sung by the people, a setting designated "For Paschal Time" in the Kyriale.10
At the beginning of Lent, he organized a special Easter preparation for the school children. They met with the pastor in the Church for a half-hour three days a week during Lent. Monsignor Hellriegel explained to them: "The Mondays, Wednesdays and Fridays of Lent are the greater Lenten days when the people of old fasted more strictly". The children, who did not fast, would use these days to learn the Easter Mass.

Monsignor Hellriegel had recordings of the monks of Solemnes chanting this Mass, which he played for the children. He writes,

They were quite enthusiastic. We supplied them with Kyriales. During the first week of Lent they merely listened to the monks, following the music in their booklets. During the second week I permitted them to hum along, but very quietly. During the third they hummed again, but with more rhythm. During the fourth they sang, but lightly. During the fifth they sang with more expression, and during the sixth they did it "without the monks." Easter morning they sang the Lux et Origo Mass without books.11
The adults were impressed, and many of them wanted to learn to sing the Mass. By Pentecost that year, the Mass was chanted by children and adults together.

Within a few years, parishioners at Holy Cross were chanting half-a-dozen Masses, and several choirs were formed. Monsignor Hellriegel stressed that the choir and director must be exemplary Christians, that the services must be well prepared, and that the music must be for the glory of God:

The best we can give to our God is not good enough. Sancta sancte! Holy things must be done in a holy way! 12
Although Holy Cross was not the only example of such a program, parishes that regularly sung chant were definitely a minority. In most parishes where chant was sung it was sung by the choir at the Sunday High Mass.

Other early achievements 
Though music was the primary focus of Pope Pius X's foundational document on the reform of the liturgy and of the other papal documents cited here, the liturgical reform of first half of the twentieth century was not confined to music.

By the 1950s, personal Missals containing vernacular translations with the Latin text of the Mass were used by many lay people. By mid-century, also, the so-called "dialogue Mass", where the entire congregation recited the responses to the priest instead of just the altar server, was coming into use.

Much scholarly work on the history and theology of the liturgy had been accomplished during this period. Although much of this activity took place in Europe, there were scholars and centers of liturgical study in America. The Benedictine Abbey of St. John in Collegeville, Minnesota, was among the most active. Dom Virgil Michel, of St. John's was a major leader in the liturgical movement and the first editor of Orate Fratres, an influential liturgical journal still published at St. John's, though its name was changed to Worship in the early fifties. The Abbey's Liturgical Press issued a series called the Popular Liturgical Library to educate people about the liturgy, and published a short version of the Breviary in English for lay people.

Much was being done to educate people about the liturgy. But the early liturgical reform was not free from problems. Pope Pius XII's warnings in Mediator Dei against erroneous practices have a familiar ring today.

For example, he says that there are those who "assert that the people are possessed of a true priestly power, while the priest only acts in virtue of an office committed to him by the community. Wherefore they look on the Eucharistic Sacrifice as a 'concelebration'". (MD §83)

He observes that there are even those who "go so far as to hold that the people must confirm and ratify the Sacrifice if it is to have its proper force and value". (MD §95)

The pope cautioned against those "who are bent on the restoration of all the ancient rites and ceremonies indiscriminately ... The more recent liturgical rites likewise deserve reverence and respect. They too owe their inspiration to the Holy Spirit". (MD §61) He saw an "exaggerated and senseless antiquarianism" in those who "wish the altar restored to its primitive table-form; want black excluded as a color for the liturgical vestments; forbid the use of sacred images and statues in Churches; order the crucifix so designed that the Divine Redeemer's Body shows no trace of His cruel sufferings; [or] disdain and reject polyphonic music or singing in parts, even where it conforms to the regulations issued by the Holy See". (MD §62)

Pope Pius XII had by no means rejected the idea of liturgical reform, however. As early as 1946 he had asked the Prefect of the Sacred Congregation of Rites to begin a study of the general reform of the liturgy. In May 1948 the pope appointed a commission for liturgical reform to be headed by the Prefect of the Congregation of Rites.

Though it was in existence for only twelve years, the commission's accomplishments were considerable. Its first major achievement was the restoration of the Easter Vigil in 1951. This was followed in 1955 by the reform of the rest of the Holy Week ceremonies by Maxima Redemptionis, a decree of the Sacred Congregation of Rites. The liturgical commission also published new editions of the Breviary and the Roman Pontifical and a new simplified Code of Rubrics.

On both the popular and official levels, a reform of the liturgy was already in progress on that famous day in January 1959 when Pope John XXIII announced that there would be a second Ecumenical Council at the Vatican.

Thus the liturgical commission appointed by Pius XII was dissolved and a new one formed - the preparatory commission on liturgy for the Council.

The reform of the sacred liturgy was about to enter a new phase.

Notes

1 Issued November 22, 1903 as a motu proprio, which means literally "own accord." It is a simple decree of the Pope.
2 In the terminology common before Vatican II, Low Mass referred to one in which all liturgical texts were spoken, in contrast to a High Mass in which specified liturgical texts including the Proper, the Ordinary, the Preface and dialogues between priest and people were all sung.
3 "Ordinary" means the parts of the Mass that do not change.
4 "Propers" are the parts of the Mass that change daily: for example, the prayers for feasts.
5 Monsignor Richard Schuler "A Chronicle of the Reform" in Cum Angelis Canere (Saint Paul, MN: Catholic Church Music Associates, 1990), pp. 362-363. "Chronicles of Reform" originally appeared as a series of articles in six consecutive issues of Sacred Music: Parts I - IV in the four issues of 1982 (vol. 109) and Parts V and VI in the first two issues of 1983 (vol. 110).
6 See Schuler "A Chronicle of the Reform" for a detailed discussion of the papal documents and the role of various musical societies and schools in the reform of liturgical music in the twentieth century.
7 See Keith F. Pecklers, The Unread Vision: The Liturgical Movement in the United States of America: 1926-1955 (Collegeville, MN: The Liturgical Press, 1998), pp. 269-273.
8 The Gregorian Institute of America is now known simply as GIA. GIA currently publishes hymnals, including Worship, Gather, and Ritual Songs.

9 Letter of June 5, 1935, Dorothy Day, Catholic Worker Collection (W-6), Marquette University Archives, Milwaukee, WI. Quoted in Pecklers, p. 276, footnote #195.
10 The Kyriale is a book of chants for the Ordinary of the Mass, or the unchangeable parts; the Graduale is the chants for the Proper, or changeable parts, of the Mass.
11 Monsignor Martin B. Hellriegel, "Monsignor Hellriegel's Music Program" in Cecelia 83 (January-February, 1956) pp. 73-74. Quoted passages on p. 73. Italics in original. [See also Adoremus Bulletin, Nov. 2000, p. 3, "Active Participation in Chant", a reprint of Msgr. Hellriegel's article in Cecelia.]
12 Hellriegel, p. 74.
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By Susan Benofy, Adoremus Bulletin Online Edition - Vol. VII, No. 2: April 2001
Editor's Note: Part I of Buried Treasure traced the history of the reform of the liturgy and its music in the first half of the twentieth century. Pope Saint Pius X issued Tra Le Sollecitudini in 1903, a Motu Proprio that was the first in a series of papal and curial documents urging the active participation (participatio actuosa) of the people in the Mass, especially through the singing of Gregorian Chant. The spread of the desired reforms was slow, and the movement for reform was not without abuses. Later popes continued to encourage participatio actuosa and a greater use of chant and the rest of the treasury of sacred music at Mass. The Congregation of Rites summarized the series of documents and codified the musical reforms in a 1958 Instruction on Sacred Music and the Sacred Liturgy, De Musica Sacra. Pope Pius XII appointed a commission to study liturgical reform, and their work led to the reform of the Holy Week liturgy in the 1950s and to a simplification of the rubrics in 1960. It was in the midst of this ongoing liturgical reform that the recently elected Pope John XXIII issued his call for an Ecumenical Council in 1962. 

The first session of the Second Vatican Council began on October 11, 1962. The first official document issued by the Council was the Constitution on the Sacred Liturgy, Sacrosanctum Concilium. The final vote on the Constitution was taken on the sixtieth anniversary of Pope Pius X's Tra le Sollecitudini [TLS], November 22, 1963.

It is not surprising to see many of the concerns of the pre-conciliar liturgical documents reflected in the Constitution.

All popes from Pius X on stressed the active participation of the faithful in the liturgy; and the Constitution on Sacred Liturgy did not break from this tradition. It even used the same Latin term, participatio actuosa, as other documents had. Echoing the language of Popes Pius XI and XII, it says the people are not to be at Mass as "strangers or silent spectators" (§48). Sacrosanctum Concilium specifies that this participation should be expressed in "acclamations, responses, psalms, antiphons, hymns, as well as by actions, gestures and bodily attitudes. And at the proper time a reverent silence should be observed" (§30). Although it permitted the use of vernacular languages, it also insisted that Latin was to be maintained in the Roman Rite: "Nevertheless, care must be taken to ensure that the faithful may also be able to say or sing together in Latin those parts of the Ordinary of the Mass which pertain to them" (§54).

An entire chapter of the Constitution was devoted to Sacred Music. The first paragraph of Chapter VI stresses in general terms the importance of sacred music in the liturgy, calling it a "treasure of inestimable value". Before proceeding to specific provisions it says:

Accordingly, the Sacred Council, keeping to the norms and precepts of ecclesiastical tradition and discipline and having regard to the purpose of sacred music, which is the glory of God and the sanctification of the faithful, decrees as follows... (§112)

Norms and precepts on music
The "norms and precepts" mentioned here are primarily those developed over the previous sixty years and contained in TLS and the 1958 Instruction.

The Constitution specified that the "treasury of sacred music is to be preserved and cultivated with great care" (§114), that Gregorian chant is "specially suited to the Roman liturgy [and] should be given pride of place" (§116), that polyphony should not be excluded, that the current work on a typical edition 1 of Gregorian chant should be completed (§117), and that the "pipe organ is to be held in high esteem" (§120), though other instruments may be used.

None of these provisions differs from those developed in the series of liturgical documents from TLS to the 1958 Instruction. Yet the experience of most Catholics in the immediate post-conciliar period was of a radical and sudden change in the music at Mass. Organs, choirs and Latin hymns were replaced almost overnight with "folk groups" singing their own compositions. 

Implementation and experts
Other provisions in this chapter of the Constitution differed from those in previous documents. It urges that the musical traditions of the people (particularly those in mission lands) be incorporated into the liturgy. Authorization for introducing vernacular languages into parts of the liturgy also affected the music. The Constitution on the Liturgy did not give detailed directives about how its provisions were to be put into practice. Those who were placed in charge of the implementation of the reform interpreted the document and specified how it was to be followed.

The magnitude and rapidity of the changes that occurred in the aftermath of the Council were difficult for most Catholics to understand. Even the bishops' conferences seemed bewildered about how to exercise their newly granted authority over the liturgy -- specifically, overseeing translation of the texts and implementation of all the new rites. Most American bishops had not taken a great interest in the liturgical movement before the Council. Thus, during and after the Council, they relied greatly on the opinions of various liturgical experts.

Bishop Robert Tracy of Baton Rouge, in an account of his experiences at the Vatican Council recalls that most "non-specialist" bishops at the Council attended lectures given by experts daily. Even Archbishop Paul Hallinan of Atlanta, he writes, "was less than an expert liturgist when he was elected the only member of the US hierarchy to sit on the Council commission on the Liturgy." 2
Those who took such an avid interest in the experts' lectures may have been more influenced by the opinions they heard than by what the Council actually said. For their part, the experts believed that the bishops were in need of their instruction. One expert writing to another said: "Hallinan is very good indeed; I only wish it were not a case of getting him a Berlitz-type education in the liturgy while we operate". 3
Many of these experts were appointed to the Consilium (Council) for the Implementation of the Constitution on the Liturgy, a body created to determine the details of implementation of liturgical reform. Also, some experts staffed the Bishops' Committee on the Liturgy (BCL) and diocesan offices of worship, which were created or expanded at this time.

In some cases the opinions of the experts were tainted with the same kind of errors that Pope Pius XII had condemned in Mediator Dei. Notably, the experts were eager to restore what they believed were the liturgical practices of the first Christian centuries (e.g., use of the vernacular) while rejecting later developments, (e.g. polyphony and Gregorian chant). But the liturgical experts' opinions had predated the Council, as we have seen. Some experts conveniently saw the Council documents as requiring the implementation of their own favored theories concerning the liturgy.

International music organizations--Differing views, different roles 
Not all experts, of course, had identical views; but some seemed to have more influence on post-conciliar liturgical reform than others.

Two international organizations were founded during and after the Council, representing markedly different views on how the musical provisions of the Constitution on the Sacred Liturgy should be implemented.

The first, the Consociatio Internationalis Musicae Sacrae (CIMS), was established by Pope Paul VI on November 22, 1963, the Feast of Saint Cecilia, patroness of music -- the very day that the Council approved the Constitution on the Liturgy. CIMS developed out of a series of conferences on sacred music held in Europe starting in the Holy Year 1950, sponsored by the Pontifical Institute of Sacred Music. The chirograph, Nobile subsidium Liturgiae, establishing the Consociatio, said that the new organization was to be an "international institute which would be able to make known [to the Holy See] the needs of sacred music, and which would be able to assist in putting the decisions of the supreme ecclesiastical authority relating to sacred music into practice." 4
Pope Paul VI himself appointed officers for the CIMS on March 7, 1964. In addition, the Holy Father appointed as consultors to the Consilium the president of the CIMS, Monsignor Johannes Overath, and its honorary president, Monsignor Higinio Anglès, who was president of the Pontifical Institute of Sacred Music in Rome. Monsignor Fiorenzo Romita, president of the International Federation Pueri Cantores, was also appointed a consultor. The Federation was an organization of boys' choirs and an institutional member of CIMS. According to Monsignor Overath, however, these men were "not in fact numbered among the working committees entrusted with the various musical problems before the Consilium." They were not informed in advance of important developments related to music, such as the plans for the Graduale Simplex, nor were they invited to be part of the group that met to determine the final version of the Instruction on Sacred Music in 1967. 5
Another group of church musicians 6 met in 1964 at Boys' Town, Nebraska, to form a new organization, the Church Music Association of America (CMAA). 7 The CMAA, the American affiliate of CIMS, pledged to uphold the highest artistic standards, preserve the treasury of sacred music, and encourage composers to write artistic music for the more active participation of the people.

In August 1966, CIMS organized the first international meeting of church musicians after the close of the Council -- the Fifth International Church Music Congress was held in Chicago and Milwaukee, and hosted by CMAA.

The program for this meeting, approved by the Holy See, dealt with sacred music in light of the Constitution on the Liturgy and focused particularly on actuosa participatio populi, the active participation of the people.

Shortly before this Congress began, another international organization for the study of liturgical music was formed. Known as Universa Laus (Universal Praise), this predominantly European group was officially inaugurated at Lugano, Switzerland in April 1966.

Like CIMS, Universa Laus was an outgrowth of work begun in years before the Council. When the Council was announced, a group of liturgists and musicologists formed a group to offer assistance to those who were preparing the schema (draft) on the liturgy to be presented to the Council Fathers.

Universa Laus and Father Gélineau
The most familiar name among the founders of Universa Laus is that of Father Joseph Gélineau, SJ. Father Gélineau composed the so-called "Gélineau Psalms", musical settings of the Psalms, which were published in 1953 to be used with the French text of the Psalms from the Jerusalem Bible. The English text of the Grail Psalter was later set to the same tunes. These musical settings of the Psalms became quite popular shortly before the Council and continued to be used after the new Rite of Mass was promulgated.

Besides the Psalm settings, Father Gélineau produced works on the use of music in the liturgy, the most influential of which was published in English in 1964 as Voices and Instruments in Christian Worship.8 The book, written prior to the Council, had first appeared in 1962 in French, and was based on ideas in a series of articles Father Gélineau had published in a French journal of liturgical music between 1958 and 1961.9
In a note added to the English translation Father Gélineau says that the conclusions expressed in the book:

Have by no means been weakened; on the contrary, they acquire added strength in the light of the Council's teaching. ... The author has not felt any need to modify his text in any way, but has thought it worthwhile to add, in the footnotes, references to articles of the Constitution [on Sacred Liturgy] which vindicate or strengthen the views he has expressed or are helpful in rendering them more specific. 10
While Father Gélineau says that the Council did not influence his ideas on liturgical music, his ideas on liturgical music (along with those of Universa Laus) had a very strong influence on how the Council's reform of liturgical music was implemented.

Father Gélineau was a member of the three-man Praesidium (presidential committee) that governed Universa Laus. The other two members were Father Luigi Agustoni, a Swiss parish priest and a Gregorianist associated with the Institute of Sacred Music in Milan; and Doctor Erhard Quack, diocesan director of sacred music and music director of the cathedral of Speyer, Germany.

After a series of meetings beginning in 1962, Universa Laus published a study on the role of music in the liturgy, Le Chant liturgique aprés Vatican II (Liturgical Chant after Vatican II). The book appeared in 1965 in five languages. One commentator tells us:

From this era dates the faithful friendship for Universa Laus of Monsignor Annibale Bugnini, who was unstinting in his encouragement and support of the group's work. 11
Monsignor (later Archbishop) Bugnini was Secretary of the Consilium for the Implementation of the Constitution on the Liturgy from 1964 to 1969, and Secretary of the Congregation for Divine Worship from 1969 to 1975. 12 He was extremely influential in the post-conciliar reform of the liturgy. Bugnini's history of this reform, The Reform of the Liturgy: 1948-1975, is instructive both for its details of the membership and workings of the individual committees of the Consilium and for its insight into his own views on the liturgical reform. 13 The book confirms that he favored the opinions of Universa Laus, and reveals his negative attitude toward musicians holding more traditional views.

The roles of the Consilium consultors associated with the two international music associations, CIMS and Universa Laus, differed significantly, both in terms of the study groups to which they were assigned, and in terms of Bugnini's opinions of their ideas and methods. Fathers Gélineau and Agustoni, of the Universa Laus Praesidium and advisors to the Consilium were far more influential in the development of norms for liturgy than were the two members associated with CIMS, Monsignors Anglès and Overath.

Their influence was not confined to music. Both Agustoni and Gélineau were members of the important Group 10, responsible for revising the Order of Mass. In 1965 two Masses were said for a select group to demonstrate what the reformed rite would be like. Agustoni was music director of the first Mass (in Italian) and Gélineau for the second (in French).

Gélineau was also a member of committees writing new Eucharistic Prayers, including those for Masses with children, and was a speaker at an international congress on translation, sponsored by the Consilium. Those who supported traditional sacred music, however, were involved in none of these projects.

Post-conciliar revision
The revision of the rites and the use of some vernacular following the Council made it necessary both to update the norms for sacred music and to make some revisions in the repertoire of chant. The Consilium undertook both of projects.

The first resulted in the instruction Musicam Sacram. The second involved the revision of the chant books and the publication of a collection of simpler chants that the Council had requested. (SC §117) The Consilium had instituted "study groups" to implement the liturgical reform, and two groups were assigned these projects.

Group 14 was in charge of the study of singing in the Mass, and is the group originally charged with writing the first schema [plan] for the post-Conciliar instruction on sacred music that eventually became Musicam Sacram. None of the leaders of either the CIMS or Universal Laus was appointed to Group 14 (Helmut Hucke, who gave a paper at the Universa Laus meeting in Lugano, was a member of this group).

Group 25 was charged with revising the Gregorian Chant books and assembling the collection of simpler melodies. Father Agustoni of Universa Laus was secretary of this group.

A third committee, Group 33, was also designated to deal with questions of music and liturgy. Monsignor Overath was appointed to this committee. According to Bugnini, this group "had a supervisory role". 14 But despite the detailed discussion of the controversies surrounding some of the musical projects of the Consilium, there are no details of the work of Group 33. In fact, since it is never mentioned again, is difficult to see what its "supervisory role" might have been.

Developing the "Simple Gradual"
Group 25's project of producing an edition of simpler chant melodies, the Graduale Simplex [Simple Gradual], was extremely controversial.

The chant for the Mass of the Roman Rite is contained primarily in two books, the Kyriale and the Graduale Romanum.

The Kyriale is a collection of music for the sung parts of the Mass (the Ordinary), the text of which is unchangeable. It consists of the Kyrie, Gloria, Credo, Sanctus and Agnus Dei. The Kyriale contains 18 musical settings of these parts of the Mass. Several also include the Gloria, and several settings of the Creed are included, as well as the Requiem. (The Gloria and Credo are not used in every Mass.)

When the earlier popes' documents spoke of the participation of the people in the singing of the Mass, they recommended singing the Ordinary. The Council's recommendation of a collection of simpler melodies resulted in the Kyriale Simplex, an abridged Kyriale containing only five or six Mass settings and two or three Credos. A few simple settings from non-Roman Latin rites, such as the Ambrosian and Mozarabic Rites, were also included. 

The other set of sung portions of the Mass is known as the Proper. The text of these parts changes, each Sunday or feast having a set of texts proper to it with corresponding melodies. Included in the Proper are the Introit, Gradual, Alleluia (replaced by the Tract during Lent), Offertory and Communion.

The chant settings of the various Propers for Mass are collected in the Graduale Romanum [Roman Gradual]. For centuries these parts of the Mass were sung by the schola or choir and were generally more elaborate musically than the settings for the Ordinary. Many consider the Propers to be the most beautiful in the entire chant repertoire. (Recordings of Gregorian chant generally include several selections from the Graduale.) The contents of the Graduale are more extensive and generally more elaborate than the Kyriale, so any selection process would be more difficult. However, there is no reason to believe the Council's desire for a collection of the simpler melodies from the Graduale could not have been accomplished. This would have produced an abridged Graduale, containing the simplest settings, thus making it easier for smaller churches and inexperienced choirs to use the authentic chant repertoire at least part of the time.

Group 25 chose a very different procedure for compiling the Graduale Simplex.

Instead of setting the texts of the Proper of the Mass for the various Sundays and feasts, as in the Missal and the Graduale Romanum, the Simple Gradual gives a few sets of chants for each liturgical season to be used repeatedly throughout a season. In this arrangement there is no longer a set of proper texts for each Sunday. Thus the texts used would not necessarily correspond to those in the either the Missal or the Graduale Romanum, both of which have different texts for each Sunday and feast.

Even when the texts are preserved, however, the melodies traditionally associated with these texts at Mass have disappeared. Instead, melodies from manuscripts and other parts of the chant repertoire (such as the Divine Office) were used, because the committee judged that to ensure the participation of the people "there is an absolute need for simpler melodies" for which "the more complex melodies in the Graduale Romanum could not be the source". 15
This seems to imply that no simpler melodies can be found in the Graduale Romanum itself. However, the same introduction earlier recommended that smaller churches using the Simple Gradual should also use selections from the Graduale Romanum "especially the easier ones or those more familiar through long usage among certain peoples".16 Yet it was a collection of precisely these simpler and more familiar melodies that the Council apparently asked for. Further, the structure of the individual sections was changed.

The Graduale Simplex, then, is not simply a short collection of the simplest melodies taken from the Graduale Romanum thus serving as an introduction to its repertoire for choirs. It is an entirely different book intended for congregational participation.

On what principles was this book produced? One principle seems to be a somewhat exaggerated view of the need for vocal participation by the people -- the idea that people cannot participate in the Mass unless they audibly intervene in some way. This is reinforced by a view of the history of liturgy which concludes that from the earliest times singing at Mass was done by the people and a soloist, and that this singing consisted mostly of complete Psalms with antiphons. Neither of these opinions corresponds to those of CIMS. But they are views promoted by Universa Laus and advocated in the works of Joseph Gélineau.
The form of the musical settings in the Graduale Simplex corresponds to the form of singing for the liturgy advocated by Father Gélineau in Voices and Instruments in Christian Worship. Therein he states:

In spite of all the vicissitudes it has undergone in the course of the centuries, the responsorial form remains in Christian worship as the most traditional and the best way of including the entire assembly in the singing of psalms. 17 [Emphasis added.]

Gélineau also objects to the length of the Mass antiphons. He believes these were developed from a form that was originally responsorial psalmody in which the people participated. He contends that over the course of time the Psalm verses were suppressed and the responses lengthened; their music became more elaborate, and was consequently sung by a choir, not by the people. The resulting antiphons, he believes, became the Gregorian Propers. In Gélineau's view, this development is decidedly negative. He states that it "has not always exerted a favorable influence on the evolution of the rites" 18 and often "took place at the price of radical transformation". 19
Gélineau's theories about the history of the liturgy are not accepted by all historians 20, and were emphatically rejected by leaders of CIMS. Monsignor Anglès, in an article in the CIMS journal, contends: "from a historical viewpoint it is impossible to maintain that the Proprium Missae belonged to the people". 21 He indicates that the people never sang the Introit, Offertory or Tract, and contributed only a simple refrain for the Communion. If the liturgical reform nevertheless thinks it desirable that the congregation join in singing the proper, says Anglés,

It would be absurd to insist on its singing the various parts in the single form of chant with responsions, i.e., always providing a short refrain to the voice of the soloist. There exist other, and less monotonous ways in which the congregation may partake in church singing. 22

Similarly, Monsignor Overath stresses that the Proper was not sung by the congregation, and that simple responses were necessary in the early centuries only because the people had no books and could not read. He adds:

Active listening also belongs to actuosa participatio. Very often we say: "All praying is, after all, listening to the will of God"! Let us make room for such listening within the Church service. I believe I am allowed to say that more listening is what our devotion needs. 23
It is by now clear that the Simple Gradual expressed the reform desired by those who shared the ideas of Universa Laus, and opposed the ideas of the more traditional CIMS.

"Simple Gradual" approved
The Graduale Simplex was the part of Group 25's work that had the hardest time gaining approval. It was approved by the Consilium in April 1965 and was submitted at that time to the Congregation of Rites, who wished to see the page proofs before approving it. (Oddly, Bugnini praises the work of the members of this group in part because their presentations were "often modest and hardly intelligible even to the members of the Consilium". 24 One wonders if the members who voted on this book knew what they were approving.)

There was some question about which office of the Curia would publish the book, and whether it would even be an official liturgical book. It was proposed that the book be issued by some agency that was less official than the Congregation for Rites so that "it will always be possible to correct it, revise it, or even, should it prove less useful, abandon it." 25 Ultimately the Congregation of Rites would issue the Graduale Simplex. The decree (dated September 1, 1967) said that it could be used "unless some future legislation determines otherwise." 26
During the two years that elapsed between the Consilium's approval of the Simple Gradual and its publication, Bugnini says, "serious reservations" were voiced about its nature. The Consilium responded to three main objections and to the "difficulties and fears that were felt".

1. "The musical forms of the Gregorian chants used in the Roman Mass would be destroyed".

The Consilium insisted that this was not true, since the new book was not intended to replace any of the existing official chant books, but would be used in addition to these.

2. "New forms [e.g. responsorial] would be introduced that are not adapted to the faithful and not in conformity with the art of the Church and with the liturgical renewal".

The Consilium argued that none of the melodies was new, all of them being taken from the existing chant books; and that "[t]he manner of singing in which one or more cantors alternate with the congregation, which sings a refrain verse, is the oldest and most traditional in the Church". 27
3. "The text of the Roman Mass would be changed" (the introit, gradual, tract, alleluia, offertory and communion verses would be changed, and in some cases changed completely).

The Consilium answered: "This is a logical consequence of the entire approach to the problem", the "fundamental criterion" of providing a simple set of songs to be used throughout an entire liturgical season. If authentic Gregorian melodies were to be used, the texts must be altered. The Simple Gradual texts maintained the "concepts that inspire a season", rather than being "bound to a text". 28
The Graduale Simplex was finally published by the Congregation of Rites in September 1967 with a note approved by the pope requiring that the term "psalmist" be replaced by "cantor".

Simple Gradual led to "Diversity and adaptation"
The Simple Gradual "opened the door to greater diversity and adaptation", according to Monsignor Frederick McManus, a peritus (expert) at the Council, a member of the Consilium and first Director of the Secretariat of the US Bishops' Committee on the Liturgy. He saw the change in the Propers of the Mass as an intended, even desirable, consequence of its development.

Speaking to a meeting in Kansas City in December 1966, before the Simple Gradual was published, he stated:

The significance of the Simple Gradual, a direct fruit of Chapter VI [of Sacrosanctum Concilium], does not lie in the Latin texts and accompanying melodies. It lies rather in the principle: the first alternative to the proper chants of the Roman Gradual is officially provided, and the door thus opened to greater diversity and adaptation. 29 [Emphasis added]

(Msgr. McManus was also a founder of the International Commission on English in the Liturgy [ICEL], which composed the English texts of the antiphons used in the Simple Gradual).

That the aim of the Simple Gradual was not to supply chants for every Sunday and feast, but "to provide a set that can be useful for a liturgical season, with permission to use it several times during the same period." 30 This is a departure from the traditional practice in the Roman Gradual of having a Proper particular to each Sunday and feast.

During the process of approval, several questions were raised by an official identified by Bugnini only as "the reviser from the Secretariat of State". For example, the Constitution on the Liturgy §117 had asked for a book of simpler chants for use in small churches. The Consilium proposed to call the publication "Simple Gradual for the Use of Small Churches and Small Groups". The reviser for the Secretariat of State removed the phrase "and Small Groups" on the grounds that it was not in §117 and that its removal would "help to prevent abuses leading to the practical elimination of the Roman Gradual". 31 Bugnini insists that the Simple Gradual would be useful in more general situations:

The way things were going was so obvious that the Simple Gradual was used at Masses of the Council in Saint Peter's Basilica, which is certainly not a "small church," nor were the assembled Fathers a "small group". 32

This comment implies that the Simple Gradual was used at the Council because of the Council fathers' enthusiasm for it, but in fact the decision to use it was made by a committee appointed by Bugnini that prepared a booklet to be used for Council liturgies. One of the committee members was Father Luigi Agustoni of Universa Laus, secretary of the Consilium study group that was working on the Simple Gradual. 33
This illustrates a familiar (and highly effective) technique used by those who pushed for radical implementation of the reform. A practice, often one which had been explicitly rejected for general use, would be requested for "pastoral" reasons for a particular situation. Once permission was granted, liturgists would employ the innovation in other situations. Then its "widespread use" becomes an argument for general approval.

So the scenario for radical and sudden change in the music at Mass was set.

First, the antiphons from the Simple Gradual were translated into vernacular languages.

Next, new musical settings for the vernacular versions of the antiphons were required, it was argued, because of the different stress patterns and the reduced number of syllables in English as compared with the Latin version.

The ICEL translation of the antiphons was ready in 1968 and an English edition of a musical setting of the Simple Gradual was published in England in 1969. 34 In addition to musical settings of the antiphons, Psalm texts are given (from the 1963 Grail Psalter), marked for the use of three different sets of Psalm tones. 35
The musical settings of the antiphons differ from those in the Latin edition, and no claim is made that these are authentic Gregorian melodies. The explanatory material in the English edition of the Simple Gradual stresses that the texts are officially promulgated by the Congregation of Rites, and emphasizes these do not change every Sunday, but by seasons. As to the music, the notes observed:

On the other hand, you may be unimpressed by the music you find here. "Where has our heritage of sacred music gone to?" you may ask. This book does not pretend to satisfy a highly skilled and resourceful choir.... The Simple Gradual, like its Latin original, is "for the use of smaller churches", in accordance with the wish expressed in the Vatican Council's Constitution on the Liturgy (art. 117). 36
Simply put, the "heritage of sacred music" is not to be found in the Simple Gradual. Article 117 of the liturgy Constitution had asked for an edition of the simpler Gregorian chants. The English Simple Gradual makes no pretense to be such a collection.

Thus, in the Graduale Simplex, the texts of the Proper of the Mass were changed, and their variety reduced, on the grounds that this was the only way to enable the people to sing "authentic chant melodies".

Yet the English Simple Gradual, with its newly composed music, did not fulfill this purpose.

What it did do was to establish a principle that other texts could be substituted for the official Proper. The Simple Gradual itself was rarely used, but the principle of substituting new texts, which Monsignor Frederick McManus saw as its primary significance, was used to replace the Proper with other songs.

The final result, then, of a process ostensibly intended to preserve authentic music at the sacrifice of authentic texts, led to most Masses using neither authentic music nor traditional texts for the chants of the Proper of the Mass. The principle of "seasonal options" intended for smaller churches, became an ideal norm for all churches.

The principle has been extended even further in ICEL's proposed revision of the Sacramentary. For example, the proposal to rearrange the entrance rite so that that one option should be used throughout a liturgical season -- the sprinkling rite (without Kyrie or Gloria) would be used during Easter time, while the Gloria (without a Kyrie) would be used at Christmas.

The Holy See has not as yet approved these changes.

The Instruction, Musicam Sacram 
The Constitution on the Liturgy had dealt with music only in general terms (in Chapter VI), and the early post-conciliar documents on the liturgical reform [e.g., Inter Oecumenici] were even more vague. Some people interpreted the absence of directions to use polyphonic music or Gregorian chant as meaning that this music was no longer to be used in the liturgy. So the Consilium proposed a special instruction on music.

The resulting document, Musicam Sacram, is the only post-conciliar Vatican document devoted entirely to the subject of sacred music. The process of writing it was long and contentious, according to Bugnini's account, and twelve schemata [draft proposals] were issued between February 1965 and February 1967. The final document was published in March 1967 just six months before the Simple Gradual.

The drafting of Musicam Sacram was entrusted to the Consilium Study Group 14. Consultors who examined on the first draft found it weak and wanted "the instruction to codify the entire current discipline on sacred music as it related to the liturgical constitution." 37
A second, much longer, draft followed in April. This seventy-four-paragraph version was written by Canon A.G. Martimort, a sacramental theologian. A larger group of consultors reviewed this draft and found it generally acceptable. A third draft was written, incorporating their comments.

Up to this point no musicians had been members of the drafting committee or included among the consultors. (In Bugnini's usage, a "musician" is not simply one trained in music, but one who has traditional ideas about sacred music and is concerned about preserving the treasury of sacred music.)

This unsatisfactory situation impelled Monsignor Anglès (with the agreement of the academic senate of the Pontifical Academy of Music) to write a memorandum to the Holy Father on May 25, 1965, and another on June 7. The latter asked "the Holy See to intervene and prevent the practical introduction of many abuses". 38

Bugnini calls the Anglès memo an attack "against the entire liturgical reform". 39 But he says that the Secretariat of State saw the memo as raising a "serious and urgent question", and recommended that the Consilium study it and inform the Secretariat "with all due haste of [its] thinking and activity in this area." 40
(Bugnini's account never mentions the name of Cardinal A.G. Cicognani, Secretary of State, who addressed these matters.)

After this exchange, Bugnini judged that "the time had come to bring the musicians into the committee that was to put the finishing touches on the text that the liturgists had drawn up." 41 A new committee was formed that, according to Bugnini, "was made up of forty-three experts, half of them liturgists and half of them musicians." 42
But the "finishing touches" extended to several more drafts of the instruction.

From Bugnini's account it appears that a new committee of experts was formed for each successive schema. Musicians frequently represented less than half of the committee. For example, the committee for the fifth schema had a twelve member committee among whom were two "musicians of the Roman school" and two "Gregorianists", one of whom was Agustoni of Universa Laus. Other members were described as canon lawyers, theologians, pastoral experts and rubricists.

In his account of the development of further drafts of the instruction on music (he refers to this as its "way of the cross") 43, Bugnini usually presents the musicians as obstructionist. He charges that their suggestions for revision "reflected bygone ideas of sacred music", took concert performances as their ideal, and ignored "new problems raised for sacred song by pastoral liturgics". 44
Bugnini presents the liturgists, on the other hand, as invariably "pastoral" in their views. He contrasts the views of the two sides on the meaning of active participation:

Here precisely is where the views of the two sides diverged: in the view of the liturgists the people must truly sing in order to participate actively as desired by the liturgical Constitution; in the view of musicians, however, even listening to good devout, and edifying music ... promotes `active' participation.

These and other observations betrayed a mentality that could not come to grips with new pastoral needs. 45
Bugnini claims that some of the musicians' recommendations were incorporated, but the Consilium did not intend to yield on certain basic points, since they embodied the basic principles on which the liturgical reform was founded. 46
Given this attitude, it is not surprising to find that Musicam Sacram incorporates some attempts at compromise of dramatically divergent views.

In the end, "traditional" statements included were sometimes worded so as to permit a "progressive" interpretation. The musicians, for example, asked repeatedly for inclusion of some reference to the retention of Latin in the Roman Rite (SC §36a) and to the preservation of the treasury of sacred music (SC §114).

The final text did mention the retention of Latin, but it also promoted the vernacular; and it said that in order to follow these norms "one will therefore employ that form of participation which best matches the capability of each congregation". (MS §47)

(No one seemed to notice that congregations whose "capability" in Latin was superior to their capability in their native language would be extremely rare.)

Preserving the treasury
Musicam Sacram deals with the preservation of the treasury of sacred music in the following way:

In sung liturgical services celebrated in Latin:

a) Gregorian chant, as proper to the Roman liturgy, should be given pride of place, other things being equal. Its melodies, contained in the "typical" editions, should be used, to the extent that this is possible....

c) Other musical settings, written for one or more voices, be they taken from the traditional heritage or from new works, should be held in honor, encouraged and used as the occasion demands. (MS §50)

The opening phrase confining these provisions to liturgies "celebrated in Latin", Bugnini interprets to mean that:

When, therefore, the Constitution allowed the introduction of the vernaculars, it necessarily anticipated that the preservation of this "treasure of sacred music" would be dependent solely on celebrations in Latin....

In this part of the text, the instruction intends to make it clear that just as there are two forms of celebration, one in Latin, the other in the vernacular, in accordance with the norms established by competent authority, so the use of the musical repertory that is connected with the Latin text is for celebrations in Latin, although it is possible to use some parts of it even in celebrations in the vernacular. 47 [Emphasis added.]

There is nothing in the Constitution on the Liturgy, however, to indicate that the Council Fathers envisioned anything like "two forms of celebration". They did not envision an entirely vernacular liturgy.

Paragraph 36 of Sacrosanctum Concilium says that Latin is to be preserved, but that since the vernacular may be beneficial "a wider use may be made of it, especially in readings, directives and in some prayers and chants".

But it is not at all obvious, either, that Musicam Sacram §50 fully reflects Bugnini's view.

He states that the Council "makes it clear that the principles set down for use of the vernacular refer to all celebrations, whether with or without singing", thus, he says, "It follows from this that it would be contrary to the Constitution to decree or even to hint that sung celebrations, especially of the Mass, should be in Latin".

He asks rhetorically, "How can clerics be trained for the vernacular liturgy that will occupy most of their ministry if the experience only celebrations in Latin? Singing is something that requires long practice, beginning in youth". 48
Thus we can see how the "two forms of celebration" implicit in Musicam Sacram §50 became a springboard to further "reforms" in liturgical music.

This had been foreshadowed in a paragraph of the fifth schema which allowed for the replacement of the chants of the Mass with other songs approved by the episcopal conference. Indults (permission) allowing this practice had been in effect for a long time, particularly in German-speaking countries, that had an existing repertoire of such approved songs. Since these indults were already in effect and limited to certain countries, some of the experts saw no need to include mention of them in a document for the universal Church. According to Bugnini, this paragraph merely confirmed the existing indults and it was retained.

The majority, however, saw the pastoral advantage of having other songs besides the psalms for the Proper of the Mass. The paragraph ... would subsequently play a very important role, because the episcopal conferences would appeal to it as a basis for asking the same indult for their regions. 49
The paragraph did not merely confirm existing indults, but highlighted the possibility of such indults, thus encouraging other conferences to ask for them -- especially if their expert advisors (e.g., Frederick McManus to the US bishops) were enthusiastic about additional options. Introducing other songs to replace the Gregorian chants of the Mass, of course, would work against the preservation of the treasury of sacred music.

The debate continued through ten drafts of the document. When the tenth schema was submitted, Pope Paul VI felt an obligation to get a better insight into the divergent points of view. He therefore asked the musicians to draw up a single text that would include their variants and to provide justification for their differences with the liturgists. 50
The Holy Father then read both texts, comparing them and noting his own comments and questions in the margin. He finally sent his annotated text to the Consilium in November 1966, with instructions to revise it according to his marginal notes. The Consilium then produced Schema 11.

Bugnini states that despite criticism of this draft, "the Pope stood by the balanced and carefully worded text of the Consilium". 51 Finally the twelfth schema was accepted and issued on March 5, 1967, as the Instruction Musicam Sacram.

Effects of Musicam Sacram
The final version encouraged the formation of choirs and the preservation of the heritage of sacred music, specifying that settings of the Ordinary of the Mass written for several voices could be sung by the choir, provided that the congregation was not excluded entirely from the singing. 52
It maintained the distinction of solemn, sung and read Masses. For the sung Mass it specified degrees of participation "so that it may become easier to make the celebration of Mass more beautiful by singing, according the capabilities of each congregation". 53
It suggested that some compositions of sacred music in Latin could be used in vernacular Masses: "there is nothing to prevent different parts in one and the same celebration from being sung in different languages." 54
Teaching of music at all levels was emphasized, in order to "preserve the heritage of sacred music and genuinely promote the new forms of sacred singing.... Above all the study and practice of Gregorian chant is to be promoted because, with its special characteristics, it is a basis of great importance for the development of sacred music." 55
Despite this emphasis, however, few Catholics have experienced a Mass celebrated according to these instructions. Few Catholics who came of age since the Council learned even the simplest Gregorian chants or experienced a polyphonic sung Mass.

According to Monsignor Richard Schuler, "Musicam Sacram was never truly put into effect. It was obscured by a document prepared by the Music Advisory Board of the Bishops' Committee on the Liturgy, entitled `The Place of Music in Eucharistic Celebrations,' which has done untold harm." 56
Ironically, an instruction whose aim was to dispel confusion and to help preserve the Church's treasury of sacred music was ignored or interpreted in such a way as to permit this treasure to be buried ever more deeply.
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Editor's Note: The first two parts this series reviewed the liturgical reform -- particularly as it affected music for Mass -- before the Second Vatican Council, and the developments during and immediately after the Council. The liturgical documents issued by the Holy See, the Constitution on the Liturgy, Sacrosanctum Concilium, and others that followed, had to be implemented. In each country the national conference of bishops had the authority and responsibility to accomplish this. In the US, although the local bishops still had some authority over the liturgy in their dioceses, the major responsibility for putting the Conciliar liturgical reforms into effect was assumed by the conference's newly created liturgy committee.

The Constitution on the Liturgy gave permission for using vernacular languages in the liturgy, but this use was limited. Paragraph 36 says:

1. Particular law remaining in force, the use of the Latin language is to be preserved in the Latin rites.

2. But since the use of the mother tongue whether in the Mass, the administration of the sacraments, or other parts of the liturgy, frequently may be of great advantage to the people, the limits of its use may be extended. This will apply in the first place to the readings and instructions and to some prayers and chants according to the regulations on this matter to be laid down for each case in subsequent chapters.

Paragraph 54 of the Constitution adds:

With article 36 of this Constitution as the norm, in Masses celebrated with the people a suitable place may be allotted to their mother tongue. This is to apply in the first place to the readings and "the universal prayer", but also, as local conditions may warrant, to those parts belonging to the people. Nevertheless steps should be taken enabling the faithful to say or to sing together in Latin those parts of the Ordinary of the Mass belonging to them.

Because of the close connection of sacred music to the text of the liturgy, change in language would have a profound effect on liturgical music. Bishops' conferences that desired greater use of the vernacular were instructed by paragraph 54 to follow the provisions of paragraph 40 on "more radical adaptation" in introducing it. Evidently the Council Fathers envisioned a limited use of the vernacular in certain parts of the Mass and perhaps only at certain times or for certain congregations. Very quickly, however, permission was given to have the entire Mass in the vernacular. This remained a permission. The Council never required, and in fact never intended, that Latin be replaced entirely in all Masses by other languages.

Most Catholics at the time, however, had the impression that Latin had been replaced, even forbidden. Although the Council did not forbid Latin, some diocesan worship in offices in the United States did. As early as March 1, 1964, the Baltimore archdiocese issued directives that the "introduction of the vernacular into sung Masses is to be completed" by the First Sunday of Advent 1965. From that time on in Baltimore, all parts of the Mass permitted in the vernacular were to be performed in the vernacular. The Baltimore decree permitted Latin hymns by the choir, but emphasized: "This does not mean, however, that those Ordinary or Proper parts of the Mass which must be performed according to the rubrics can be in Latin". Other dioceses including Chicago, Kansas City, San Diego and Columbus issued similar regulations. 1
Such regulations left a musical vacuum. Before the Council all music for the liturgy had been in Latin. It had been, in fact, forbidden to sing liturgical texts in vernacular translation during the liturgy. (Hymns permitted during Low Mass could not be direct translations of liturgical texts.) Even if there had been English versions of the Ordinary and Proper of the Mass, the changes in the Latin text and, even more, the new translations would have meant that this repertoire would have been unusable without revision. Singing the Ordinary and Proper of the Mass in dioceses in which English was required for all parts of the liturgy, then, would require that new English translations be set to new music. Moreover, congregations, who were now expected to do the singing, would have to learn all of this new music in a very short time. Consequently, the singing of the actual texts of the Mass itself, the Ordinary and Proper, would almost completely disappear.

Latin vanishes
The elimination of Latin by decree of individual worship offices was defended by Monsignor Frederick McManus (director of the bishops' liturgy secretariat). In his 1987 book, Thirty Years of Liturgical Renewal, McManus contends that, though the people mostly preferred the vernacular (according to "later surveys"), the clergy did not want the change.

Thus, what was a concession became overnight a requirement.... From a pastoral viewpoint, however, it is certain that a mere permission to use the vernacular in a given diocese would have resulted in the most diverse practices -- and, in days before parish councils and worship committees, would have deprived a very large percentage of the Catholic people of the fruits of the Council's first decision. Such fears and, most likely, the bishops' desire for uniform practice within dioceses more than explain the diocesan decisions. 2
The practice established in most parishes was the "four-hymn" Mass, the singing of mostly new hymns and songs in English. Usually these were Entrance, Offertory, Communion and Recessional hymns. This pattern, ironically, originated in the Holy See's 1958 Instruction on music, which was intended to allow for some sung participation by the people in Low Masses recited in Latin. Thus forbidding the singing of the Proper and Ordinary in Latin meant not that the Mass texts were sung in English -- they were not sung at all.

Hymnals issued shortly after the Council also show this extreme emphasis on English. The 1964 People's Mass Book 3 retains Latin words alongside the English for some of the most familiar Latin hymns (Tantum Ergo, Salve Regina, Adore Te, etc.), but the only two settings of the Ordinary of the Mass have only English words.

Two years later The Liturgical Conference published The Book of Catholic Worship 4, from which all vestiges of Latin had been removed. Latin titles such as Pange Lingua are not even given as aids in identifying familiar hymns, which are listed only with unfamiliar English words and titles. Settings of the Ordinary of the Mass are all in English, and even the ancient titles have disappeared, replaced with "Lord Have Mercy", "Glory to God", "Holy, Holy, Holy", etc.

The "Folk Mass" appears
Musicam Sacram (MS), issued by the Holy See in 1967, clearly advocated that the people sing the traditional Latin repertoire. Expressly included in the term "sacred music" are Gregorian chant and "the several styles of polyphony, both ancient and modern". (MS §4) It also contains a provision that some of the repertoire composed in Latin could be used in celebrations in the vernacular. (MS §51)

Yet these provisions had no perceptible effect on diocesan regulations such as those mentioned above, apparently because those in charge of implementing the liturgical reform were often strong advocates of the vernacular as a means of making the liturgy intelligible to everyone.

Implementation of Musicam Sacram in the US was the responsibility of the bishops, who relied on the Bishops' Committee on the Liturgy (BCL). This committee was assisted by a staff secretariat, headed from 1965 to 1975 by Father (later Monsignor) Frederick McManus.

The Music Advisory Board
A Music Advisory Board was formed in 1965 to assist the BCL. At its first meeting in Detroit in May 1965, Benedictine Archabbot Rembert Weakland (later Archbishop of Milwaukee) was elected chairman and (then) Father Richard Schuler, Secretary. McManus was the official liaison with the bishops.

At its February 1966 meeting, the Music Advisory Board was presented with a proposal for the use of guitars and folk music in the liturgy. Monsignor Schuler gives an account of the meeting:

It was clear at the meeting that both Father McManus and Archabbot Weakland were most anxious to obtain the board's approval.... Vigorous debate considerably altered the original proposal, and a much modified statement about "music for special groups" was finally approved by a majority of one, late in the day when many members had already left. 5
The "Music for Special Groups" statement (which consisted of only three paragraphs) observed that "different groupings of the faithful assembled in worship respond to different styles of musical expression", and said that in services specifically for high school or college age young people "the choice of music which is meaningful to persons of this age level should be considered valid and purposeful". It specified that such music should not be used at ordinary parish Masses and that:

The liturgical texts should be respected. The incorporation of incongruous melodies and texts, adapted from popular ballads, should be avoided. 6
While the "special groups" statement did not mention either guitars or folk music explicitly, neither did it offer any recommendations for those groups who responded especially to Gregorian Chant, Palestrina or Mozart. "Folk" music played on guitars was the sort of music assumed to be "meaningful" to youth. Thus, this statement was publicized as official approval, even encouragement, of what was at first called the "hootenanny Mass". Later these were more generally called "folk" or "guitar" Masses.

The preference for such music was by no means universal among people of this age group. Father Francis P. Schmitt, director of music at Boys Town, Nebraska, commented at a meeting on liturgical music in Kansas City in December 1966:

We have no right, I think, to rob our wards of disciplines which are fundamental in favor of what we imagine might please them. For I do not think that it is the young people who are clamoring for the hootenanny Mass, at least not until they have been exposed to the idea by some arrested adult personality who thinks that he or she will save the young masses for the liturgy ... if they are given something that involves no effort on the child's part at all. It looks suspiciously to me like trying to buy the young, and dirt cheap at that. Well, you don't buy them, and you don't fool them. All the time they're telling each other what a simple dope you are, and how you're the one that's being fooled. 7
Father Schmitt directed the choir at Boys Town, whose resident members were often inner city youth who might be called "troubled" or "disadvantaged". He comments that he thinks it "cowardly" to justify folk Masses on the basis of a provision in the Constitution on the Liturgy applying to mission countries:

And what is a more derelict mission territory than the inner core of our cities, and all that. I have been dealing with the outcasts of the inner core all my life and they are quite capable of and content to sing everything from Gregorian to de Monte to Hindemith for three or four months of Sundays without ever repeating a musical setting of the text. I wouldn't ask them if they wanted to do a hootenanny Mass because they would laugh me off the campus. 8
Father Schmitt's opinion (that adults, rather than teens, are the real enthusiasts for the hootenanny Mass) is confirmed by several surprising sources. At this same meeting, for example, liturgical composer Dennis Fitzpatrick presented the "far left" position. Fitzpatrick advocated the abolition of the restriction of such Masses to youthful congregations, and said that at many such services adults already outnumbered teens. 9
Ray Repp, the composer of the first widely used "folk" Mass, the Mass for Young Americans, confirms Fitzpatrick's observation. Repp recounted his experiences at a suburban parish, where he was invited on several occasions to lead music at Mass. On the first occasion "a charming silver-haired woman" came up to him after Mass and said she thought his music was wonderful and that it would certainly bring young people back to church. Several weeks later, at the same parish, "several silver-haired people" said the same thing. Shortly afterward Repp was again invited to the same parish.

I'll never forget the impression I had when first walking out to begin the singing. The church was filled, not with teen-agers, but with smiling, silvered-haired seniors. ...

Contrary to the common opinion that "guitar" or "folk" music in church is youth-oriented, my experience is that almost never have young teens joined in enthusiastically... 10
In fact, when he was invited to a junior high school to lead music, "the usual response was rolling eyes and other gestures I'd rather not discuss here". 11 Repp, however, denies that the problem is with the music itself, suggesting rather that it is the fact that we don't treat youth as "real people". His views go beyond the style of music used at the liturgy. He contends that people are confused about what worship is:

Unfortunately, many of our worship rites continue to emphasize a preincarnational dualism.... Communion rails, steps, or sanctuaries still separate people from the "holy of holies", and male dominance of worship still suggests inequality and a divine preference. 12
A spirit of "inclusiveness", Repp believes, would eliminate problems of youth participation, and singing would be spontaneous and natural. Music must be "inclusive" no matter what its quality, Repp says. "Music that focuses on a God separate from the people is idolatrous at best". 13
Though we may consider the "folk" Mass to be uniquely American, neither the use of popular forms of entertainment music at Mass nor the divergence of opinion was confined to the US. At the 1966 meeting of the CIMS, Professor Jacques Chailley of the University of Paris related the following incident:

After an experimental Mass in jazz style, a radio journalist interrogated several of the faithful on the way out of church. Contrary to what one would have perhaps expected, the adults were often a little undecided, but inclined to be persuaded in favor of the Mass. On the other hand, the young people almost all showed their disapproval. For us, they said, this music is a living thing, and possesses a well-defined meaning; if it is introduced into the church, then you must bring in with it everything that it connotes. Otherwise it would make no sense. We haven't arrived yet at the state of going to Communion in a bar, have we? 14
Perhaps liturgists who want to introduce "meaningful" music into liturgies for youth would do well to first inquire closely into exactly what meaning the music actually conveys to young people.

The BCL issued the statement of the Music Advisory Board on special groups in April 1966. The full body of bishops never voted on it. Many bishops may not even have seen it before its publication. Despite this, the statement was treated in the press as a statement of the American Bishops, and most people had the impression that the bishops' conference, if not the Vatican itself, had approved "folk Masses". Despite the explicit restrictions of this document, the "hootenanny Mass" was used for ordinary parish Masses and often included secular "pop" melodies, sometimes even with the original words. The music thus introduced brought with it its own atmosphere an informality radically different from people's lifelong experience of reverence and mystery at Mass.

Even before the new official Missal was issued, this combination of music and the atmosphere it produced may have done even more than alteration in language or in the rites themselves to convince the average Catholic that the Council had made radical changes in the Mass.

"The Place of Music in Eucharistic Celebrations"
In December 1966 the Music Advisory Board met again to consider yet another document on liturgical music. At this meeting several of the original members of the board were retired, and new members appointed. Monsignor Schuler, who was one of those retired, suggests this move was designed to make the committee "free of members who would likely oppose the projected statement". 15
A committee of three was appointed to write the new document: Father Eugene Walsh, SS, Father Robert Ledogar, MM, and Dennis Fitzpatrick. The last two were newly appointed to the Music Board. (Mr. Fitzpatrick, recall, was the "far left" speaker at the 1966 Kansas City conference, and an advocate of the extension of the use folk Masses to regular parish congregations.) Father Walsh, director of music and liturgical education at Saint Mary's Seminary in Baltimore, is reputed to have been the principal author of the "Place of Music in Eucharistic Celebrations" (PMEC).

At a later meeting the draft document was considered. Monsignor Schuler tells us:

With only a few objections, which were quickly disposed of, the document, "The Place of Music in Eucharistic Celebrations", was considered approved, although it had scarcely been considered by the assembly and little or no discussion was permitted or encouraged. 16
Like its predecessor "Music for Special Groups", the new document was issued by the BCL without consulting the full body of bishops. This 1967 document, which was essentially the work of three men -- none of them bishops -- with little input from anyone else, came to be regarded as official legislation of the bishops' conference. In fact, Monsignor Frederick McManus later said of The Place of Music in Eucharistic Celebrations:

Probably no statement of the Bishops' Committee on the Liturgy has had the impact of this one, either in its original version or as revised and expanded in 1972. 17
Since it was issued only months after the Holy See's document, PMEC should have been an implementation of Musicam Sacram for the US, but its recommendations sometimes actually contradict the Roman instruction.

Principles of PMEC
PMEC has four major sections. Each of the first three begins with a statement printed in capital letters, serving as the main principles of that section:

I. The Theology of Celebration 
GOOD CELEBRATIONS FOSTER AND NOURISH FAITH. POOR CELEBRATIONS WEAKEN AND DESTROY FAITH. (p. 96)

II. The Principle of Pastoral Celebration 
THE PRIMARY GOAL OF ALL CELEBRATION IS TO MAKE A HUMANLY ATTRACTIVE EXPERIENCE. (p. 97)

III. The Place of Music in the Celebration
MUSIC, MORE THAN ANY OTHER RESOURCE, MAKES A CELEBRATION OF THE LITURGY AN ATTRACTIVE HUMAN EXPERIENCE. (p. 99)

These principles differ radically from the principles of sacred music enunciated in the Holy See's documents -- from Tra le sollecitudini to Musicam Sacram. They correspond much more closely to views expressed elsewhere by Father Walsh, who refers to "the old and outmoded concept of `sacred music'":

The glorious inheritance of church music -- chant, polyphony, baroque -- is entirely choir and instrument oriented. As such it is not suited to a worship that focuses on the celebrating community as the center of worship, a worship that sees the role of music primarily as service to the celebrating community rather than as service to the text. 18

Out with the "outmoded"
Clearly there was a radical shift in the BCL's new statement -- with sweeping implications. The earlier documents all defined the purpose of sacred music as first, the glory of God, and second, the sanctification of men. It is not surprising, then, that the application of the "community-centered" principles of PMEC resulted in a very different set of recommendations for music in the liturgy -- and its conclusions directly contradict Musicam Sacram.
"Humanly attractive celebration", is the focus of Section II of PMEC. It says that the "signs of sacramental celebration are vehicles of communication":

The celebration of any liturgical action, then, is to be governed by the need for the action to be clear, convincing, and humanly attractive; the degree of solemnity suitable for the occasion; the nature of the congregation; the resources that are available. (p. 98)

Thus it states,

Under this principle, there is little distinction to be made between the solemn, sung, and recited Mass. (p. 98, paragraph II B1 - emphasis added.)

But erasing the distinction between sung and recited Masses flatly contradicts provisions of Musicam Sacram. Ironical-ly, PMEC justifies this by a citation from that very document. PMEC (§ II B1) quotes a portion of MS §28: "for the sung Mass (Missa Cantata), different degrees of participation are put forward here for reasons of pastoral usefulness". But the same paragraph earlier made it clear that,

The distinction between solemn, sung and read Mass, sanctioned by the Instruction of 1958 (n. 3), is retained, according to the traditional liturgical laws at present in force. (MS §28 - emphasis added.)

Then MS describes "different degrees of participation" possible for the sung Mass, and provides detailed specifications for the use of these three degrees.

These principles are ignored -- and often contradicted -- by PMEC. According to MS §28, the three "degrees" are arranged so that the first may be used alone but "the second and third, wholly or partially, may never be used without the first"; then specifies the parts of the Mass which are belong to each of the three degrees.

The "first degree of participation", Musicam Sacram (§7) says, includes the most important parts, "especially those which are to be sung by the priest or by the ministers, with the people replying, or those which are to be sung by the priest and people together".

It lists all the items of the first degree: those items that should always be sung whenever there is any singing at Mass. These are: the greeting of the priest and the people's reply, the opening prayer, the Gospel acclamation, the prayer over the offerings, the preface dialogue, preface and Sanctus; the doxology of the Canon; the Lord's Prayer; the Pax Domini; the prayer after Communion; the formulas of dismissal. (Many of these items are to be sung by the priest, and the people have short responses.)

Other parts of the Mass may be gradually added to those that are sung "according as they are proper to the people alone or to the choir alone". (MS §7, emphasis added)

The second degree, then, includes those parts "proper to the people" -- that is, the remaining sections of the Ordinary of the Mass (Kyrie, Gloria, Agnus Dei, Credo) and the Prayer of the Faithful. (MS §30)

The third degree includes those parts of the Mass "proper to the choir only" -- that is, most of the Proper of the Mass: Entrance, Offertory, Communion, and song after the first reading (i.e. the Responsorial Psalm). The readings from Scripture may also be chanted in sung Masses of the third degree if this seems desirable. (MS §31)

The "three degrees" of a sung Mass in Musicam Sacram correspond closely to the three stages of the peoples' participation outlined in the 1958 Instruction on music. (See the discussion of the 1958 Instruction in Part I. This and other major documents on music are available on the Adoremus web site - Church Documents section.)

"Humanly attractive experience" vs. heritage of Catholic music
In addition to eliminating the distinction between sung and recited Masses, PMEC draws yet another conclusion from its "humanly attractive experience" principle:

Under this principle, each single song must be understood in terms of its own specific nature and function. Therefore, the customary distinction between the Ordinary and Proper parts of the Mass with regard to musical settings and distribution of roles is irrelevant. 

For this reason, the musical settings of the past are usually not helpful models for composing truly contemporary pieces. (p. 98, Section II, paragraph II B3 - emphasis added.)

Again, ironically, Musicam Sacram (§6) is cited to justify this extraordinary conclusion of PMEC, which collapses the entire musical structure of the Mass as it had been known for centuries: the Ordinary (for every Mass) and the Propers (for feasts and seasons); and breezily trashes the treasury of sacred music -- dismissed even as "helpful models" for new music.

Musicam Sacram (§6), in fact, repeats the requirement of the Constitution on the Sacred Liturgy that each participant in the liturgy do all and only that which pertains to him. It continues:

This also demands that the meaning and proper nature of each part and of each song be carefully observed. To attain this, those parts especially should be sung which by their very nature require to be sung, using the kind and form of music which is proper to their character. (MS §6)

Neither does MS §6 reject the music of the past as a model for new compositions.

The kinds of sacred music listed in MS explicitly includes "Gregorian chant, sacred polyphony in its various forms both ancient and modern". (§4b)

In addition to referring in several places to the Proper and Ordinary and their musical settings, MS provides that settings of the Ordinary for several voices may be sung by the choir alone "according to the customary norms". (§34)

It suggests that parts of the Latin repertoire of sacred music written in earlier centuries could be used even in liturgies celebrated in the vernacular (§51), and,

Above all, the study and practice of Gregorian chant is to be promoted, because, with its special characteristics, it is a basis of great importance for the development of sacred music. (§52 - emphasis added.)

As to models for new compositions, Musicam Sacram specifies that:

Musicians will enter on this new work with the desire to continue that tradition which has furnished the Church, in her divine worship, with a truly abundant heritage. Let them examine the works of the past, their types and characteristics, but let them also pay careful attention to the new laws and requirements of the liturgy, so that "new forms may in some way grow organically from forms that already exist", and the new work will form a new part in the musical heritage of the Church, not unworthy of its past. (§59, emphasis added.)

Any logical process that could leap from the proposition in MS §6 to the conclusion PMEC §II B3 would require a bridge like: "The settings of Ordinary and Proper of the Mass written in past centuries rarely correspond to the meaning and proper nature of each song".

Of course, nothing of the sort is found in Musicam Sacram or in the Constitution on the Sacred Liturgy. On the contrary, both hold the sacred music of the past in great esteem, recommend its continued use and stress the "organic" growth of the new from the old forms. But radical rethinking was clearly crucial to those who crafted PMEC.

Three "judgments" key in PMEC
The role of music has in making the liturgy "an attractive human experience" is stressed in Part III of PMEC, where it gives criteria used to judge whether a particular piece of music is appropriate to use in a liturgical rite. (Sec. C) These criteria are based on three judgments: the musical, the liturgical and the pastoral.
Monsignor McManus, commenting later on PMEC, emphasizes these key judgments:

Still, another telling feature of the statement, which required and received later elaboration, is its practical description of the threefold judgment to be made in the selection of music: musical, liturgical, pastoral. These interdependent considerations can resolve most of the conflicts between the pastoral and the musical emphases if they are thoughtfully applied. It is one of the statement's major contributions, deserving even greater stress. 19
The first, or musical judgment, decides whether the music is good technically and aesthetically. However, though PMEC says this judgment is "basic and primary", it is not conclusive. No criteria are given for judging what "good music" is, and there are no references to any of the official documents on sacred music.

In the second, liturgical judgment, says PMEC, the "nature of the liturgy itself" will determine the type of music, who will sing it, and what parts should be given preference in deciding what is to be sung. There is no reference to the "three degrees of participation" outlined in MS. Instead, PMEC lists three items that must be considered.

The first, concerns requirements imposed by the text. The document does not consider the meaning of the text, but says that music is appropriate if it corresponds to the class of text.

Four principle classes of texts are listed: readings, acclamations, Psalms and hymns, and prayers. Though various texts are listed in each category, nothing is said about what musical requirement each class of text imposes, except that the "Holy, Holy" has the character of "an acclamation by all present".

Another item under the "liturgical judgment" heading is the differentiation of roles. Here the celebrant is mentioned and it is said that special attention must be given to the role of the cantor. There is a separate section on the role of the cantor. The role of the choir is not mentioned.

The "pastoral judgment"
The third, pastoral judgment, is related to the particular context of any given Mass. The music, PMEC says, must allow the congregation "to express their faith in this place, in this age, in this culture". As an example it suggests that though a musician may judge Gregorian chant to be good music this "says nothing about whether and how it is to be used in this celebration". (PMEC II C 3)

This seems to imply that at a "judgment" about chant must resolve two conflicting views: one committed to musical excellence and the other to pastoral concern. The fact that the Church judges Gregorian chant to be the music proper to the Roman rite, suitable for expressing her faith is ignored. Though this high estimate of Gregorian chant played a large part in the reform of the liturgy until (and including) the Council, it does not influence the threefold judgment of PMEC. Both PMEC itself and Monsignor McManus's comment seem to assume an inherent conflict between musical and pastoral considerations, and that the "threefold judgment" must be employed resolve it.

There is nothing in MS to suggest that a threefold judgment is necessary for selecting music for Mass It says this:

In selecting the kind of sacred music to be used, whether it be for the choir or for the people, the capacities of those who are to sing the music must be taken into account. (MS §9)

This seems to be merely a practical consideration. The music should be something that the singers can perform well.

Again, we find that principles of PMEC are used to set criteria that contradict specific provisions of the Constitution on the Liturgy or Musicam Sacram.

In "Application of the Principles of Celebration to the Eucharist", PMEC gives specific recommendations for singing various parts of the Mass. The recommendations, not surprisingly, do not correspond either to the rubrics for a solemn Mass or to the degrees of participation outlined in MS for a sung Mass. According to PMEC:

The best places to sing are at the "Holy Holy Holy", the Amen at the conclusion of the eucharistic prayer, the communion song, the responsorial psalm following the lessons (PMEC Section IV, first paragraph).

Of these only the Sanctus and the Great Amen are included in the "first degree" to be sung in MS. The Communion hymn and responsorial Psalm belong to the "third degree".

Moreover, MS emphasizes that the parts of the Mass that are a dialogue between the priest and people should be sung. But PMEC never mentions these parts. Although the Lord's Prayer belongs to the "first degree" in MS, it is merely listed as one of the "other places to sing" in PMEC.

"All else is secondary"?
A peculiar feature of PMEC is a description of the various sections of the Mass, specifying for each what the authors consider its most important parts. The list for each section ends with the remark: "All else is secondary".

In the entrance rite, the "secondary" elements include the Kyrie and Gloria, which, according to PMEC, are often better spoken than sung to avoid making the entrance rite "top-heavy". It also considers the Creed and the Prayer of the Faithful to be "secondary" parts of the Liturgy of the Word.

The Credo should be recited, rather than sung, according to PMEC, and for the Offertory, "The celebrant's role and all prayers except the prayer over the gifts are secondary in the rite". (PMEC IV B1 3c)

In the Communion rite, the priest's prayers and the Lamb of God are both called secondary in PMEC.

According to PMEC's recommendations, four of the five prayers that make up the Ordinary of the Mass -- the basis of all musical settings of the Mass used for centuries -- are reduced to "secondary" elements, generally to be recited, even when other elements are sung. The sung Propers of the Mass are replaced by whatever songs are chosen by whoever plans the parish liturgy.

Although little direction is given by PMEC as to what is required in the choice of such songs, the exception is the Communion hymn, which should "foster an experience of unity". PMEC directs:

The ideal communion song is the short refrain sung by the people alternated with the cantor or choir. The song can be learned easily and quickly. The people are not burdened with books, papers, etc. For the same reason, the metric hymn is the least effective communion song.

The communion song can be any song that is fitting for the feast or the season; it can speak of the community aspects of the Eucharist. Most benediction hymns, by reason of their concentration on adoration, are not suitable. (PMEC IV B2 c3) 

Nothing in the Constitution on the Liturgy or in Musicam Sacram justifies either relegating parts of the Mass to "secondary", or these requirements for the Communion hymn. No source is cited for these innovations either, though the preference for short refrains for the people with verses by a cantor is Jesuit Father Joseph Gélineau's preferred method of liturgical singing. 20
Given its radical break with tradition, history and recent official Church documents, is not surprising that PMEC received "a less than calm and serene reception" 21 when it was issued in 1967. Questions were raised about its canonical status and its binding force.

Monsignor McManus contends, however, that this was not a substantive issue:

With great care, the committee had insisted in 1967 that the statement [PMEC] eschewed any "set or rigid pattern", merely intending to "offer criteria" in the form of "recommendations and attempts at guidance".... The same language was employed ... in the 1972 edition. This was done each time precisely because the statements draw their strength from the reasoned presentation and the force of their exposition. 22
One might expect to read "the force of their arguments". However, PMEC does not present arguments, but rather a series of quite forceful statements, evidently intended to be understood as requirements and not mere "guidance". Monsignor McManus tellingly admits that, despite the disclaimer about setting norms, "the text [of PMEC] is somewhat apodictic in setting forth criteria":

One instance is the succession of theses in capital letters; another is the repeated declaration in pointing out the principal elements of some part of the eucharistic rite, "All else is secondary".

This tone is explained almost as an attention getting device, a desire to say as forcefully as possible what had, in fact, been overlooked by the professional church musicians. 23
Apparently the Constitution on the Liturgy and Musicam Sacram "overlooked" the very same points because neither PMEC's theses printed in capital letters nor the division of the prayers of the Mass into "primary" and "secondary" categories can be found therein.

Despite disclaimers, the language of The Place of Music in Eucharistic Celebrations was that of rules, not guidance or recommendations. This is also the way it was presented in the press and in the parishes.

The pattern PMEC initiated is, in fact, what is found in most parishes today -- essentially the four-hymn pattern that the Holy See's 1958 Instruction recommended only for "indirect" participation of the people in a Latin Low Mass. The Sanctus, Acclamation and Amen of the Eucharistic Prayer are now often sung, however, as is the Agnus Dei. (The opinions of liturgists change -- the "breaking of the bread", no longer considered "secondary", is now strongly emphasized.)

The pattern established by PMEC for the music at Mass is not that of a sung Mass according to the norms of Musicam Sacram, but of a recited Mass with some parts sung.

Why were the provisions of Musicam Sacram not followed by the bishops during the reform of the liturgy following the Council? And what liturgical theories led their Music Advisory Board to enshrine the contrary principles of The Place of Music in Eucharistic Celebrations in the parishes of America? For complex reasons, these theories have dominated not only the development of music, but virtually every other aspect of Catholic worship ever since.
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Editor's note: Summary: This is the fourth part of Buried Treasure, a series of essays by Susan Benofy on the development of Catholic liturgical music before and after the Second Vatican Council.

Part III introduced the 1967 document, The Place of Music in Eucharistic Celebrations (PMEC), composed by a Music Advisory Board appointed by the Bishops' Committee on the Liturgy (BCL). PMEC was issued by the BCL, but never voted on by the full body of bishops.

In contradistinction to the conciliar and papal documents (such as Musicam Sacram), PMEC introduced a detailed "threefold judgment" process for the selection of music for Liturgy.

Part IV continues the account of this little-known document on music, and its marked influence on the entire post-conciliar liturgical reform in the United States.

The Place of Music in Eucharistic Celebrations (PMEC), a 1967 statement of the Bishops' Committee on the Liturgy, advocated the evaluation of music considered for liturgical use by three sets of criteria: musical, liturgical and pastoral.

This so-called "threefold judgment" was "one of the statement's major contributions", according to Monsignor Frederick McManus, then director of the Liturgy Secretariat -- the staff of the Bishops' Committee on the Liturgy (BCL). 1
Although Monsignor McManus implies this was an idea original to the writers of PMEC, a very similar set of criteria was given by Jesuit Father Joseph Gelineau in his 1962 book, Voices and Instruments in Christian Worship:

When it is known what conditions each sung item has to fulfill within Christian worship then -- but only then -- it becomes possible to judge whether any particular musical work is or is not fitted for use in divine service. The criteria which derive from the functional role of singing in the liturgical action, and which must be applied to particular works or general categories of music, may be reduced to four.

1) The canonical criterion, according to which a melody is obligatory, recommended, permitted, tolerated, or excluded.

2) The ritual criterion, according to which a melody must conform to the person or persons appointed to sing it, to the literary text and its specific form, and to the musical genre which results from this.

3) The pastoral criterion, according to which a melody must correspond to the living musical idiom and religious sentiment of the community which is at worship.

4) The esthetic criterion, according to which its musical performance is judged to be beautiful, artistic and a worthy sign of the sacred. 2
Note that Father Gelineau specifies that these criteria derive from the "functional role of singing". The "canonical" judgment refers mainly to the fact that certain melodies were officially assigned to Latin texts that were to be sung in the High Mass -- i.e. parts of the Mass, such as the Preface and the Lord's Prayer were to be sung in Latin to specific melodies given in the Missal.

The 1967 Vatican document Musicam Sacram had specified that for vernacular texts "new melodies to be used by the priests and ministers must be approved by the competent territorial authority" (MS 57). This requirement seems to have been almost entirely ignored, however, by PMEC's writers, as is Father Gelineau's "canonical criterion".

Father Gelineau's "esthetic criterion" becomes the "musical judgment" in PMEC. Unlike PMEC, Gelineau does mention the sacred aspect of the music, although in his view this aspect is in the performance rather than in the text or the music itself. The word "sacred" appears nowhere in PMEC. Both lists assign essentially the same meaning to the term "pastoral". 

What PMEC calls the "liturgical" judgment Father Gelineau calls "ritual" judgment, but the definitions are almost identical.

"Ritual" vs. "Sacred" Music
The use of the word "ritual" is worth noting. It is the word preferred today by Universa Laus (UL), the group of liturgical musicians that Gelineau helped to found (see Part II). Others who advocate a functional approach to liturgical music adopt it as well. In fact, a recent study emphasizes the change in terminology as characteristic of the change in the Twentieth Century understanding of music for Catholic worship. This 1997 study, by liturgist and composer Reverend J. Michael Joncas, is called "From Sacred Song to Ritual Music".

"Music in Christian Celebration", the 1980 document of Universa Laus that explained its basic principles, said:

Common expressions such as "sacred music", "religious music", or "church music" have broad and rather nebulous meanings which do not necessarily relate to the liturgy at all. Even the expression "liturgical music" (in the United States "musical liturgy") may not be precise enough to denote the unique relationship between liturgy and music that we are talking about here. Throughout the remainder of this document, therefore, we shall use the expression "(Christian) ritual music".

We understand "ritual music" to mean any vocal or instrumental practice which, in the context of celebration, diverges from the usual forms of the spoken word on the one hand and ordinary sounds on the other. 3
It is hard to imagine a definition more broad and nebulous than this.

The advocates of "ritual music" enthusiastically promote the "threefold judgment" outlined in PMEC, which stresses a liturgical or ritual function, eliminating all reference to the sacred, to the sacred nature of Catholic "ritual". Thus there is no basis for distinguishing sacred from secular music. This is admitted by advocates of "ritual" music.

The largest organization of Catholic church musicians in the US is the National Association of Pastoral Musicians (NPM), founded in 1976. It apparently has no official affiliation with Universa Laus, but it shares UL's basic approach. Father Virgil Funk, a priest of the diocese of Richmond, founder and president of the NPM, and currently an advisor to the BCL, compared the positions of the organizations Consociatio Musicam Sacram (CIMS) and Universa Laus in his 1998 article, "Secular Music in the Liturgy: Are there any Rules?" 4:

CIMS uses the term musica sacra, to describe worship music. The opposite of sacred music is secular or profane music.... So, for CIMS, the use of secular music is a fundamental violation of the very definition of what worship music is, namely sacred. 5
Universa Laus, on the other hand, avoided the term sacred (which had been used in all the documents on music of the Holy See, the Second Vatican Council, and the official documents implementing it), coining the new term "Christian ritual music". 

As Father Funk describes it, the key distinction between "sacred" and "ritual" is that the latter term is limited to the function of the music, without regard for the music's intrinsic capacity for expressing religious attitudes and beliefs:

While it is not possible to draw all the comparisons between sacred music and Christian ritual music, for our purposes it is essential to notice how the shift in language results in a shift in understanding of the music from the culture. The opposite of ritual music is non-ritual music, music that does not have a ritual function or does not function in a ritual manner or context. Therefore, for UL, secular music is neither excluded nor included as liturgical music; all music is judged by whether it functions as ritual music. 6

Sacred Music "Deforms" Liturgy
We have seen that PMEC says that the judgment that Gregorian chant is good music "says nothing about whether and how it is to be used in this celebration". (PMEC III C 3 emphasis added) If we combine this with opinions, such as Father Funk's, that secular music can serve a ritual function in the liturgy, it is not surprising that the music at Mass in a typical parish is often of a secular style. It is this combination that also leads musicians to declare that traditional Catholic sacred music is actually unsuitable for use in the (reformed) liturgy. This conclusion is not original to PMEC, however.

Consider Father Gelineau's evaluation of the liturgical appropriateness of polyphonic Masses:

Something more than mere material respect for the text and literary forms is required. The singing, in its form, must also fulfill the ritual function for which it is composed. The great polyphonic or symphonic compositions have not always been satisfactory from this point of view. In particular the works classified as "Masses", which treat the five parts of the Ordinary as five movements of a single cyclic composition, raise a question to which we must return later. In style and inspiration a Palestrinian "Mass" is instinct with the sacred character, and this music, as Pius XI said, is "moulded by Christian wisdom"; but its musical forms, inspired by the liturgical and musical fashions of the sixteenth century, correspond rather imperfectly with the authentic ritual functions of the Mass chants. As the great symphonic compositions of later date, such as the Missa solemnis of Beethoven, they are rightly preserved today as achievements of religious music to be sung only apart from the liturgy, because their use at the actual celebration of Mass completely deforms the normal course of the ritual action. 7
This quote, from Father Gelineau's Voices and Instruments in Christian Worship, gives the same extremely negative evaluation of the heritage of sacred music as does PMEC (II B3). Again, it is evident that his evaluation of polyphonic musical settings of the Mass is based on their alleged failure to fulfill a proper "ritual function". Note that while Musicam Sacram (MS) speaks of a song's "meaning and proper nature", PMEC speaks of its "specific nature and function". (Emphasis added)

Law of Functionalism
Father Gelineau states that certain "functional laws" must be observed in judging the appropriateness of musical compositions for the liturgy. These functional laws are not derived from any liturgical documents of the Holy See; in fact, they sometimes lead to recommendations that are directly contrary to official norms. Father Gelineau insists that one must start with the rites themselves and study how they are celebrated:

One must first know what the Church intends as regards each item designed to be sung as part of her ritual, even when her written law specifies no details. 8
But where does one find the Church's intention if not in her written laws? Father Gelineau finds this in what he contends was the liturgical practice of the earliest Christian centuries. But documentary evidence for the music used in the liturgy during this period is very sparse. Even the melodies used are a matter of conjecture, since an exact musical notation was not developed until about the eleventh century. This does not deter Father Gelineau, however. He repeatedly states that the early Christians sang simple refrains to the verses of Psalms sung by a psalmist (cantor) who improvised elaborate melodies.

Historical Reconstruction
Other historians agree that such a method was probably followed for the chanting of the Psalm between the readings and for the Communion chant. However Gelineau implies that this format was characteristic of the Introit and Offertory as well, and that the forms of these chants as they appear in official chant books resulted from a "radical transformation" 9 of earlier forms. The new forms, he insists, were developed by trained singers in choirs whose role "has progressively invaded the rites to the detriment of the people's part in them". 10
Other historians give a different account of the history of the Introit. Monsignor Higinio Anglés, president of the Pontifical Institute of Sacred Music in Rome, asserts that

The Introit, as an antiphonic chant in the Mass, was introduced to Rome between 431 and the first half of the VI century. The congregation never took part in it. 11
In a frequently-cited history of Gregorian chant, Professor Peter Wagner concurs. He says that the earliest evidence of the existence of the Introit is in a Liber Pontificalis of Pope Celestine I (5th century) and concludes:

The introduction by Pope Celestine I of antiphonal chanting for the Introit of the Mass presupposes a choir of instructed singers. 12
He does not see this as an "invasion", but as a normal response to a changing situation. He points out that singing in the early centuries, when the Church was persecuted, was probably limited out of necessity.

However, this did not always remain the case: as soon as circumstances allowed, the musical art was admitted into the sanctuary. The century which created the great basilicas also inaugurated an artistic development of the liturgical chant. 13

In fact he sees the development of artistic chant as natural:

Apart from everything else, it would have been very strange if the Church, after her liberation and while enjoying the protection of the secular power, had not outgrown the simpler forms of chant which had only been a necessity as long as she was obliged to be content with a hidden existence. Church music could not stop at this point, when all the other arts prepared to offer the best that they had to the God of the Christians. 14
Gelineau, in his discussion of the Introit, asserts:

By its nature this psalmody is the concern of the whole assembly: verses to be recited by a psalmist and refrain to be sung by all. 15
Yet he asks a number of questions in a footnote: whether the original form of the Introit had a short refrain for the people or a long one for the choir, whether it was sung alternately by two choirs, or even whether the Introit was originally a Psalm. He concludes: "We cannot answer any of these questions with certainty". 16 Gelineau rejects the known form of the Introit as a "radical transformation" of the original form, yet by his own account, its original form is not known. His opinions about the nature of the Introit appear to be based largely on his own preference for the form he himself used in setting the Psalms to music in the 1950s.

The dangers of this kind of reconstruction of history were pointed out by another liturgical scholar, Oratorian Father Louis Bouyer. Father Bouyer, a theologian and a contemporary of Gelineau, had also done historical research in the liturgy, and he believed a reformation of the liturgy must be based on the internal nature of the liturgy. He did not think, however, that this could be achieved by resorting to reconstructing the liturgy of early periods:

For no reconstructions of the past -- however excellent the period one chooses to try to bring to life -- can be achieved without a large admixture of the products of one's own fancy; and such reconstructions are likely to raise more problems than they can solve. 17

Functionalism in Postconciliar Practice
Indeed, we have more than thirty years' experience of the problems raised by Gelineau's "reconstruction" of the pristine Roman Rite. The "functional laws" promoted by Gelineau and Universa Laus seem to be the primary influence on the development of the Graduale Simplex and documents such as PMEC. Their application often led to recommendations (frequently interpreted as rules) that not only specify details not contained in the law, but which in many cases contradict specifications that are in the written documents.

Much of the treasury of sacred music was rejected on the grounds that it did not satisfy these functionalist laws.

This functionalist approach often led to the use of music for Mass chosen by a "liturgy planner" in place of the authorized sung texts of the Mass. The songs chosen were frequently secular songs or secular-style works newly composed for folk Masses. Thus, in practice, a musical pattern, contrary to the directives of the Constitution on the Liturgy and Musicam Sacram was established for the "new" liturgy -- even before the actual revised rite of Mass was published in 1969.

The replacement of the traditional texts and music was greatly advanced by official diocesan decrees requiring the use of only English in the Mass, and by the general perception that the Council mandated replacing Latin with the vernacular.

This approach to worship music was promoted by agencies of the Bishops' Conference, many unofficial liturgical groups, and, especially, publishers, who had a financial interest in promoting constantly changing new music. The advocates of functionalism, however, attribute its triumph to other factors.

Acoustics and the "Cultural Ear"
Father Virgil Funk analyzes the change in the character of music at Mass since the Council in terms of the acoustics of the sort of modern churches often built since (and even before) the Council. These "draw sanctuary and assembly space together". To make spoken words more intelligible, they employ sound systems and "modern acoustical techniques that deaden reverberation with acoustical tile and carpets". This makes it possible for a preacher "to create a sense of intimacy with the assembly" but the assembly's song is weakened since they cannot hear themselves sing. 18
According to Funk, in the ten or fifteen years after the Council it became clear that in this environment:

The overtones of Gregorian chant and the extended chords of traditional polyphony did not have the desired effect on the assembly's ears. It is my opinion that the people who chose to build such worship centers did so not because they were trying to exclude musical environments supportive of chant and polyphony, but because they were trying to draw the presider and assembly closer ... or reflect a perceived new theology of incarnation. It can be argued, however, that chant and the musical treasury are not in the cultural ear of the typical American assembly as they are in a German assembly. American musicians discovered this musical truth through pastoral practice. 19
Father Funk seems to suggest here that musicians actually tried to introduce chant and polyphony at Mass in the years after the Council, but their efforts failed.

Even if his views about the unsuitable acoustics and the defective "cultural ear" of American Catholics were true, this explanation for the disappearance of chant does not persuade. In fact, the number of parishes that had maintained chant and polyphony for ten years following the Council is minuscule. Any parish that did maintain this music -- despite the negative attitude toward Latin and the downgrading of the sung parts of the Mass in such documents as PMEC -- would hardly be likely to drop it because of acoustics. Furthermore, traditional music fared no better in the thousands of Gothic or Romanesque-style churches, which presumably had excellent acoustics for singing chant and polyphonic music.

Father Funk's "historical reconstruction" of postconciliar developments in music is inconsistent with his own observation, a few paragraphs later, that popular secular music was already used in worship during the 1960s. It also suggests that the abandonment of chant was a peculiarly American phenomenon, which it was not.

Even in Germany, where Father Funk contends that Gregorian chant is in the "cultural ear", its replacement by other styles of music was common enough by 1965 to concern Cardinal Joseph Frings of Cologne.

The cardinal, noting the disappearance of Gregorian chant and polyphony in many parishes, issued a decree urging their continued use. He noted that the requirements for sacred music given by Pope Pius X were still mandatory, and added:

Spirituals and similar songs, including popular hit tunes, jazz and the like ... do not fulfill the requirements laid down for liturgical music, and hence are not suitable for use at Holy Mass. 20
The situation was similar in France, where two associations concerned with sacred music published a statement noting that Gregorian chant and polyphony were being abandoned:

Even more, in those places where it would be possible to preserve these treasures, pressure has been brought to bear on those in charge to abandon them, in spite of the fact that many of the faithful, even the more humble, are attached to them. 21
Despite the preference for chant in the French "cultural ear", then, choirs were disbanded and organists dismissed. The statement also says:

It seems that a vandalism, which would never consider the demolition of a cathedral or other religious art treasures, is attacking indiscriminately the masterpieces of sacred music. 22
This last statement points to a connection between the functionalist approach to music and modernist architecture, which goes deeper than acoustics. Ten years after PMEC was issued, a "companion document", Environment and Art in Catholic Worship, would apply the same functionalist approach to sacred art and architecture.

"Functional" Environment and Art
Shortly after PMEC was written, the Music Advisory Board ceased to exist. A new organization was formed in 1969, the Federation of Diocesan Liturgical Commissions (FDLC). This group, whose members are officials of diocesan worship offices, is officially recognized by the BCL, and two of its officers are ex officio advisors to the Committee. A music committee of this group revised PMEC. Their revision was issued in 1972 as "Music in Catholic Worship" (MCW). Like PMEC, this is a statement of the BCL only, and was not presented for a vote of the entire conference. As was the case with PMEC, MCW is usually presented as if its provisions were liturgical law, though it is only a committee statement. MCW retains the threefold judgment and PMEC's assertions that all but a few specified parts of the Mass are "secondary". A new edition of this document, revised mainly for "inclusive" language, was issued in 1983.

The FDLC was also instrumental in the writing of the document on liturgical art and architecture, "Environment and Art in Catholic Worship" (EACW), which shares the functionalist philosophy of its companion music documents. Like the documents on music, it was a statement of the BCL only, not voted on by the entire conference.

Like PMEC, EACW expresses negative views about the art of the past: "Many local Churches must use spaces designed and built in a former period, spaces which may now be unsuitable for the liturgy". (EACW §43)

EACW insists that the church must be designed taking into account the community's "self-image", but there is no insistence that modern churches correspond to a cultural preference of the community: "A good architect will possess ... sufficient integrity not to allow the community's design taste or preference to limit the freedom necessary for a creative design". (EACW §47)

The documents reveal striking parallels:

PMEC stresses the ritual function of music; and EACW says that appropriate liturgical art "must clearly serve (and not interrupt) ritual action which has its own structure". (EACW §21)

PMEC was used to discourage traditional liturgical music; and EACW was invoked to enforce a modernist, functionalist architecture in new churches, and to require radical renovation of older ones. These renovations often resulted in the very sort of vandalism that the French musicians quoted above thought would never be tolerated.

From Broadway to the Sanctuary
The functionalist approach is destructive to traditional music and art because it is essentially a secularizing approach. Some considered the use of popular music at Mass to be functional, while traditional chant and polyphony, as well as statues and other art work, were considered unsuitable "distractions". Funk insists, however, that the popular secular music of the 1960s used in worship shortly after the Council was also "unacceptable to the cultural ear of the worshipers". Though specific songs were dropped, the style was not:

As a result of what we learned soon after the Council, a second group of composers began to develop music that was heavily influenced by the secular culture but whose popular musical "codes" were more subtly hidden from the cultural ear by arrangement, harmony, or performance technique. When a composer was able to create music that the assembly did not recognize as blatantly drawn from the secular culture, but was nevertheless music that charmed its cultural ear, the assembly began to sing such music readily and with enthusiasm. ...

In the United States, a group of composers has attempted to use musical techniques drawn from the popular culture, e.g., Broadway, but these composers mask the secular codes in such a way that their sources are not recognizable by the listener. 23
A footnote to this passage names Father J. Michael Joncas, Marty Haugen and Christopher Walker as composers who have stated "that they deliberately encode their music with contemporary codes from Broadway show tunes". 24
Ironically, many musicians who produce music "coded" to Broadway shows for use in the Mass also reject chant or sacred polyphony, arguing that it is based on an "entertainment model" of liturgy. In their view only a trained choir can "perform" polyphony and the more elaborate chants, thus excluding a "simple refrain" for the people's "participation".

Father Funk believes that if secular music functions within the liturgy as ritual music, it ceases to be secular and becomes ritual music:

Likewise, if music such as chant and music from the sacred treasury can function as ritual music, then they are no longer sacred music but ritual music. 25
This last statement turns the idea of sacred music on its head, since its corollary is that the only part of the treasury of sacred music that, in Funk's terms, can be called sacred is that which is unsuitable for use in the liturgy.

The Roman Rite: "It is gone".
Another characteristic of functionalism is a rigid emphasis on the use of the vernacular, on the grounds of intelligibility. In the opinion of the dominant school of liturgists, even the simplest texts, such as the Kyrie or Agnus Dei had to be sung or said in English. Such an emphasis led to the replacement of most official texts with substitutes.

The resulting change in texts and music led to the perception that there was a great gulf between the "Old Mass" and the new. Not only ordinary worshipers had this impression. Prominent liturgists concurred. Father Gelineau, whose Voices and Instruments in Christian Worship strongly influenced details of the change in liturgical music, wrote in 1978:

Let's make no mistake: translating does not mean saying the same thing in equivalent words. It changes the form. ... If the form changes, the rite changes. If one element changes the total meaning changes. Think back, if you remember it, to the Latin sung High Mass with Gregorian chant. Compare it with the modern Post-Vatican II Mass. It is not only the words, but also the tunes and even certain actions that are different. In fact it is a different liturgy of the Mass. We must say it plainly: the Roman rite as we knew it exists no more. It is gone. 26
Gelineau's 1962 book outlined "functional laws", which, in his view, summarized what the Church intended as music suited to the nature of the Roman Rite.

Father Gelineau apparently wished to recapture a pristine rite unencumbered by what he saw as musical accretions and "art for art's sake". However, when his own prescriptions were followed after the Council, he perceives in the result not a recapturing, but an abandonment of the Roman Rite. When provisions contrary to those of the Council are put into effect, clearly, the result will be contrary to the Council's intentions. Instead of organic growth and true renewal, they produce merely a new set of "accretions", obscuring the Roman Rite.

The abandonment of the Roman Rite was by no means the intention of the Council. Recent documents issued by the Holy See make this very clear.

The revised edition of the Institio Generalis Missalis Romani, issued in July 2000, reemphasizes several traditional practices. The recent Fifth Instruction for the Right Implementation of the Constitution on the Sacred Liturgy of the Second Vatican Council, Liturgiam Authenticam, decrees that "the greatest care is to be taken to maintain the identity and unitary expression of the Roman Rite" and "envisions ... a new era of liturgical renewal ... which safeguards also the faith and the unity of the whole Church of God". Both contain sections on music.

These documents will influence the development of Catholic music in the "new era".
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Editor's note: This is the concluding section in a unique series of essays by Susan Benofy, research editor for the Adoremus Bulletin. Dr. Benofy surveys the rise and decline of sacred music during the 20th century liturgical reform.

Part V comments on the most recent documents affecting music for Mass both for the US and the universal Church.

Sweeping changes in the music sung at Mass occurred with alarming speed in the years immediately following the Second Vatican Council.

Even before the final revised texts for Mass became official in 1969, the functionalist (or utilitarian) view -- that the liturgy must conform to the contemporary culture in order to "speak to" worshippers in their own idiom -- effectively supplanted decades of efforts to restore the patrimony of Catholic music. Thus Gregorian chant and polyphonic choral music, recovered in the 19th century and actively promoted by the liturgical movement, nearly all 20th century popes, and the Second Vatican Council's Constitution on the Liturgy, vanished almost overnight.

General Instruction of the Roman Missal - 1969
The rubrics (or directions) for celebrating the new Order of Mass were contained in the General Instruction of the Roman Missal (GIRM). The GIRM also provided for adaptations by the national conferences of bishops so that variations in local customs and traditions could be maintained. These included postures and gestures, materials for ceremonial vessels, vestments and furnishings, and musical styles, instruments and texts.

The GIRM's directions concerning the sung parts of the Mass, like the Constitution on the Liturgy and the 1967 document Musicam Sacram (MS), more closely resembled practices advocated by the earlier twentieth century popes than what had actually developed in Church music immediately following the Council.

The levels of importance of sung music at Mass found in Musicam Sacram 1 appeared in GIRM §19. These directives said that the most important parts to sing are those sung by the priest or ministers with the people responding, or those sung by the priest and people together. The GIRM mentioned singing for all parts of what had been known as the Proper (texts that change with the day or feast) and the Ordinary (unchanging texts) of the Mass. It urged that the faithful should know how to chant at least parts of the Ordinary in Latin, especially the Creed and the Lord's Prayer.

In contrast to the pre-conciliar practice, the GIRM permitted substitutes for the prescribed text of the Proper of the Mass if it was to be sung. For example,

The entrance song is sung alternately either by the choir and the congregation or by the cantor and the congregation; or it is sung entirely by the congregation or by the choir alone. The antiphon and Psalm of the Graduale Romanum or the Simple Gradual may be used, or another song that is suited to this part of the Mass, the day, or the seasons and that has a text approved by the Conference of bishops (GIRM §26 emphasis added).

The GIRM uses almost identical wording about the Offertory (§50) and Communion (§56i) songs.

Even before the Council an entrance hymn was sometimes sung at Mass, although it did not eliminate the Introit, which would still be recited. But according to GIRM §26, an "entrance song" replaces the Introit, so that this hymn becomes, in effect, part of the Proper of Mass. It also suggests that whatever is sung as part of the Proper of the Mass will have specific prescribed texts: if not from the Graduale Romanum (Gregorian settings of Latin texts) or the Simple Gradual, then one approved by the bishops' Conference.

This is not the first reference in a liturgical document to substitutes for the texts of the Proper. Musicam Sacram had said:

The custom legitimately in use in certain places and widely confirmed by indults, of substituting other songs for the songs given in the Graduale for the Entrance, Offertory and Communion, can be retained according to the judgment of the competent territorial authority, as long as songs of this sort are in keeping with the parts of the Mass, with the feast or with the liturgical season. It is for the same territorial authority to approve the texts of these songs. (MS §32 emphasis added)

American Adaptations to GIRM
In November 1967 the US Bishops' Conference expressly proposed substituting other hymns or sacred songs for the Introit, Offertory and Communion chants. The Holy See's approval, however, was deferred because: "A decision for the universal Church is being awaited, given the discussion of this matter in the Synod of Bishops"2 held a few weeks earlier.

It is not clear that this proposal was specifically approved, but one of the items the US Conference voted for the following year seems essentially equivalent to it. These 1968 "action items" included acceptance of a translation of the Simple Gradual 3, in addition to approval of other collections of Psalms and antiphons in English ... as supplements to the Simple Gradual, for liturgical use in the dioceses of the United States, including Psalms arranged in responsorial form, metrical and similar versions of Psalms, provided they are used in accordance with the principles of the Simple Gradual and are selected in harmony with the liturgical season, feast, or occasion.4
The next year, the Conference approved the first set of American Adaptations to the GIRM. The BCL [Bishops' Committee on the Liturgy] Newsletter reported that at the November 1969 meeting the NCCB made various decisions concerning liturgical matters which had been specified in the new liturgical rites as within the competence of episcopal conferences. Other decisions not reported here, have been submitted to the Holy See for its action, and the approval of English translations also awaits confirmation from the Holy See. (BCL Newsletter, December 1969.)

This account lists proposals that were announced at the end of the November 1969 meeting, but it is not clear whether these proposals were submitted to the Holy See for approval, or only the "other decisions not reported here".

Several of the bishops' 1969 proposals concern musical parts of the Mass, specifically, "criteria for the approbation of substitute texts for the processional chants, in accord with no. 26, 50, 56 of the General Instruction". For example,

The entrance rite should create an atmosphere of celebration. It serves the function of putting the assembly in the proper frame of mind for listening to the word of God. It helps people to become conscious of themselves as a worshipping community. The choice of texts for the entrance song should not conflict with these purposes.5 (Emphasis added.)

The purpose of the entrance song had already been given in GIRM §25:

The purpose of this song is to open the celebration, intensify the unity of the gathered people, lead their thoughts to the mystery of the season or feast, and accompany the procession of priest and ministers.

What was the objective of adding different criteria in the "American Adaptation" of GIRM §26?

Functionalism and flexibility
While GIRM §25 gives straightforward liturgical purposes for the entrance song, the American Adaptation speaks of "function", introducing the nebulous goals of creating atmosphere, inducing a "frame of mind" and self-consciousness in the gathering.

The Adaptation of GIRM §26 is a functionalist reinterpretation of the purpose of the entrance song in GIRM §25. It is taken verbatim from an earlier document written by the Music Advisory Board of the BCL in 1967, The Place of Music in Eucharistic Celebrations (PMEC).6
The official adaptations in the GIRM Appendix for the Dioceses of the United States combined the 1968 and 1969 proposals. "Other collections" of antiphons and songs were permitted (1968 proposal), but no texts were approved. The only guide for choosing alternates was the vague functionalist criteria in the description of the Introit (1969), and that alternates were to be "used in accordance with the Principles of the Simple Gradual". (1968)

But what are these principles?

The Simple Gradual was intended to provide simple, authentic chant settings for the Proper antiphons of the Mass.7 The original version used Latin texts. When the texts were translated into English, however, new music was composed to suit the texts. Thus the original purpose of making chant accessible was subverted.

Commenting on the Simple Gradual even before it was published, Monsignor Frederick McManus, director of the BCL secretariat, said that its primary significance was that "the first alternative to the proper chants of the Roman gradual is officially provided, and the door thus opened to greater diversity and adaptation".8 (Emphasis added.) He views the "principles of the Simple Gradual" as allowing almost any alternative to chant.

In 1969, Monsignor McManus, writing in American Ecclesiastical Review, interpreted the GIRM as even more permissive. He said of GIRM §26:

The most important development in the Introit is the canonization of what has already become common practice, namely, the substitution of a popular hymn or other sacred song for the assigned Introit antiphon and Psalm of the Roman missal as well as for the other processional chants....

The reference in the revised order to "other song" opens the door as wide as may be and creates the first of many instances where priests, consulting with others, are responsible for sound choices of texts suited for Mass.9
Elsewhere in the same commentary Monsignor McManus explains why he thinks such alternatives are important. The "present rigidity of the Roman liturgy", he says, must be overcome:

The real official inflexibility lies in the texts themselves, in the official language, in the demand that, with few exceptions like the prayer of the faithful, an appointed text be adhered to. 10
What texts, then, are suitable alternatives? McManus urged the study of PMEC for guidance in choosing music for the Mass, observing pointedly that "it is hard to recommend" Musicam Sacram.

Monsignor McManus had been a peritus (expert) on liturgy at the Council, a founding member of the International Commission on English in the Liturgy [ICEL] and director of the US bishops' liturgy secretariat from its founding in 1965 until 1975. 
He was a prime influence on compiling the American Adaptations proposed for the GIRM as well as for interpreting and implementing them.

Given his views about the "rigidity" of the texts of the Roman Rite, the result is not surprising. In practice, virtually any song could replace the prescribed texts of the Proper. The music texts were never scrutinized by the bishops conference or by any other authoritative body.

The prescribed texts in the approved liturgical books were abandoned. Musicians could compose almost anything in any style and hear it at Mass the next Sunday or as soon as it was published in a disposable "missalette". As a consequence, much of what has become "Catholic music" is both theologically and musically dubious (or worse).

Arguably, more than three decades of singing words like "we come to tell our story" and "you and I are the Bread of Life" contributed greatly to the loss of understanding, revealed in recent surveys, of the Real Presence and of the Mass as a Sacrifice. The loss of hymns with texts expressing sound Catholic theology undoubtedly compounded this effect. The American Adaptation to GIRM §56i, on the Communion song, states quite bluntly that:

Most Benediction hymns, by reason of their concentration on adoration rather than on Communion, are not acceptable, as indicated in the Instruction on music in the liturgy, no. 36.

The Instruction is Musicam Sacram. But MS §36 does not say that hymns expressing adoration are unsuitable as Communion hymns. It says only that other songs may sometimes be substituted for the Proper chants at the entrance, Offertory and Communion:

It is not sufficient, however, that these songs be merely "Eucharistic" they must be in keeping with the parts of the Mass, with the feast, or with the liturgical season. (MS §36 - Emphasis added.)

It does not say that hymns may not be Eucharistic, only that this is not the sole criteria for selection.

The restriction in the American Adaptation, then, does not come from Musicam Sacram at all, but from PMEC (section IV b 2c 3).

The Psalm between the readings (the Responsorial Psalm or Gradual) is treated differently from the processional chants. For this, GIRM §36 specifies that a cantor sing the verses of the Psalm, while the people listen. "As a rule" the people sing the response. It further specifies:

The Psalm when sung may be either the Psalm assigned in the Lectionary or the gradual from the Graduale Romanum or the responsorial Psalm or the Psalm with Alleluia as the response from the Simple Gradual in the form they have in those books.

No provision is made here for substitute texts. Nevertheless, the US bishops' Conference added an Adaptation for GIRM §36 as well, which allowed the use of other collections of Psalms and antiphons in English as supplements to the Simple Gradual. In practice, this provision led to the use of songs "based on" a Psalm often very loosely.

One translation of the Psalms approved for liturgical use in the US is the 1963 version of the "Grail Psalter". An "inclusive language" revision of the original version was proposed to the bishops in 1983, but it failed to get the requisite two-thirds vote.

In his commentary on the rejection of revised Grail Psalter, however, Monsignor McManus said that, even if it could not be read during the liturgy, it could still be used:

The new version may well be used at the Eucharistic celebration as a substitute for the appointed texts of the entrance and communion processions along with hymns and various responsorial songs, which are rather freely chosen.11
He said that if the Responsorial Psalm is sung, other collections of Psalms may be used, and that this is "a qualification clearly satisfied by the Grail Psalter in revised as well as unrevised versions".12
Thus, according to McManus, arguably the most influential liturgist in the world, even texts specifically rejected for use in the Liturgy may be used in the Liturgy. As long as the words are sung, anything goes.

Missing chant -- the pope ignored
Though substitutes for the Proper are allowed, neither the 1969 GIRM nor the American Adaptations mention alternatives to the chants for the Ordinary of the Mass. While liturgists generally emphasized that the Sanctus and Agnus Dei should be sung (in English) they discouraged singing the Kyrie, the Gloria and the Credo. (The opening rite of Mass that includes both the Kyrie and Gloria was referred to as "our cluttered vestibule".)

Latin, considered hopelessly irrelevant by those who directed the liturgical reform following the Council, disappeared almost instantly.

As a result, few Catholics would be able to fulfill the Council's intent that "the faithful are able to say or chant together in Latin those parts of the Ordinary of the Mass which pertain to them". (SC §54)

Pope Paul VI was so concerned about this deficiency that in 1974 he sent to every bishop in the world a copy of Jubilate Deo, a booklet of the simplest settings of Gregorian chants of the Mass. The booklet was accompanied by the following request:

Would you therefore, in collaboration with the competent diocesan and national agencies for the liturgy, sacred music and catechetics, decide on the best ways of teaching the faithful the Latin chants of Jubilate Deo and of having them sing them, and also of promoting the preservation and execution of Gregorian chant in the communities mentioned above. You will thus be performing a new service for the Church in the domain of liturgical renewal.13
Despite this explicit request from the Holy Father to the bishops, these chants are still unknown to most Catholics. Influential liturgists evidently hoped this "buried treasure" of sacred music would stay buried.

ICEL -- More revisions proposed
The International Commission on English in the Liturgy's controversial 1994 revision of the Roman Missal (Sacramentary) proposed radical restructuring of the entrance rites and other changes that would further diminish the importance of the ancient chants of the Ordinary of the Mass. 

Six different options were given for the entrance rite four of which eliminated the Kyrie and Gloria entirely. The Nicene Creed (Credo) would be replaced on some occasions by the Apostles' Creed. New texts were proposed as optional replacements for the Agnus Dei.
Most liturgists did not conceal their desire to eliminate the chants of the Ordinary of the Mass entirely. For example, Father Edward Foley, OFM Cap., and Sister Mary McGann, RSCJ, declared:

Currently, Mass settings usually include such standard elements as the "Lord, have mercy", the "Glory to God" and in some cases even a lengthy creed. This continuation of the medieval practice of composing an "ordinary of the Mass" needs to come to an end.14

New Missal and IGMR
The Holy See does not share this view. Although most of ICEL's proposals were eventually approved by the member conferences and submitted to the Vatican in 1997, they have not yet received the required approval. Recent Vatican documents still favor historic Church music and traditional practices.

The revised Institutio Generalis Missalis Romani (IGMR), released during the Jubilee Year (July 2000), and forming part of the new Roman Missal, changes very little from the original 1969 edition of the GIRM. (At this writing, the new Missal has not been released.)

In its sections on music, the IGMR 2000 retains provisions reminiscent of the 1903 Motu Proprio of Saint Pius X. For example, §41 prescribes:

All things being equal, Gregorian chant should hold a privileged place, as being more proper to the Roman liturgy. Other kinds of sacred music, polyphony in particular, are not in any way to be excluded, provided that they correspond with the spirit of the liturgical action and that they foster the participation of all the faithful.

Since the faithful from different countries come together ever more frequently, it is desirable that they know how to sing at least some parts of the Ordinary of the Mass in Latin, especially the profession of faith and the Lord's Prayer, set to simple melodies.

The Kyrie must be said or sung in all Masses, unless it is explicitly incorporated into the penitential rite. (§52) The Gloria is prescribed for all Sundays outside Advent and Lent, for solemnities and feasts, as well as other solemn celebrations; furthermore, "the text of this hymn is not to be replaced by any other". (§53)

The purpose of the Psalm is "to promote meditation on the Word of God" and is to be taken from the Lectionary, Graduale, or Simple Gradual. No alternatives are mentioned. (§61)

Texts of the liturgical songs accompanying the entrance and Communion processions are to have the proper texts from the Graduale Romanum or the Simple Gradual or another text approved by the conference of bishops. (§§ 48, 87)

A new chapter of the IGMR lists adaptations that the national conferences may "define for introduction into the Missal itself" -- including "the text of the chants at the entry, at the preparation of the gifts and at Communion. (See nos. 48, 74, 87)". (§390) Apparently, any substitutes for the Proper chants that may be approved by the national conferences are to be actual liturgical texts.

In the section on the choice of the entrance song is a reference to the recent encyclical on the liturgy, Dies Domini §50, which says, in part:

It is important to devote attention to the songs used by the assembly, since singing is a particularly apt way to express a joyful heart, accentuating the solemnity of the celebration and fostering the sense of a common faith and a shared love. Care must be taken to ensure the quality, both of the texts and of the melodies, so that what is proposed today as new and creative will conform to liturgical requirements and be worthy of the Church's tradition which, in the field of sacred music, boasts a priceless heritage.

Release of the new edition of the Roman Missal, originally scheduled for 2000, has been repeatedly postponed. The American Adaptations to the new Institutio Generalis Missalis Romani, approved by the US bishops in June, await approval by the Holy See.

New Instruction for Implementation of Council's Liturgy Constitution
A major document, released in May 2001, Liturgiam Authenticam, the "Fifth Instruction for the Correct Implementation of the Constitution on the Sacred Liturgy of the Second Vatican Council", deals primarily with translation of the Latin texts of the liturgy into vernacular languages. It is also concerned with liturgical music. For example, it suggests:

Consideration should also be given to including in the vernacular editions at least some texts in the Latin language, especially those from the priceless treasury of Gregorian chant, which the Church recognizes as proper to the Roman liturgy, and which, all other things being equal, is to be given pride of place in liturgical celebrations. Such chant, indeed, has great power to lift the human spirit to heavenly realities. (Liturgiam Authenticam, §28).

In the years following the Council, the justification for substituting texts for parts of the Mass that are sung -- even paraphrasing them -- was that this freedom was needed in order to set texts to music. Because of this free-wheeling approach, many official texts of the Mass were rarely heard.

Liturgiam Authenticam makes it very clear that, although texts should be translated so as to facilitate their being set to music:

Still, in preparing the musical accompaniment, full account must be taken of the authority of the text itself.... Whether it be a question of the texts of Sacred Scripture or of those taken from the liturgy and already duly confirmed, paraphrases are not to be substituted with the intention of making them more easily set to music, nor may hymns considered generically equivalent be employed in their place. (Liturgiam Authenticam, §60 -- Emphasis added.)

...Hymns and canticles contained in the modern editiones typicae constitute a minimal part of the historic treasury of the Latin, and it is especially advantageous that they be preserved in the printed vernacular editions.... The texts for singing that are composed originally in the vernacular language would best be drawn from Sacred Scripture or from the liturgical patrimony. (Liturgiam Authenticam, §61)

One provision, though a departure from recent practice, seems to be a further clarification of IGMR §390 as it applies to texts for the processional chants:

Sung texts and liturgical hymns have a particular importance and efficacy. Especially on Sunday, the "Day of the Lord", the singing of the faithful gathered for the celebration of Holy Mass, no less than the prayers, the readings and the homily, express in an authentic way the message of the Liturgy while fostering a sense of common faith and communion in charity. If they are used widely by the faithful, they should remain relatively fixed so that confusion among the people may be avoided. Within five years from the publication of this Instruction, the Conferences of Bishops, necessarily in collaboration with the national and diocesan Commissions and with other experts, shall provide for the publication of a directory or repertory of texts intended for liturgical singing. This document shall be transmitted for the necessary recognitio to the Congregation for Divine Worship and the Discipline of the Sacraments. (Liturgiam Authenticam, §108)

Any "repertory of texts intended for liturgical singing" would presumably include all that are meant to replace the prescribed texts for Proper of the Mass. (IGMR §390 specifies that such texts are to be introduced "into the Missal itself".) If all such texts must go through the same approval process as the other liturgical texts, it would insure that all the sung texts will also follow the translation norms of Liturgiam Authenticam. It would eliminate "inclusivising" hymns and improvising changes, and would assure that sacred words will be restored to sacred music. And this will confirm that music is a truly integral part of the liturgy -- and that, since the liturgy is the prayer of the Church, all our liturgical prayers, whether they are recited or sung, must express the faith of the Church.

American Adaptations 2001
Adaptations to IGMR 2000 were discussed and voted upon at the American bishops' June 2001 meeting. The proposals for the musical portions of the Mass would be an improvement over the 1969-75 Adaptations, principally because of what has been removed. For example, the section on the Introit, or Opening Song, says:

There are four options for the opening song:

1. the antiphon and Psalm from the Roman Missal as set to music by the Roman Gradual or in another musical setting;

2. the seasonal antiphon and Psalm of the Simple Gradual;

3. a song from another collection of the psalms and antiphons, including psalms arranged in responsorial or metrical forms;

4. a suitable liturgical song chosen in accordance with [IGMR], no. 48.

The redefinition of the purpose of this part of the Mass, contained in the 1969 Adaptations, has disappeared. Wording for the other processional chants is similar. The "unsuitability" of adoration texts for the Communion hymn has been removed. However, the criteria for choices of substitute texts for the Propers are still extremely vague, and no explicit provision for approval of texts to be sung is mentioned.

But the question of appropriate music texts did come up in the bishops' discussion of Liturgiam Authenticam during the June meeting. One bishop asked whether the requirement of Liturgiam Authenticam that a repertory of songs be submitted to the Holy See within five years referred only to translated texts, or to all texts. The Chairman of the BCL, Archbishop Oscar Lipscomb of Mobile, replied

It certainly concerns translations, but the production of translations and hymnals will fall under the purview of the conference of bishops. And the Bishops' Committee on the Liturgy recently formed a subcommittee on music, precisely to deal with this issue, to present to the body of bishops in time.

He added that the Committee was at an early stage of dealing with the matter and that it was still under study.

Neither the GIRM nor Liturgiam Authenticam seems to require review of musical settings of substitutes for the Proper. Only the texts are mentioned. Texts in a traditional style and employing sacral vocabulary lend themselves more readily to a sacred style of music, however. A set of texts that remain "relatively fixed" would allow for the gradual development (or restoration) of a repertoire of sacred music in a variety of styles. This is, after all, how the treasury of sacred music developed in the first place. Texts remained fixed for centuries, but each age contributed its own musical settings.

Art, Beauty and Truth
Much of the argument about liturgical music after the Council seems to be caused by the conflict between two very different views of the meaning of the Second Vatican Council and its intent for the Liturgy, of the role of music in the Liturgy, and the related question of the meaning of "active participation" (actuosa participatio) of the people at Mass.

One view holds that in order for participation in the Mass to be "active", the people must sing at least part of all the music of the liturgy. This narrow view of "active participation" has led to the suppression of most great Church music. Since most Gregorian chant and polyphonic music was deemed too difficult for people to sing, its use for Mass was decried as art for art's sake, depriving the people of their right to participate in the liturgy.

It has now become a truism that much contemporary Catholic music is far more difficult for most people to sing than traditional hymnody. Yet the fact that Catholics don't sing it is dismissed as rejection of Vatican II. With no sense of irony, a choir singing the ancient chants of the Church from a choir loft is derided as "performing" for a passive audience, while a contemporary ensemble occupying the center of attention (and often of the Sanctuary) is praised for "enabling" the sung prayer of the community.

An early and influential defense of the functionalist interpretation of the Council's intention for liturgical music was offered in 1966 by Archabbot Rembert Weakland, OSB, then chairman of the Music Advisory Board of the Liturgy Committee. He said that "the treasury of music we are asked to preserve ... were the products of a relationship between liturgy and music that is hard to reconcile with the basic premises of the Constitution itself".15 He insists "there is no music of a liturgical golden age to which we can turn, because the treasures we have are the product of ages that do not represent an ideal of theological thinking in relationship to liturgy".16
This applies to Gregorian chant, despite what the Council said, because, according to the Archabbot, "the period when Gregorian chant reached its apogee, although filled with intense Christian faith, is no liturgical model for our days".17
Such a view, however, is "hard to reconcile" with the Council's premise that the liturgy is the "font and summit" of the Catholic faith. How could an age that had an inadequate theology of liturgy (and, presumably, a faulty liturgical practice flowing from it) have been "filled with intense Christian faith"? Might this strong faith have been fostered by a particularly excellent theory and practice of liturgy that might also have led to great works of liturgical art, such as Gregorian chant?

Cardinal Joseph Ratzinger sees such a connection. In a recent reflection on the liturgy, he observes, "As a matter of fact, one cannot speak of liturgy without talking about the music of worship. Where liturgy deteriorates, the musica sacra also deteriorates, and where liturgy is correctly understood and lived, there good Church music also grows." 18
The view that the liturgy has no place for art for its own sake is often interpreted to mean simply that the liturgy has no need for transcendent beauty. This would be an error. The Catechism of the Catholic Church treats sacred art mainly in the section on liturgy; but there is an important comment in the chapter on the eighth commandment, §§2500-2503:

Sacred art is true and beautiful when its form corresponds to its particular vocation: evoking and glorifying, in faith and adoration, the transcendent mystery of God --the surpassing invisible beauty of truth and love visible in Christ.... This spiritual beauty of God is reflected in the most holy Virgin Mother of God, the angels, and saints. Genuine sacred art draws man to adoration, to prayer, and to the love of God, Creator and Savior, the Holy One and Sanctifier.

It is this vocation of sacred music that is overlooked by advocates of "ritual music", so preoccupied with the supposed function of individual parts of the liturgy that they ignore the fundamental purpose of sacred music. The Catechism strongly recalls the view of Pope Saint Pius X, who said in Tra le Sollecitudini that the purpose of sacred music was "the glory of God and the sanctification and edification of the faithful". (TLS §1)19
It has been almost a century since Pope Saint Pius X's encyclical on the reform of sacred music. During that time there have been other papal documents on the subject, the early liturgical movement, and most important, the Second Vatican Council and the liturgical reform that followed. But has the state of sacred music actually improved since the time of Saint Pius X?

The cultural status of the treasury of sacred music itself has certainly improved. During the past century, the monks of Solesmes have restored books of Gregorian chant, and many new editions of the sacred polyphony of the sixteenth century have been published.

Recordings of both are now widely available -- and appreciated by many thousands, young and old, Catholic and non-Catholic. One recording of Gregorian chant even reached the top of the "pop charts" few years ago -- to the surprise of everyone and the amazement of Catholic music publishers. Chant, sacred polyphony and Mass settings are frequent features on the programs of major symphony orchestras and choruses. New secular scholae are formed regularly, "early music" societies abound, and Protestant choirs offer concert performances of historic Catholic music.

So the treasure that remained buried at the beginning of the century has been unearthed, refurbished and beautifully displayed -- but not in ordinary Catholic parishes.

In the Italy of Pope Saint Pius X's day, operatic-style performances impeded the sense of transcendence -- of the sacred -- in the music at Mass. The combination of show tunes, pop, pseudo-folk, rock and even cocktail lounge style music that pervades our Masses today is hardly an improvement.

For Saint Pius X, the popes who followed him, and the liturgical movement they inspired and fostered, the point of the recovery of this treasure was to restore it to its proper setting -- to the Mass, and to Catholics everywhere. Though their efforts brought forth some briefly brilliant fruits through the labors of Father Virgil Michel, Monsignor Martin Hellrigel, Justine Ward, and others, their careful plantings, which promised to be nurtured by the Council, were soon uprooted by the inhospitable liturgical winds that followed.

Gregorian chant has not been restored to Catholic people -- yet. And the great works of polyphony, sadly, are rarely heard in the liturgical setting for which they were composed. But, as the Catechism reminds us, the Church needs beauty for the sake of truth. The truths of the Catholic faith -- set to beautiful music by all those throughout the ages whose work was inspired by that truth -- have made the sacred music of the Roman rite "a treasure of inestimable value" -- as the Council's Constitution on the Liturgy affirmed.20
The Council fathers, like the popes both before them and since, intended to praise this treasure, not to bury it. Pope John Paul II, himself a father of the Second Vatican Council, recently told a Vatican conference on the implementation of Vatican II: [T]he genuine intention of the Council Fathers must not be lost: 
indeed, it must be recovered by overcoming biased and partial interpretations.... To interpret the Council on the supposition that it marks a break with the past, when in reality it stands in continuity with the faith of all times, is a definite mistake.21
Pope John Paul II finds this continuity also in the Church's liturgy and sacred music. He stressed this in his address to the Pontifical Institute of Sacred Music in January 2001.22 The Institute, founded by Saint Pius X, was the most important result of his 1903 directive on Church music, Tra le Sollecitudini.
In his address to the musicians, Pope John Paul II spoke of the Second Vatican Council as "continuing the rich liturgical tradition of previous centuries". The Council, he said, affirmed the necessity of beauty:

The criterion that must inspire every composition and performance of songs and sacred music is the beauty that invites prayer.... "Singing in the liturgy" must flow from "sentire cum Ecclesia".23 
Only in this way do union with God and artistic ability blend in a happy synthesis in which the two elements -- song and praise -- pervade the entire liturgy.

Far from rejecting the heritage of Catholic music, the Holy Father believes it must be recovered, revitalized. In order to recover this great treasure of the Church, he told the musicians,

You, teachers and students, are asked to make the most of your artistic gifts, maintaining and furthering the study and practice of music and song in the forms and with the instruments privileged by the Second Vatican Council: Gregorian chant, sacred polyphony and the organ. Only in this way will liturgical music worthily fulfill its function during the celebration of the sacraments and, especially, of Holy Mass.

Amen. Let us begin. 
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What you really must know about Gregorian Chant

http://www.adoremus.org/0604Chant.html EXTRACT
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Editor’s note: "The Church acknowledges Gregorian chant as specially suited to the Roman Liturgy: therefore, other things being equal, it should be given pride of place in liturgical services". - Second Vatican Council, Sacrosanctum Concilium §116 (1963) Forty years after these words were written, few Catholics had ever heard a Gregorian chant at Mass in their parish Church, and even fewer had participated in chanting the Mass. Yet the active participation of the people in this form of worship was, obviously, the vision of the fathers of the Second Vatican Council. Alas, all things were not equal, in the turbulent years of change and innovation following the Council. Not only was Gregorian chant not accorded "pride of place"; like a rainforest, it was nearly destroyed by decades of reckless liturgical bulldozing.

But Catholics alive today may yet see the Council's intended revival of what Pope Saint Pius X called "the chant proper to the Roman Church, the only chant she has inherited from ancient fathers, which she has jealously guarded for centuries in her liturgical codices, which she directly proposes to the faithful as her own..." (Tra le sollecitudini §3)

One sign that the chant renaissance is, indeed, a reality, is a new book, The Beginner's Book of Chant, published by Saint Michael's Abbey, Farnborough, England. The book is one more signal that chant has survived all attempts to euthanize it. Not dead yet, it is a living art form that has been receiving real nourishment during the last few years, and is gaining strength. The book is aimed at parishes or schools "who wish to dive head first into singing", the author, "A Benedictine Monk", says. "The method offered for singing the chant is essentially practical.... It is simple to understand and teach, and can be easily used and adapted by musicians working in a parish". In addition to its ten succinct chapters covering basic topics like notation and Latin pronunciation, as well as tutorials and vernacular adaptations, the book's 90 pages contain several useful appendices, including a glossary and a reading list.

To encourage such efforts to revivify our Catholic heritage, we asked to reprint the opening chapter of the book, and are pleased present it herewith, with the kind permission of Saint Michael's Abbey.

(To order the book, or for information about the Abbey, visit http://www.farnboroughabbey.org, or write to Saint Michael's Abbey, Farnborough, Hampshire, GU14 7NQ, England.) 

How can we restore Gregorian Chant to "pride of place"?

http://www.adoremus.org/0904GregorianChant.html
By Lucy E. Carroll, Adoremus Bulletin Online Edition - Vol. X, No. 6: September 2004
From before the time of Saint Gregory the Great, through the Council of Trent, via Pope Saint Pius X, to the Second Vatican Council, to the recent chirography by Pope John II, the Holy See has continuously affirmed plain-chant as the most appropriate music to carry the sacred texts of the Liturgy.

Vatican II's Constitution on the Liturgy, Sacrosanctum Concilium, stated that chant was to be given "pride of place" -- a phrase echoed by Pope Paul VI in Musicam Sacram (March 5, 1967) and repeated in the current General Instruction of the Roman Missal. (41)

Chant is eminently suitable for the sacred Liturgy because it is sacred in nature. That is, its form and structure make it separate and distinct from the music of the popular culture. Chant in its pure form evolved solely to serve the Liturgy. Deriving from Hebraic cantillations of Jewish worship, its long lines weave around the sacred texts, reaching upward like gothic spires or hands raised in prayer. It has no pounding rhythm, no strong downbeat; it does not induce dancing, frenzy, clapping, finger-snapping, swaying, or other earth-bound activity. Its sole purpose is to carry the sacred texts, pulling our hearts and minds away from the mundane and up toward God. Chant is timeless. It doesn't sound like a 1950s dance tune, a Broadway ballad, a Sousa march, or anything else that will call up secular or worldly images and feelings. Many beautiful chants have been sung for centuries and can continue to edify, such as the Salve Regina, Jesu Dulcis Memoria, the Regina Caeli at Easter, and Puer Natus in Bethlehem at Christmas.

What could be lovelier at a funeral Mass than the In Paradisum, or more stunning on Holy Thursday than the chanted Pange Lingua?

Some chant hymns work well even in vernacular translation, such as Adoro te Devote ("Humbly We Adore Thee"), Conditor Alme Siderum ("Creator of the Stars of Night"), and Cordis natus ex Parentis ("Of the Father's Love Begotten").

Recall any movie, television show, or commercial featuring a Catholic church or monastery, and what will be on the soundtrack? Most likely, it will be a Gregorian chant. The world knows that the Church and chant are intrinsically intertwined - even if Catholics have forgotten.

Visit the average parish today, however, and instead of chant, one hears the popular music of the secular culture. Where is the chant? Is it the language barrier? While some chants -- particularly hymns -- can make the translation transition successfully, many liturgical chants are best sung in their original Latin language.

In too many parts of the country, the belief persists that the Second Vatican Council ordered the cessation of Latin. This is untrue. The truth is that during the Council, Pope John XXIII wrote an apostolic constitution, Veterum Sapientia, On the Promotion and Study of Latin (February 22, 1962) reaffirming the importance of Latin in the Church, and urging that Latin be well-taught in schools and seminaries.

Sacrosanctum Concilium stated "the use of the Latin language is to be preserved in the Latin rites". (36.1) The Vatican has never given any directive to the contrary.

Indeed, the recent liturgical instruction Redemptionis Sacramentum confirms that "Priests are always and everywhere permitted to celebrate Mass in Latin". (112)

Learning the Latin texts for Mass is not difficult. Any Jewish student preparing for bat, bar or bas mitzvah learns to sing traditional Hebraic chants. Near our Carmelite monastery in Philadelphia is a conservative synagogue where the entire congregation can chant the entire Shabbas [Sabbath] service in Hebrew. Certainly Catholics today can sing a some Latin! Their ancestors did!

Our little congregation at the monastery can sing historic chants like the Asperges, a Gloria, various settings of Kyrie (Greek), Sanctus, Agnus Dei, Pater Noster, and a number of Latin chant hymns.

In schools and colleges, both Catholic and non-Catholic students sing the great Latin choral works of the Church by composers such as Palestrina, Lotti, and Victoria. Classical singers perform Latin masterworks such as the Bruckner Te Deum or the Verdi and Mozart Requiems with orchestra on concert stages. Any trained singer will tell you that Latin is one of the easiest languages to sing, with its open vowels and consistent pronunciation rules.

Yet chant is sadly absent in our churches. If publishers do include chant, they offer only the Missa Jubilate Deo, leading many Catholics to think it is the one and only chant Mass. (The Missa Jubilate Deo, ordered to be published by Pope Paul VI, is actually a composite of Missa XVI, Missa VIII, and Missa Deus Genitor Alme, but that is another topic.)

When copies of chant music are given to congregations, the chant often appears in the currently-popular style of black and white standard note-heads without stems. But it is best to read chant in its own square-note notation. This "Roman square notation" evolved slowly over several centuries, and was accessible to all the many monks, nuns, and faithful who sang it.

Given rudimentary instruction, most singers will actually prefer to have the square notation, for it is more visually indicative of the musical tones. Both the pew and choir editions of the Adoremus Hymnal use this notation for the chant Masses it contains.

However, the use of eighth and quarter notes in standard notation (used in the organ edition of the Adoremus Hymnal ) can give a close approximation of chant rhythms.

Workshops on Latin chant would be useful -- but few are available, as church music workshops are usually presented by music publishers -- understandably eager to vend only their own new wares. Printed music in Gregorian notation is difficult to obtain (the Adoremus Hymnal is an exception), and most musicians are not trained to read, sing, teach and accompany it. 

Until the Church hierarchy insists that Catholic music publishers provide chant (and other more suitable music), and someone provides correct instruction, it rests with the individual parishes to implement the music directives that give "pride of place" to Gregorian chant.

How Can Chant Be Restored
How do we restore chant to a Church that has improperly discarded it? One cannot simply order it to re-appear! Yet it is not an impossible task.

In almost any parish there will be people in the pews old enough to have sung Latin at Mass before the Council. There are also students in high school and college choirs who are learning the great masterworks in Latin. There will be former school choir members, too. There are folks who have learned a second language who will find learning enough Latin to be able to sing plain-chant less difficult than they may think. There are little patches of readiness out there.

If the parish music director is unschooled in chant, a guest musician can be invited to do a chant workshop with the choir and cantors. Private lessons for the music director might be in order. Good recordings of chant can be purchased and studied. (All the chant Masses in the Adoremus Hymnal are recorded on a set of CDs.)

Preparing the Parish to Chant
But first the parish as a whole must be prepared. Statements from the Vatican directives can be read from the pulpit and should be printed in the parish bulletin. Liturgy committees need to formulate a plan and timetable to implement the restoration of some chant to the Mass. Other parish organizations must be schooled as well.

Almost any congregation can add at least two pieces of chant to its repertoire a year. What a fine beginning that would be! The Latin chant hymns mentioned above that translate well into English would be a good starting point to familiarize people with these historic tunes. (Then they could sing them with the Latin words later.)

The best way to restore liturgical chant in its original Latin is to have the choir sing one of the simpler chant pieces of the sacred liturgical texts of the Mass. The music should be provided so that the congregation can follow along. After they hear the piece several times, the congregation will be able participate. At least the choir members should have copies of the Adoremus Hymnal if they do not already have them.

An easy Mass to start with is the Missa Jubilate Deo. (Adoremus Hymnal [AH] 200 to 204) Some parishioners may already know the Kyrie, Sanctus and Agnus Dei, and are ready to add to their repertoire. If not, select one segment, perhaps the Agnus Dei, and have the choir sing it week after week. Provide pew copies of the hymnal for the congregation. Once the pattern is set, new pieces can be added in the same manner: have the choir sing the piece; after a few weeks the congregation will begin joining in.

When the congregation has been singing some chant, a more ambitious work, such as the Gloria, could be added. If the choir sings the Gloria each week, the congregation will join in. (The Gloria was originally a congregational hymn.) In the pre-conciliar rite the celebrant turned around to face the people to sing the first line of the Gloria, their cue to join in singing the rest of it together. 
Now, however, if the Gloria is sung at Mass, the congregation too often sings only one refrain line. (In one version, the choir or cantor sings the text in English, and the congregation responds in Latin, Gloria, gloria in excelsis Deo -- unhappily, however, the phrase is interrupted by rhythmic clapping.)

How much more appropriate for the people to sing the entire Gloria in its original format, particularly on great feasts! And how much more wondrous to sing in the universal language of the Church!

At the Carmelite monastery, the entire congregation sings the Gloria from the Mass of the Angels on both Holy Thursday and Easter Vigil, and our organ is silent from one Gloria to the next, in keeping with tradition. When the organ returns at the Easter Vigil Gloria, many hand bells are rung by the congregation as well as the servers, with the most joyful paean of sound, and the most remarkable feeling of continuity with our sacred past.

Another way to introduce a chant piece is to share it with the choir. The Kyrie from the Missa de Angelis (Missa VIII, AH 210) is so structured that the "eleison" tune is identical in each of the statements. The choir can intone the "Kyrie" or "Christe" segment, and the cantor or choir director can indicate to the congregation that they are to join in on the nine notes of the "eleison".

Very soon, if that Kyrie is done each week, the congregation can sing the entire piece along with the choir.

Some of the Latin hymns may prove daunting because of the number of verses: Adoro te devote -- a most appropriate Blessed Sacrament hymn -- has seven verses. But if the congregation can learn even the first two verses, this is commendable.

The General Instruction tells us that "Since faithful from different countries come together ever more frequently, it is fitting that they know how to sing together at least some parts of the Ordinary of the Mass in Latin, especially the Creed and the Lord's Prayer, set to the simpler melodies". (GIRM 41)

Since the great truths of our faith are contained in the Creed, and since Jesus Himself gave us the Lord's Prayer, it is understandable that the Church would want all her children to be able to sing these in a common tongue.

The Creed, being longer, is more difficult; even at the monastery, we are not yet at the point of giving the entire Latin Credo to the congregation, although we have done a simple chanted Creed in English. But the Pater Noster (AH 84) can easily be sung by any congregation in Latin. And is there any modern musical setting that so effectively ties the music to the words?

Many American Catholics who attend a papal audience in Rome often find they are the only ones not singing along with the Holy Father and other pilgrims as he intones the Pater Noster. It is long past time for this to change, and for American Catholics to re-connect with their heritage and tradition.

Chanting the Psalms
In addition to the liturgical chants and hymns, Gregorian Psalm tones should be restored to the vernacular Responsorial Psalm. (Tones 2 and 8G are the best adapted to English, and can be easily learned and "marked" by cantors.) Restoring chant tunes to the sung psalm will restore music of a truly sacred nature to this part of the Liturgy of the Word, and again tie us to our ancient traditions.

Chant recordings could be sold in the parish bookshop to help acquaint people with its distinctive sound. Guest choirs who have chant selections in their repertoires can be invited.

There are many creative ways to bring chant back into its rightful home -- the Catholic Church -- and to return music that is truly sacred to the most sacred event of all, the Holy Sacrifice of the Mass.

Sing to the Lord! Cantate Domino! 

The Spirituality of Sacred Music - What does it mean when the Church sings?

http://www.adoremus.org/1008SacredMusic.html
By The Rev. Scott A. Haynes, SJC Adoremus Bulletin Online Edition: October 2008 Vol. XIV, No. 7

The serious study of the liturgical music of the Catholic Church — namely Gregorian Chant, polyphony and those modern forms of music that are consonant with the Church’s liturgical spirit and tradition — is of utmost importance in the education of a Church musician. 

Catholic musicians must revere the treasury of sacred liturgical music. As the philosopher Dietrich von Hildebrand observed, we should "fear to abandon the prayers and postures and music that have been approved by so many saints throughout the Christian era and delivered to us as a precious heritage. The illusion that we can replace the Gregorian chant, with its inspired hymns and rhythms … betrays a ridiculous self-assurance and lack of knowledge".1 

The constant teaching of the Magisterium, underlined in the teaching of Vatican II, has reiterated that Catholics should receive the Sacred Liturgy, with its renowned tradition of sacred music, as food for the soul.2
As French Cistercian Abbot Dom Jean-Baptiste Chautard wrote, "The Church uses her chant and her ceremonies to appeal to the sense faculties, and to reach, through them, the souls of her children more fully, and to give to their wills a more effective presentation of the true goods, and raise them up more surely, more easily, and more completely to God".3
By analogy, as a child embraces the spoon that his mother puts into his mouth, he savors the food that his mother has prepared for him. In like manner, as children of the Heavenly Father, we too must earnestly hunger for the milk of our Holy Mother the Church, the truths of our faith that are lovingly prepared for us in the Eucharistic Banquet, so that fortified by all that is true, good and beautiful, our hearts, minds and voices might harmoniously resound with the voice of our Mother the Church, and return a joyful song unto the Lord.

When we have this sort of disposition, then we can come to know what the psalmist calls "the beauty of holiness" (Psalm 29:2). The Divine Liturgy is the consummation of love between Christ and His Church, between Bridegroom and Bride, which is filled with song and replete with melody.

Because the liturgy peels back the veil of time so that we might come to see the Lord face to face, the formation of Church musicians cannot be limited to the study of theory, history or to the perfection of musicianship. Pastoral musicians must be drawn into an intimate contact with the Word of God, both through the Sacred Scripture and ultimately through the Holy Eucharist. 

The Word of God must form in us mature Christian wisdom, to give us a relish and taste for the things of God. If we are to have clear perceptions of reality, we must know the eternal value of the Sacred Liturgy. If we can experience the music of the liturgy in this manner, then we follow the axiom based on the thought of Saint Augustine of Hippo, "he who sings well, prays twice".4
To sing well is to sing with a heart that is on fire for God. Our earthly music, no matter how refined it is in our vision, or how imperfect it may be in God’s, will be pleasing to Him only when we truly become mirrors of charity. As Benedictine Father Stephen Thuis wrote in 1952, "It is of interest to note that today we are experiencing a revived appreciation of plainchant. This, then, would indicate … that we are in the midst of a reawakening of the religious spirit".5
Church musicians are exhorted to follow the advice of Pope Saint Pius X, who counseled pastoral musicians, before making music before the Lord, to pray and meditate on the sacred words of the liturgy entrusted to the choir. If the renewal of liturgical music today is to bear lasting fruit, then each of us must cultivate a liturgical piety based on profound and prayerful meditation on the Word. 

Lectio Divina — Listening to God

A very ancient art, practiced at one time by all Christians, is the technique known as Lectio Divina or "divine reading" — a slow, contemplative reading and praying of the Scriptures — which enables the Bible, the Word of God, to become a means of union with God. This ancient practice has been kept alive in the monastic tradition, and is one of the inherent benefits of celebrating the liturgy with Gregorian Chant. 

In his rule, Saint Benedict says that the art of Lectio Divina begins with cultivating the ability to listen deeply, to hear with the ear of our hearts. When we read the Scriptures we should try to imitate the prophet Elijah. We should allow ourselves the opportunity to listen for the "still, small voice" of God (I Kings 19:12), which is God’s voice touching our hearts. 

The cry of the prophets to ancient Israel was the joy-filled command to listen. Sh’ma Israel: Hear, O Israel! (Deuteronomy 6:4). In Lectio Divina we, too, heed that command and turn to the Scriptures, knowing that we must hear the voice of God, which often speaks very softly. In order to hear someone speaking softly we must learn to be silent. Gregorian Chant can quiet our souls, so full of the noise of the world, and prepare us to embrace this sacred silence. 

From time to time, a word or a passage in the Scriptures speaks to us in a personal way, and we must take it in and ruminate on it. In the celebration of Mass, after the epistle, our Mother the Church guides us in this sort of Lectio Divina by selecting a short psalm verse called the Gradual, as a scriptural-musical meditation in preparation for the Gospel. While the text of the Gradual and Alleluia is short, the melismatic chants (with several notes sung to a single syllable) decorate and embellish the Scripture passage with a spirit of melodic and rhythmic freedom, which gives us time to spiritually digest and contemplate the sacred texts.

In antiquity, the image of the ruminant animal quietly chewing its cud was used as a symbol of the Christian pondering the Word of God. Christians have always seen a scriptural invitation to Lectio Divina in the example of the Virgin Mary "pondering in her heart" what she saw and heard of Christ (Luke 2:19).

For the church musician today, these images are a reminder that we must take in the Word — even memorize it like the monks of old, if we can — and while contemplating it, allow it to permeate our thoughts, our hopes, our memories, our desires. This is the second step or stage in Lectio Divina: meditatio, meditation. Through this meditation, we allow God’s Word to become living and active in our daily lives.

Gregorian chant, as the Lectio Divina of the early Church, provides a deep reflection on the Word of God in the context of the Sacred Liturgy and in the wider tradition of the Church. Gregorian chant has a spirituality — a liturgical spirituality — all its own. 

True Christian, spiritual, music is never an end in itself. It returns the soul to God, causing the listener to become sanctified. Truly sacred music leads to the most profound silence, to true contemplation of the Divine Majesty. 

Saint John Chrysostom, Doctor of the Church, taught that "our chant is nothing but an echo, an imitation of the angelic chant. Music was invented in Heaven. Around and above us the angels sing". By embracing the Church’s song, Gregorian Chant, as Lectio Divina, our holy Mother the Church lays the foundation stones of an ecclesial renewal, attuning Catholics to the beauty of Christ, reflected in the Sacred Liturgy. 

The Church Sings to Her Bridegroom

The axiom lex orandi, lex credendi (the law of prayer is the law of belief) should be expanded to include lex cantandi, lex amandi — the law of singing is the law of loving. As Saint Augustine said: "For he that sings praise, not only praises, but only praises with gladness: he that sings praise, not only sings, but also loves Him of whom he sings. In praise, there is the speaking forth of one confessing; in singing, the affection of one loving".6
Music is the language of love. Hence the Church, as the Bride of Christ, has always sung the praises of her Divine Bridegroom, Jesus Christ. Her praises, in turn, are the echo of that ineffable canticle sung in the Godhead from all ages. For the Eternal Word, Jesus Christ, is a divine canticle singing the Father’s praise. 

This is the infinite hymn that forever sounds in the "bosom of the Father" (John 1:18). It is the canticle that rises up from the depths of the Divinity, the Living Canticle wherein God eternally delights, because it is the infinite expression of His perfection. 

Thus the Church is filled with the songs of the angels. When the Sanctus passes through the lips of the Church she is echoing the joyous praise of the cherubim and seraphim, who adore our Triune God in ceaseless adoration.

Because one who loves is wont to sing — Cantare amantis est, as Saint Augustine says7 — then the Church must sing God’s praises with knowledge, with understanding and with love. 

Our voices, filled with such love and understanding, will not be silenced, but rather, with all the saints and angels, our songs of praise will echo through all eternity in the halls of heaven. 

Notes:

1 Dietrich von Hildebrand, "The Case for the Latin Mass", Triumph magazine, October 1966.

2 "The musical tradition of the universal Church is a treasure of inestimable value, greater even than that of any other art. The main reason for this pre-eminence is that, as a combination of sacred music and words, it forms a necessary or integral part of solemn liturgy". Sacrosanctum Concilium 112. (Catechism of the Catholic Church 1156).

3 Dom Jean-Baptiste Chautard (1858-1935), The Soul of the Apostolate (Trappist, KY: Abbey of Gethsemani, 1946, pp. 218-219).

4 See Catechism of the Catholic Church 1156; Ephesians 5:19; Saint Augustine, En. in Psalm 72:1: PL 36, 914; cf. Col 3:16.

5 Stephen Thuis, OSB, Gregorian Chant: A Barometer of Religious Fervor in the Catholic Church; Excerpt from Master of Music Thesis, 1952. St. Meinrad, Indiana. (First two chapters posted on Una Voce: www.unavoce.org/chantbar.htm).

6 Saint Augustine. Commentary on Psalm 73, 1: Qui enim cantat laudem, non solum laudat, sed etiam hilariter laudat; qui cantat laudem, non solum cantat, sed et amat eum quem cantat. In laude confitentis est praedicatio, in cantico amantis affectio… 
7 Saint Augustine. Sermon 336, 1 (PL 38, 1472).

Father Scott Haynes is a member of the Canons Regular of St. John Cantius, Chicago. (See: www.canons-regular.org)
Sing to the Lord: Music in Divine Worship 
http://www.usccb.org/liturgy/SingToTheLord.pdf EXTRACT

Issued by the United States Conference of Catholic Bishops, November 14, 2007 

Sing to the Lord: Music in Divine Worship, a revision of Music in Catholic Worship, was developed by the Committee on Divine Worship of the United States Conference of Catholic Bishops (USCCB). On November 14, 2007, the Latin Church members of the USCCB approved these guidelines. These guidelines are designed to provide direction to those preparing for the celebration of the Sacred Liturgy according to the current liturgical books (in the ordinary form of celebration).

Gregorian Chant

72. "The Church recognizes Gregorian chant as being specially suited to the Roman Liturgy. Therefore, other things being equal, it should be given pride of place in liturgical services."68 Gregorian chant is uniquely the Church’s own music. Chant is a living connection with our forebears in the faith, the traditional music of the Roman rite, a sign of communion with the universal Church, a bond of unity across cultures, a means for diverse communities to participate together in song, and a summons to contemplative participation in the Liturgy.

73. The "pride of place" given to Gregorian chant by the Second Vatican Council is modified by the important phrase "other things being equal."69 These "other things" are the important liturgical and pastoral concerns facing every bishop, pastor, and liturgical musician. In considering the use of the treasures of chant, pastors and liturgical musicians should take care that the congregation is able to participate in the Liturgy with song. They should be sensitive to the cultural and spiritual milieu of their communities, in order to build up the Church in unity and peace.

74. The Second Vatican Council directed that the faithful be able to sing parts of the Ordinary of the Mass together in Latin.70 In many worshiping communities in the United States, fulfilling this directive will mean introducing Latin chant to worshipers who perhaps have not sung it before. While prudence, pastoral sensitivity, and reasonable time for progress are encouraged to achieve this end, every effort in this regard is laudable and highly encouraged.

75. Each worshiping community in the United States, including all age groups and all ethnic groups, should, at a minimum, learn Kyrie XVI, Sanctus XVIII, and Agnus Dei XVIII, all of which are typically included in congregational worship aids. More difficult chants, such as Gloria VIII and settings of the Credo and Pater Noster, might be learned after the easier chants have been mastered.71
76. "The assembly of the faithful should participate in singing the Proper of the Mass as much as possible, especially through simple responses and other suitable settings."72 When the congregation does not sing an antiphon or hymn, proper chants from the Graduale Romanum might be sung by a choir that is able to render these challenging pieces well. As an easier alternative, chants of the Graduale Simplex are recommended. Whenever a choir sings in Latin, it is helpful to provide the congregation with a vernacular translation so that they are able to "unite themselves interiorly" to what the choir sings.73

77. The Entrance and Communion antiphons are found in their proper place in the Roman Missal. Composers seeking to create vernacular translations of the appointed antiphons and psalms may also draw from the Graduale Romanum, either in their entirety or in shortened refrains for the congregation or choir.

78. Gregorian chant draws its life from the sacred text it expresses, and recent official chant editions employ revised notation suggesting natural speech rhythm rather than independent melodic principles.74 Singers are encouraged to adopt a manner of singing sensitive to the Latin text. 

79. Missals in various languages provide vernacular chants inspired by Latin chant, or other melodies, for sung responses between ministers and people. For the sake of unity across the Church, musicians should not take it upon themselves to adjust or alter these melodies locally. 

80. Whenever strophic chant hymns are published with Latin or vernacular texts, their melodies should be drawn from the Liber Hymnarius. […]

Musical Instruments

87. Among all other instruments which are suitable for divine worship, the organ is "accorded pride of place"80 because of its capacity to sustain the singing of a large gathered assembly, due to both its size and its ability to give "resonance to the fullness of human sentiments, from joy to sadness, from praise to lamentation." Likewise, "the manifold possibilities of the organ in some way remind us of the immensity and the magnificence of God."81
88. In addition to its ability to lead and sustain congregational singing, the sound of the pipe organ is most suited for solo playing of sacred music in the Liturgy at appropriate moments. Pipe organs also play an important evangelical role in the Church’s outreach to the wider community in sacred concerts, music series, and other musical and cultural programs.

For all of these reasons, the place of the organ should be taken into account from the outset in the planning process for the building or renovation of churches.

89. However, from the days when the Ark of the Covenant was accompanied in procession by cymbals, harps, lyres, and trumpets, God’s people have, in various periods, used a variety of musical instruments to sing his praise.82 Each of these instruments, born of the culture and the traditions of a particular people, has given voice to a wide variety of forms and styles through which Christ’s faithful continue to join their voices to his perfect song of praise upon the Cross.

90. Many other instruments also enrich the celebration of the Liturgy, such as wind, stringed, or percussion instruments "according to longstanding local usage, provided they are truly apt for sacred use or can be rendered apt."83

Notes

68 SC [Second Vatican Council, Sacrosanctum Concilium (Constitution on the Sacred Liturgy) (1963)], no. 116.

69 MS [Sacred Congregation for Rites, Musicam Sacram (Instruction on Music in the Liturgy) (1967)], no. 50a, further specifies that chant has pride of place "in sung liturgical services celebrated in Latin."

70 "Steps should be taken enabling the faithful to say or to sing together in Latin those parts of the Ordinary of the Mass belonging to them" (SC, no. 54).

71 See GIRM [General Instruction of the Roman Missal], no. 41. Further resources for congregational Latin chant are Iubilate Deo (Vatican City: Libreria Editrice Vaticana, 1986) and Liber Cantualis (Sable-sur-Sarthe, France: Abbaye Saint-Pierre de Solesmes, 1983).

72 MS, no. 33.

73 MS, no. 15.

80 GIRM, no. 393.

81 Pope Benedict XVI, Greeting of the Holy Father on the Occasion of Blessing of the New Organ at Regensburg’s Alte Kapelle, Regensburg, Germany (September 13, 2006), www.vatican.va/holy_father/benedict_xvi/speeches/2006/september/documents/hf_benxvi_spe_20060913_alte-kapelle-regensburg_en.html. 

82 1 Chronicles 15:20-21

83 GIRM, no. 393.
History of Gregorian Chant
http://www.solesmes.com/GB/gregorien/hist.php?js=1 
Gregorian Chant is a musical repertory made up of chants used in the liturgical services of the Roman Catholic Church. In fact, the liturgical tradition which the Church has given us is a vocal, monophonic music composed in Latin using sacred texts from the Ancient and New Testaments. This is why Gregorian Chant has often been called a "sung Bible". Linked intimately to the liturgy in this way, the goal of the Gregorian melodies is to favor spiritual growth, reveal the gifts of God and the full coherence of the Christian message.
What we call Gregorian chant today first appears distinctly in the Roman repertory of the fifth and sixth centuries. Its implementation and perhaps some of its composition was in the hands of a group of ministers in a service specially dedicated to the Roman basilicas, the schola cantorum. Gregorian chant also appears to have been an aural music, that is, transmitted by ear and committed to memory - like all other music of the world at the time.
In the second half of the eighth century, the political rapprochement between the French kingdom of Pepin and Charlemagne, and the papacy, widened the Roman liturgy's field of application. 

The French crown decreed its adoption throughout the kingdom. This is when the first written records which have come down to us begin to appear, first in France, then all over the Empire and beyond. Despite wide graphic differences, their uniformity of content clearly records a single reading of an unbroken tradition.
The texts (words and some musical notations), committed to writing in books, become at this time an official reference text. The general allure of the Roman chant with its modal architecture was very attractive to Gallican musicians. They dressed it, however, in a completely different way. The term "Gregorian chant" was first used to describe this hybrid of Roman and Gallican chant.
At first, written records served as memory prompts with only artistic directions for correct interpretation and performance. The musical tones were still taught by ear and transmitted by memory.
But with the gradual increase of pitch indications in the manuscripts came a corresponding decrease in the interpretive directions, and with it, a decrease in the role of memory. As a result, Gregorian chant fell into complete decadence by the end of the Middle Ages: the manuscripts offer little more than a "heavy and tiresome succession of square notes". The Renaissance brought with it Gregorian chant's coup de grâce. The melodies, which show the correct reading of the literary text by highlighting keywords and phrases, were "corrected" by official musicologists - the long vocalises, for example, reduced to a few notes each. Worse, the words, literary compositions which are the official text of the Roman liturgy, and that constitute a lyrical catechism, were also officially "corrected" against a verbatim reading of the Vulgate Bible. The mangled result which persisted for two hundred years is generally known in English as "plainsong".
In 1833, a young priest of the diocese of Le Mans, Dom Prosper Guéranger, undertook the restoration of Benedictine monastic life on the site of an old priory at Solesmes, after forty years of silence due to the French Revolution. 

He seized upon the restoration of Gregorian chant with enthusiasm and began by working on its execution, asking his monks to respect the primacy of the text in their singing: pronunciation, accentuation and phrasing, with an eye to guaranteeing its intelligibility, in the service of prayer. Dom Guéranger also placed the task of restoring the authentic melodies into the hands of one of his monks.

The handwriting, in "thin flyspecks", of the original manuscripts was indecipherable at the time. But the invention of photography soon brought unforeseen benefits with it. Little by little, an incomparable collection grew at Solesmes, facsimiles of the principal manuscripts of the chant contained in the libraries of all Europe. This was the genesis of the Paleography of Solesmes.

[The Benedictines at the Solesmes Abbey in France, under the leadership of Dom Prosper Guéranger, pioneered the liturgical reform that Pope St. Pius X later personally took interest in. In fact even today, the Vatican's Pontifical Liturgical Institute in Rome is entrusted to the Benedictines. One of the most important contributions of Solesmes to the Catholic liturgy has been the revival of Gregorian chant. They've even published a "Gregorian Missal" which adapts centuries old Gregorian Chants to our present day Mass revised after the Second Vatican Council.]

Cardinal Arinze on Language in Liturgy, Part 2

"Good Music Helps to Promote Prayer"

http://www.zenit.org/article-21477?l=english EXTRACT

St. Louis, Missouri, January 13, 2008 
Here is the second part of Cardinal Francis Arinze's Nov. 11 speech at the Gateway Liturgical Conference, held in Missouri. The cardinal is the prefect of the Congregation for Divine Worship and the Sacraments.

Part 1: http://www.zenit.org/article-21469?l=english
Part 3: http://www.zenit.org/article-21489?l=english
GATEWAY LITURGICAL CONFERENCE

ADDRESS OF HIS EMINENCE CARDINAL FRANCIS ARINZE 
St Louis, Missouri (U.S.A.) Saturday, 11 November 2006
4. Gregorian Chant 
"Liturgical action is given a more noble form when sacred rites are solemnized in song" (SC, n. 113). There is an ancient saying: bis orat qui bene cantat, that is, "the person who sings well prays twice". This is so because the intensity that prayer acquires from being sung, increases its ardour and multiplies its efficacy (cf. Paul VI: Address to Italian Schola Cantorum, 25 September 1977, in Notitiae 136, November 1977, p. 475). 

Good music helps to promote prayer, to raise the minds of people to God and to give people a taste of the goodness of God. 

In the Latin Rite what has come to be known as the Gregorian Chant has been traditional. A distinctive liturgical chant existed indeed in Rome before St Gregory the Great (+604). But it was this great Pontiff who gave it the greatest prominence. 

After St Gregory this tradition of chant continued to develop and be enriched until the upheavals that brought an end to the Middle Ages. The monasteries, especially those of the Benedictine Order, have done much to preserve this heritage. 

Gregorian Chant is marked by a moving meditative cadence. It touches the depths of the soul. It shows joy, sorrow, repentance, petition, hope, praise or thanksgiving, as the particular feast, part of the Mass or other prayer may indicate. It makes the Psalms come alive. It has a universal appeal which makes it suitable for all cultures and peoples. It is appreciated in Rome, Solesmes, Lagos, Toronto and Caracas. Cathedrals, monasteries, seminaries, sanctuaries, pilgrimage centres and traditional parishes resound with it. 

St Pope Pius X extolled the Gregorian Chant in 1904 (cf. Tra le Sollecitudini, n. 3). The Second Vatican Council praised it in 1963: "The Church acknowledges Gregorian Chant as proper to the Roman liturgy: therefore, other things being equal, it should be given pride of place in liturgical services" (SC, n. 116). 

The Servant of God, Pope John Paul II, repeated this praise in 2003 (cf. Chirograph for the Centenary of Tra Le Sollecitudini, nn. 4-7; in Congregation for Divine Worship and the Discipline of the Sacraments: Spiritus et Sponsa, 2003, p. 130). 

Pope Benedict XVI encouraged the International Association of Pueri Cantores when they met in Rome at the end of 2005. They give a privileged place to the Gregorian Chant. In Rome and throughout the world the Church is blessed with many fine choirs, both professional and amateur, that render the chant beautifully, and communicate their enthusiasm for it. 

It is not true that the lay faithful do not want to sing the Gregorian Chant. What they are asking for are priests and monks and nuns who will share this treasure with them. 

The CDs produced by the Benedictine monks of Silos, their motherhouse at Solesmes, and numerous other communities sell among young people. Monasteries are visited by people who want to sing Lauds and especially Vespers. 

In an ordination ceremony of 11 priests which I celebrated in Nigeria last July, about 150 priests sang the First Eucharistic Prayer in Latin. It was beautiful. The people, although no Latin scholars, loved it. It should be just normal that parish churches where there are four or five Masses on Sunday should have one of these Masses sung in Latin.

Pope: Gregorian Chant is the Supreme Model of Sacred Music
http://catholiconline.com/international/international_story.php?id=41618 
By David Kerr, Vatican City, June 2, 2011 (CNA/EWTN News) www.catholicnewsagency.com
'There's no tension between tradition and genuine progress in the development of sacred music'
Pope Benedict XVI has reminded church musicians of the primacy of Gregorian chant in the Mass, describing it "as the supreme model of sacred music."
The Pope set out his views in a letter for the 100th anniversary of the Pontifical Institute of Sacred Music. The letter was read at the institute on May 26 and made public on May 31.
He praised Gregorian chant as being "of huge value to the great ecclesial heritage of universal sacred music." But Pope Benedict also noted that sometimes it was erroneously "considered an expression of an idea corresponding to a past, gone and to be forgotten, because it limited the freedom and creativity of the individual and the community." This was a view he wanted to counter. 

"We always have to ask again: who is the true subject of the Liturgy? The answer is simple: the Church. It is the individual or group that celebrates the liturgy, but it is primarily God's action through the Church, which has its own history, its rich tradition and creativity."

Gregorian chant, often referred to as plainchant, is named after the 6th century Pope Gregory the Great. He both simplified and cataloged the sacred music of the Church used throughout the year. It's been the normative music of sacred liturgy ever since.
The present Pope stressed that there's no tension between tradition and genuine progress in the development of sacred music.
"The liturgy, and therefore sacred music, lives in a correct and consistent relationship between healthy traditio and rightful progressio, always keeping in mind that these two concepts - that the Council Fathers clearly emphasized - complement each other because the tradition is a living reality and, therefore, it includes in itself the principle of development and progress."
Music is a topic of particular interest to the Pope. He's a great lover of classical music in general with a special fondness for Mozart and Bach. He's also an avid pianist who has an upright piano in his Vatican apartment.
Pope Benedict noted in his letter that all his musical conclusions are mandated by the Second Vatican Council's constitution on the sacred liturgy, "Sacrosanctum Concilium."

Polyphonic and Gregorian Chant. The Last Bastion at Rome’s Basilica of St. Mary Major
http://chiesa.espresso.repubblica.it/articolo/6945?eng=y
The future of the great sacred music is increasingly in danger. The heads of the Church are deaf, but in Rome there are some who resist and fight. 
By Sandro Magister, Rome, May 20, 2003

On Sunday, May 18, the Pontifical Institute of Sacred Music held its final concert of the 2002-2003 season in its beautiful hall at its academy just steps from Rome’s Piazza Navona.

The Institute’s concert season is a first-class musical event: It’s enough to say that one musician at the opening concert Nov. 17, 2002 was world-famous violinist Felix Ayo.
But above all it is an event for the Church. It is the explicit proposal of a musical concept that goes against the mainstream in the field of sacred and liturgical music.
Why against the mainstream? Because Giovanni Pierluigi da Palestrina’s polyphony and Gregorian chant - the essential elements of the institute’s offerings - are noticeably absent in the liturgical practice of today’s Catholic Church. Not only forgotten, but deliberately banished.

The Institute is the Holy See’s "conservatory" of liturgical music and has the job of forming Church musicians from around the world. Logic would say that its mark should be discernable in the universal Church’s liturgical celebrations. But the facts say just the opposite. The Institute plays more the figure of the "vox clamantis in deserto", the voice crying in the desert.
The season’s closing concert, Sunday, May 18, was directed by the Institute’s head, Valentino Miserachs Grau. The Institute’s disciples formed the choir. With striking intensity, they executed motets and responsories by Palestrina and other composers of polyphony of the late 1500s.
But of the numerous cardinals and curial prelates who were invited to the concert, only one was present: Walter Brandmüller, president of the Pontifical Committee for Historical Sciences, who together with Cardinal Joseph Ratzinger, also a German, is among the very few Vatican officials who share the Institute’s vision.
At the end of the concert, thinking of those who were absent, Valentino Miserachs launched an appeal that great polyphony "retakes in the Church the place of honor it never should have lost."
But the undertaking is difficult. In addition to heading the Institute since 1995, Miserachs also directs the Cappella Liberiana choir, with which he accompanies the 10 a.m. solemn Mass every Sunday at the Basilica of St. Mary Major. And St. Mary Major’s is the only of the great Roman basilicas left that celebrates the liturgy according to the classical tradition of Gregorian chant and polyphony.
Fact: Two years ago, when another Roman basilica wanted to accompany its Holy Week liturgies with this form of music, it had to turn to Germany and the excellent singers of the "Singer Pur" choir, invited by Brandmüller.
Another, more striking fact: the metamorphosis imposed on the Cappella Sistina, the choir that accompanies papal liturgies.
The coup de grace came in 1997 with the firing of the Sistina’s director, Maestro Domenico Bartolucci, an extraordinary interpreter of the great Roman tradition of sacred music. Since then, the papal rites - music included - have as their unchallenged director Bishop Piero Marini, the maestro of pontifical liturgical celebrations.
But the change already had been in the making. The last Palestrina polyphonic Mass performed in its entirety by the Capella Sistina choir took place in the early 1960s. Since then, Palestrina has fallen into total oblivion. The Vatican possesses numerous excellent recordings of his Masses and motets but has yet to reproduce a single one on CD for sale.
With regard to Gregorian chant, it too is in danger and maybe even more so - because it’s recent surge in popularity has taken place almost exclusively outside the liturgical context.
There’s the mass secular consumption that smiles on the modest CDs of the monks of Santo Domingo de Silos.
Or there are the refined executions of Gregorian chant heard in concert halls. Excessively refined. They may be impeccably scholarly like those performed and recorded for the classical music label Naxos by Alberto Turco and his "Nova Schola Gregoriana," but they are poor of life and heat.
Turco teaches Gregorian chant at the Pontifical Institute of Sacred Music and performed a concert with his students during the Institute’s season. But Valentino Miserachs also performs Gregorian chant, with his Cappella Liberiana at St. Mary Major’s.
And between the two executions, there’s a vast chasm. The first is pure abstraction, unthinkable for a liturgy. The second is born and lives only as part of a celebrated liturgy.
St. Mary Major’s Gregorian chant is not a scholarly artifice, but is molded by a centuries-old tradition. It bears the imprint - and the imperfections - of the great Roman school even in the Latin, sun-filled, Mediterranean timbre of its singers´ voices. It gives primacy to the sacred word and emotionally reverberates the mystery taking place on the altar.
But this is precisely where Gregorian chant must play out its future. Either it re-conquers its role within - not outside - the liturgy, or it dies. The same goes for polyphony. The last polyphonic motet sung at the close of the Institute’s season and chosen by Miserachs started with these words: "Estote fortes et pugnate", be strong and fight.
The Vatican link to the Pontifical Institute of Sacred Music, with the program and performers of its latest concert season, coordinated by Antonio Sardi de Letto, piano professor and prefect of studies:
Pontifical Institute of Sacred Music
Click here for more on the firing of Maestro Domenico Bartolucci and the metamorphosis of the Cappella Sistina choir:
Caso Bartolucci. Maestro, qua si cambia musica
Liturgical Music: "Here Is the Reform that the Church Needs"

http://chiesa.espresso.repubblica.it/articolo/6966?eng=y
Valentino Miserachs Grau, the dean of the Pontifical Institute of Sacred Music, blows a clarion call to the leadership of the Church. Will they listen to him? 
By Sandro Magister, Rome, August 6, 2003   
Valentino Miserachs Grau, 60, from Cataluña, has been for eight years the dean of the Pontifical Institute of Sacred Music, the liturgical-musical "conservatory" of the Holy See, the body charged with forming Church musicians from all over the world. But - as he explains in the conference shown below - neither he nor PIMS has normative authority in regard to liturgical music. Neither has the Vatican any office so commissioned.
Do you want evidence of this absence of authority? While PIMS bases its formation on the three columns of Gregorian chant, polyphony, and organ music - in fidelity to the instructions of the Second Vatican Council - almost the entire Church, including its leadership, is going in a completely different direction.
Miserachs sees the effects of this as nothing short of disastrous, even to the point of musical and liturgical illiteracy. "Never," he says, "has there been a degeneration like the present one."

But the dean of PIMS does not despair. Just as on the other occasions in the past when the Church has responded to crisis situations in sacred music with energetic reforms, just so can it do today.
His proposal for a new reform is explained in the text that follows. It is a conference that Miserachs gave last October in Barcelona. Ample selections from the introduction and from the final chapter are presented here:


The Church and Sacred Music: Past, Present, and Future by Valentino Miserachs Grau
Beginning in 1995, when I was named dean of the Pontifical Institute of Sacred Music, PIMS, in Rome, little by little my life has gone down a different path. From the time of my priestly ordination in 1966, I have alternated my ministry with musical activities. In 1973, I began working as the choir director at the Basilica of St. Mary Major, a post I still occupy. So for thirty years of my life I have dedicated myself to composition, to the direction of the basilica choir and of other choral and orchestral groups, to teaching, and to performance. From 1995 all of these activities have been curtailed, for better or for worse, due to my responsibilities and obligations for directing the institute. A sort of moral responsibility relative to the general situation of sacred music in the Catholic Church has fallen upon my shoulders. Many approach the institute as if it were a normative body in regard to liturgical music. 
But when I considered the matter, it struck me that there is no specific pontifical body that oversees liturgical music. This has led to a scarcity of Church documents on the question. Apart from the fourth chapter of the constitution 'Sacrosanctum Concilium' (1963) of the Second Vatican Council, which is dedicated to sacred music, and the subsequent instruction 'Musicam Sacram' (March 5, 1967) from the Congregation for Rites, very little else has been said on the subject. There have been noble efforts to follow the right path, but this silence has permitted an anarchical proliferation of the most disparate experiments - conducted, perhaps, in good faith. These experiments, in many cases, have introduced into liturgical music a bundle of banalities adapted from pop music or other extravagantly exotic sources, in disregard of what Paul VI himself said in 1968, speaking to the participants at a national congress of AISC, the Italian Association of St. Cecilia: "Not everything outside of the temple is worthy of crossing its threshold". 
On the occasion of the imminent centenary of St. Pius X’s motu proprio 'Inter Sollicitudines' (November 22, 1903), which represented an historic turning point in the reform of a Church music contaminated by the excesses of the most decadent theatrical style, I believe that a new reform should be set in motion. This reform should better diffuse and coordinate the positive efforts, both past and present, of the local churches. While taking account of the different situations and possibilities, it should also aim to recover Gregorian chant, polyphony, and organ music, the triad extolled by the Second Vatican Council and recently re-proposed forcefully by John Paul II in a speech he gave during an audience granted to PIMS on January 19, 2001, the 90th anniversary of its foundation. In so doing the reform must watch carefully and resolutely for anything in the words or music that is unworthy of or inconvenient to worship, or that does not have the characteristics of true art.
In this regard I recently went to the highest representatives of the Catholic Church to ask them to consider the possibility of creating a pontifical body with the task of overseeing sacred music and, more specifically, liturgical music.
The thesis I would like to illustrate is the following. It has become almost an historic constant that a good praxis will end in abuse, and that the way marked out as being good will not be followed as it should. This provokes, or should provoke, a corrective reaction - or, put in a simple and comprehensive way, a reform.
Has the time perhaps come to undertake a reform? What must be done? We will try to answer these questions in the fourth and final part of my address, after examining in the first three parts [1. The Middle Ages, 2. The Council of Trent, 3. St. Pius X] the lesson we may gather from what has come forth from some of the moments in the history of liturgical music. 
4. The Second Vatican Council and its aftermath.


On December 4, 1963, the Second Vatican Council unanimously approved the constitution 'Sacrosanctum Concilium' on the sacred liturgy, whose splendid fourth chapter is dedicated to sacred music. It contains the following excellent working declarations:
1. The Church approves and admits to divine worship all forms of true art endowed with the proper qualities. The aim of sacred music is the glory of God and the sanctification of the faithful.
2. The patrimony of sacred music must be preserved and augmented with the greatest care, and a commitment must be made to promote the 'scholae cantorum', without disregarding the active participation of the faithful.
3. Musical formation and practice must be cultivated carefully in the seminaries, in both men’s and women’s novitiates, and in other Catholic institutes and schools. We also recommend, if it be opportune, the erection of higher institutes of sacred music.

4. The Church recognizes Gregorian chant as proper to the Roman liturgy: thus, in liturgical celebrations, as conditions allow, it should be given pride of place.
5. Other forms of sacred music, and especially polyphony, should by no means be excluded from the divine offices.
6. The pipe organ is greatly honored as a traditional instrument in the Latin Church. Its sound is able to add marvelous splendor to the ceremonies of the Church, and to elevate souls powerfully to God and to the supreme realities. Other instruments may be admitted to divine worship, provided that they be adapted to sacred use or may be adapted to it, that they be fitting to the dignity of the temple and truly favor the edification of the faithful. 
7. Musicians, animated by the Christian spirit, should feel themselves encouraged to cultivate sacred music and increase its patrimony. They should compose melodies that can be sung, not only by the greater scholae cantorum, but also by lesser ones, and that favor the active participation of the faithful.

The instruction 'De Musica in Sacra Liturgia’, published by the Sacred Congregation for Rites on March 5, 1967, delves much more deeply into particulars, but without detaching itself in the least from what was deliberated by the Council.
What a marvelous panorama opens up before the eyes of one reading these texts! But what a desolate landscape have we instead been given to inhabit, after the Council’s prescriptions have been ignored, and a contrary course frequently followed, for forty years!
The Council has been betrayed by the reckless daring of some and by the cowardly passivity of others. Do you want a recent example? A person who occupies a place of high responsibility in the field of sacred music, in an interview given to an Italian daily, responded to the question of what should happen to the music of Bach, Mozart, and Palestrina with these enlightening words: "These remain pages from the past, to be studied attentively and performed in concert. But in many cases they are not at all suitable for the liturgy."
How does one reconcile such a judgment with the thoughts of Vatican II mentioned above? How does one reconcile it with what John Paul II, on February 2, 1994, wrote to Monsignor Domenico Bartolucci, the permanent director of the Pontifical Musical Chapel, on the occasion of the fourth centenary of the death of Palestrina? The pope, after extolling Palestrina as a musician, as a Christian, and even as a "liturgist," continued by saying: 
"He let himself be guided by the liturgical spirit in the search for a language which, without renouncing emotion and originality, would not fall into outworn and banal subjectivism. These qualities, always present in his vast musical opera, have contributed to the creation of a style that has become classic, universally recognized as an exemplar in the field of composition destined for the Church."
Continuing, the pope put his finger on what I believe is the real wound:
"Today, like before, musicians, composers, the cantors of liturgical groups, Church organists and instrumentalists must realize the necessity for a serious and rigorous professional formation. Above all, they must be attentive not to exempt any of their compositions or interpretations from the obligation of being inspired, correct, and attentive to esthetic dignity so as to become effective prayer." 
During the 1970’s in Rome, we witnessed the phenomenon of the so-called "beat mass". It had the effect of a nuclear meltdown, with the fatal consequence of recognizing the "right to liturgical citizenship" of a practice as dangerous as it was reckless. That is to say, liturgical music now could be - or even must be? - a simple transposition of the profane music then in style. Mass-market music - inconsistent, insipid, and ephemeral - was then erroneously and unjustly dubbed "popular," just as its disconcerting, clamorous, noisy, twisted manifestations that so delighted huge, undiscerning crowds were erroneously called "concerts." It is precisely this false "popular" genre, imposed by the overwhelming force of the means of communication at the service of unscrupulous vendors, that has dried up the pure springs of Gregorian chant and of cultured popular music that constitute the most beautiful decoration of our churches and celebrations. 
We were greatly comforted by what the Holy Father said during the audience granted to PIMS on January 19, 2001, on the occasion of the 90th anniversary of the institute’s foundation:
"The study and practice of music using the forms and instruments that the Second Vatican Council designated as privileged - Gregorian chant, sacred polyphony, and the organ - should be preserved and promoted. Only thus can liturgical music fulfill its duty worthily in the context of the celebration of the sacraments, and in a special way, of the Holy Mass."
That "only thus" is as good as gold, but who will listen to the voice of the pope? Now that adherence to those principles, consolidated by a centuries-old tradition, has been diminished, we have fallen so far as to see the liturgy (even in the more or less prestigious cathedrals) turned into so many festivals of pop music. The teachings of the Church have been distorted with the pretext of a necessary modernization, of a rightful updating, of an inculturation that will render the Christian message and the celebration of its mysteries more comprehensible to the people. 
I don’t know whether the competent authorities truly appreciate the scope of the malignant musical praxis that has in some measure spread everywhere, and its negative repercussions on the 'lex orandi', and thus also on the 'lex credendi'. An unequivocal sign of the current abasement of the incorrect understanding of the function of singing within the liturgy are the expressions unfortunately now in use, such as "the liturgical celebration was performed, accompanied, gladdened by the such-and-such choir of so-and-so." It is in fact evident that those who express themselves in this way consider liturgical singing nothing other than a more or less pleasing pastime.
Doesn’t it seem to you that the current situation, at least in its most strident forms, presents many analogies with the three historical moments previously outlined, and in particular with the situation that brought about the reform of St. Pius X?
But we must note an important difference: the reforms of the past had to deal with forms of music that were, perhaps, "excessive," but formally correct. But much of the "music" that is written today ignores, I will not say the grammar, but even the ABCs of musical art. In the more or less critical situations that we have considered, there was never a degeneration like the present one. 
It seems evident to me that a reform is necessary that will inspire a commitment of faithfulness to the council. This question must be taken seriously, beginning with formation. Priests of a certain age will recall how much importance was accorded to musical formation in the seminaries. In the current 'Ratio Studiorum' music is not even mentioned; this is certainly not what the council desired. What is needed, therefore, is a change in mentality, to consider liturgical celebrations - including music - as requiring our foremost attention.

What is the use of having beautiful churches, precious vestments, excellent translations of the liturgical texts, if the music is frightful? We must take into account the good proposals made by the diocesan or inter-diocesan musical commissions, and find a way to provide the churches with organs (we have lost so many), primarily with pipe organs. If many are not installed, it is also because the electronic ones have been greatly perfected. We must get used to the idea that it is necessary to set aside funds for musical expenses; volunteerism is very praiseworthy, but we must ensure that those who work in this field be well-prepared, musically and liturgically. If this is hard to accomplish, we must turn to expert professionals, guaranteeing them at least a decent remuneration. We must accelerate the creation of 'scholae cantorum', large or small as conditions permit. 
We must insist in every way possible that schools of sacred music be created. Or, at the very least, we must create courses in sacred music at the music schools and conservatories that already exist, as is already beginning in Italy. There are many organists who know how to play concert pieces, but don’t ask them to accompany the choir, to improvise, to invent an accompaniment, to make musical selections for a well-structured celebration - all things a Church organist should know how to do - because no one has ever taught them this.
Let’s put aside all of the objections against Gregorian chant and Latin: let’s take our example from the Nordic countries and even from the mission territories. Should we be the most recalcitrant ones - we, who are Latins by language, culture, and music?
We are awaiting assistance from Rome that will aim to coordinate these things in a manner worthy of the Catholic Church.
In essence, I believe the time is right to initiate a reform in the sense I have tried to illustrate, a reform adapted to the historical moment in which we are living, a reform that will aim not to conquer, but to convince.
Let us make all possible efforts to restore or establish good music in our churches, taking our inspiration from the motto that illuminated the pontificate of St. Pius X, and which constitutes the program that should stimulate us to an untiring renewal: "Instaurare omnia in Christo," to renew all things in Christ.
Barcelona, Fundació Joan Maragall, October 4, 2002.
A link to the Institute over which Valentino Miserachs Grau presides, on the Vatican website:
Pontifical Institute of Sacred Music
Monsignor Miserachs is also the director of the Liberian Chapel, the choir of the Roman Basilica of St. Mary Major. 

Great Music in the Churches - And Why the Church Should Listen

http://chiesa.espresso.repubblica.it/articolo/6992?eng=y 

From Gregorian chant to polyphony, from Bach to Haydn to Mozart. For six days, great sacred music comes back to life in Rome’s basilicas. But the Vatican is deaf.

By Sandro Magister, Rome, November 12, 2003                                
On November 22, the feast of St. Cecilia, patroness of sacred music, the Wiener Philharmoniker, conducted by Nikolaus Harnoncourt, will perform Franz Joseph Haydn’s "Die Schöpfung" ("The Creation"), at the Roman basilica of St. Paul’s Outside the Walls, with the Arnold Schönberg Choir and world-famous soloists.
It’s a great musical event, but - don’t overlook it - the place of its performance is no less important. It will not be played in a concert hall, but in a church, because Haydn’s masterpiece was born in and for the Church, and it is only there that it can truly live.
And the Vespers "De Confessore" by Mozart, the "St. John Passion" by Johann Sebastian Bach, Orlando di Lasso’s "Requiem," and the motets by Giovanni Pierluigi da Palestrina find even more strongly their reason for being in and for the Church - Catholic or Lutheran, as the case may be. The same goes without saying for that "princely" archetype of liturgical chant, the one called "Gregorian."
From November 19-24, for six consecutive days, the great basilicas of Rome - St. Peter’s, St. John Lateran, St. Mary Major, and St. Paul’s Outside the Walls - will host an extraordinary sequence of the masterpieces of sacred music, finally restored to their original, invigorating context.
This is precisely the cultural revolution intended by the foundation Pro Musica e Arte Sacra, which is promoting this initiative with the robust support of DaimlerChrysler Italia: to lift up great sacred music from its decline, abandonment, and exile to the concert halls, and make it sound again in churches and liturgies. The Festival - the second after its 2002 debut - will begin with a solemn Mass at St. Peter’s, all in Gregorian chant sung by the basilica’s "schola cantorum": the Cappella Giulia conducted by maestro Pablo Colino.

The very fact that the Festival is taking place in Rome, and, on its final day, in the most Roman and papal of Marian shrines, that of Loreto, carries a rich significance: it is at the center of Christianity that great sacred music has seen both its splendors and its decay, and it is above all from there that it can be revived. Precisely one hundred years after the motu proprio "Inter Sollicitudines" of St. Pius X, and forty after the conciliar constitution "Sacrosanctum Concilium," the Vatican continues to be biased against the two pillars of Catholic sacred music: Gregorian chant and polyphony.
It is a rejection that becomes deafness even in relation to the Festivals promoted by the foundation Pro Musica e Arte Sacra. In 2002, "L’Osservatore Romano" did not give the event even a line - neither before, nor during, nor after. Not even the memorable performance of Ludwig van Beethoven’s "Missa Solemnis" by the Wiener Philharmoniker at St. Paul’s Outside the Walls was found worthy of mention.
It must be said of the Wiener Philharmoniker - fixed performers also for future Roman Festivals, in 2004 under the direction of Riccardo Muti - that its musicians play every Sunday, under the name of the Hofmusik Kapelle, at the solemn Mass at the cathedral of Vienna. 
At Köln, the Cathedral Choir and its clear voices, which will perform the "St. John Passion" at the festival, do the same. 
"Our Festival is an act of new evangelization," said president Hans-Albert Courtial of the foundation Pro Musica e Arte Sacra, without mincing his words, in presenting the program and dedicating it to John Paul II.
The foundation will use the proceeds of the Festival to finance important restoration projects for the basilicas of Rome and Loreto, as well as for the library of the Pontifical Institute of Sacred Music, another stronghold of Gregorian chant and polyphony.
Will this revolution succeed in overcoming resistance? Signs of a renewal of great sacred music are not lacking.
Another of these promising signs comes from Bologna.
There, the Centro della Voce realized in October and November performances of sacred music of the caliber of those of the Roman Festival in terms of the quality of the performers and the inspiring principles. The heart of this musical review was the "Roman school" of polyphony, which blossomed with Palestrina and the other great musical interpreters of the religious fervor of the counter-Reformation.
And Gregorian chant played a central part: it was performed, not as a concert, but under live conditions in a solemn Mass celebrated by Paul Cardinal Poupard.
In Bologna, as in Rome, a characterizing element of the whole event was the performance of the music in churches, and in an explicitly or implicitly liturgical context. The moving performance of the "Tenebrae Office for Holy Saturday" by Cristóbal de Morales, performed by the ensemble Doulce Mémoire on the evening of the Feast of All Saints (observed November 1), became itself both celebration and prayer for the performers and the spectators.
In 2002, an analogous musical review promoted by the Centro della Voce brought to Bologna the Russian Patriarchate Choir, which accompanies the liturgies of the Orthodox Church of Moscow.
The choir director, Anatoly Gridenko, said on that occasion: "Liturgical chant remains the most enigmatic form of Church art. It is linked to living people who are the bearers of this understanding. The reestablishing of Church art implies the renewal of the forms of people’s spiritual life, and at the same time the collecting of the alphabet, letter by letter, with which it will be possible to understand the language of early liturgical art."
Colin Davis, a world-famous orchestral director, said the same thing more simply in an interview with "L'Osservatore Romano" published in the September 1-2 edition:
"For me, sacred music is a source of great meditation. Who cannot love the 'Requiem' by Mozart, for example? But I don't like to hear this sacred music outside of religious services. This music is, for me, sacred only when performed during a liturgy: the 'Requiem', for example, during a church funeral."
And to the interviewer who asked him if, for him, sacred music is a bridge between the divine and the human:
"Yes, but this bridge must be crossed through the Church. All the Church must unite in singing at the great liturgical events, and sacred music must flow through its 'riverbed'."
All of the information on the programs and artists of the concerts in the basilicas of Rome, on the website of the foundation Pro Musica e Arte Sacra: Festival Internazionale 2003 di Musica e Arte Sacra
Contact information for the Centro della Voce in Bologna, whose president is Marco Galliani, and its director Lino Britto:
Centro della Voce Via Castiglione, 34  Bologna Tel +39.051225655 Fax +39.051225094 centvoce@alma.unibo.it; 
Gregorian Chant: How and Why It Was Strangled in its Own Cradle
http://chiesa.espresso.repubblica.it/articolo/6996?eng=y 

The prior of the Roman monastery of Pope Gregory the Great enriches, with new details, the record of the musical disaster following the Second Vatican Council. And the Vatican still does nothing to correct the situation.

By Sandro Magister, Rome, November 25, 2003                                
On November 22, the Feast of Saint Cecilia, patroness of music, John Paul II attended a concert given in his honor. And the next day, at the midday Angelus, he extended a special greeting to the Wiener Philharmoniker, who came to Rome to perform for him the oratorio "The Creation" by Franz Joseph Haydn in the basilica of St Paul’s Outside the Walls.
The pope thanked "those who put their talents and musical skills at the service of the liturgy. And he recalled that on November 22, 2003, precisely one hundred years had passed since the publication of the motu proprio "Inter Sollicitudines" of St. Pius X: the document with which that pontiff marked Western sacred music with a movement toward reform, purified it from the theatrical corruptions in vogue at the time, and restored the centrality and splendor of Gregorian chant, polyphonic singing, and the organ.

It’s been precisely one hundred years. In the middle of this period, there was a council, Vatican II, which fully reconfirmed the primacy of Gregorian chant, polyphony, and the organ. But there was also a new decadence in the field of Church music. Its scale and gravity are such that it demands a new reform, one no less energetic than the one desired by Pius X.
The centenary of "Inter Sollicitudines" was awaited by some, both within and outside of the Vatican, as the fitting day for a new papal document calling for the renewal of liturgical music.
In particular, some were expecting the constitution of a pontifical body endowed with authority in this field.
But the Feast of Saint Cecilia came and went, and nothing of this has materialized.
It is known that the Vatican is dominated by a current hostile to the primacy of Gregorian chant and polyphonic singing. Of the highest figures among the central government of the Church, Joseph Cardinal Ratzinger is the only one to have gone against the grain.

On many occasions, Ratzinger has associated the decadence of sacred music with the destructive means by which the liturgical reform decided by the Second Vatican Council was realized. 
Music and liturgy are connected, for good or for ill. There can be no flowering of one without the other; just as with decadence, which ravages both of them.
The earthquake that produced the near disappearance of Gregorian chant during the 1960´s was the repercussion of a distorted implementation of the council’s liturgical reform - above all, by the élites of the Church.
The text reproduced below is a fascinating witness to this earthquake. 
The author, a Benedictine monk, recounts how his monastery abandoned Gregorian chant in the mid-1960’s, and suddenly embraced new, improvised musical forms.
The transformation was lightning-quick, taking place practically overnight.
And this wasn’t just any monastery. It was the Camaldolese Benedictine monastery of San Gregorio al Celio, in Rome*, which houses the marble throne of Pope Gregory the Great, the father of the liturgical chant typical of the Western Church, the one called "Gregorian." One couldn’t have found a more strongly symbolic place.
The change was almost unanimously desired, and was approved by the prior at the time, Fr. Benedetto Calati, a distinguished personality of mid-20th century Italian Catholicism.
The author of the account, Fr. Guido Innocenzo Gargano, is his successor. He is the current prior of the monastery of San Gregorio, and is a distinguished spiritual master in his own right.
He includes an account of this musical and liturgical earthquake in a book he published in 2001, on "The Camaldolese in 20th Century Italian Spirituality." A few pages later, the author acknowledges that he and the other monks "had not had even the slightest technical musical training," and yet felt themselves obliged to "make themselves into poets and musicians" in order to substitute fashionable new songs for Gregorian chant.
Forty years have gone by, and there have been a few adjustments. But Gregorian chant has never returned to the liturgies of the Roman monastery founded by Pope Gregory.
*See my January 2005 report
CATHOLIC ASHRAMS AND THE CAMALDOLESE BENEDICTINES 
http://ephesians-511.net/docs/CATHOLIC_ASHRAMS_AND_THE_CAMALDOLESE_BENEDICTINES.doc

Here is the account of how it was chased into exile during the tumultuous years of the Second Vatican Council:

That Night, at San Gregorio... by Fr. Guido Innocenzo Gargano.
[...] The adoption of the vernacular in the celebration of the Divine Office came to the community like an explosion.
The chanting of the Divine Office in the vernacular signified an irreparable break with one of our most sacred traditions, observed for centuries by all of Western Latin monasticism: Gregorian chant. [...]
It was all insinuated into the Camaldolese community by the intense debate in the council hall between the defenders of Latin and the proponents of the vernacular. [...] The youngest monks had not only openly campaigned for the introduction of Italian into the liturgy; they were so impatient that they didn’t even want to wait until the new permissions, which had already been approved in the council hall, were confirmed through official publication. Once it was recognized that Latin was absurd, it was time to change! [...]
The young monks began to feel themselves entitled to take the first steps in the monastery’s attic, like conspirators. It was not just a matter of translating the liturgical prayers from Latin into Italian, but also of experimenting with different musical forms. And given the intimate connection between Latin and Gregorian chant, the young monks decided, without asking anyone, that the sublime Gregorian chant must also be set aside, at least for the moment.
So, unknown to the superiors, a veritable orchestra was soon installed in the attic of the monastery of San Gregorio al Celio. The musical instruments were poorly chosen, but they were good enough for the task at hand.
After testing and retesting, among endless explosions of anger from the directors of a completely improvised choir, it was decided that, by Quinquagesima Sunday, the group would be prepared to make its debut in a semi-official liturgy complete with guitars, drums, and new songs written in Italian.
The chosen venue was the Salviati chapel, on the left side of the church. The celebrant was to be a priest studying at the Anselmianum liturgical institute, who was staying at the adjoining Hospitum Gregorianum.
It all took place with the greatest seriousness and to the satisfaction of all. But no one noticed that, during the celebration that Sunday, a man came into the chapel on a tourist visit, and came out again in a state of shock. This stranger ran straight to the vicariate and denounced the scandal. 
[Angelo] Cardinal Dell' Acqua, His Holiness’ vicar for the diocese of Rome at the time, moved into action. To the unknowing [prior general] Fr. Benedetto [Calati], it came like lightning from the blue: in a single moment, he discovered both what his young monks had done and what were the consequences to be feared.

Fully riled, Fr. Benedetto convened the conventual chapter. [...] The monks received the reprimand in silence, their eyes lowered, but not at all convinced of having committed some vile misdeed. And when Fr. Benedetto compelled each of them, one by one, to take a public position on the crime committed, he was jolted in place by the determination, of each and of all, to defend the group of "scapigliati" ["bohemians"] - that’s what the rascals secretly called themselves - insinuating their fear of the lassitude that held their superiors immobile in their chairs, preventing them from following the path already clearly signaled by the wonderful debates of the conciliar assemblies.
At this point, Fr. Benedetto abandoned everyone and holed himself up in his cell. No one moved. We were all embarrassed, silent.

That evening, not seeing him at the table, or at Compline, they sent me as a scout to see what mediation could be made.
The response was so unexpected it didn’t seem real.
"All right," replied Fr. Benedetto, "we will do everything as you have said. Starting tomorrow, we will celebrate the Mass and the entire Office in Italian."
Then we went from words to actions. One monk suddenly discovered he was a poet, another a translator; all of us became matchless connoisseurs of songs and musical scores.
Fr. Benedetto, for his part, wanted to show everyone a great sign of his courage by permitting the altar to be removed and another constructed, facing the people. The die had been cast. [...] 
[From Guido Innocenzo Gargano, "The Camaldolese in 20th Century Italian Spirituality," volume II, Edizioni Dehoniane, Bologna, 2001, pages 112-115]
The English translation of the motu proprio "Inter Sollicitudines" of Pius X: "Inter Sollicitudines" (http://ephesians-511.net/docs/TRA_LE_SOLLECITUDINI.doc).
The liturgical constitution "Sacrosanctum Concilium" of the Second Vatican Council, released in 1963, whose sixth chapter is dedicated to sacred music: "Sacrosanctum Concilium"
Gregorian chant in Parish 

http://www.zenit.org/article-9026?l=english 

Rome, December 23, 2003 
Answered by Father Edward McNamara, professor of liturgy at the Regina Apostolorum Pontifical Athenaeum.
Q: I am involved in a Latin schola, consisting mostly of people in their 20s and 30s, which sings Gregorian Masses, Latin hymns, as well as appropriate songs in English, our vernacular. It has been my experience that young people, used to contemporary music at Mass, quite appreciate Latin and other beautiful liturgical hymns when they hear them. / What guidelines could you give for the use of Gregorian chant in a parish Mass? JMG, Philadelphia, Pennsylvania, and others

A: Gregorian chant may be used in any parish, even when Mass is celebrated in the vernacular. Not only is it appropriate, but Church documents positively recommend that all Catholics know at least some Gregorian melodies.
To cite only the most recent documents, the Holy Father's recent letter on liturgical music reiterates the importance of Gregorian chant and No. 41 of the new General Instruction on the Roman Missal, published in 2002, specifically states:
"All other things being equal, Gregorian chant holds pride of place because it is proper to the Roman Liturgy. Other types of sacred music, in particular polyphony, are in no way excluded, provided that they correspond to the spirit of the liturgical action and that they foster the participation of all the faithful. Since faithful from different countries come together ever more frequently, it is fitting that they know how to sing together at least some parts of the Ordinary of the Mass in Latin, especially the Creed and the Lord's Prayer, set to the simpler melodies."
Therefore any parish may sing, for example, the Kyrie, Glory, Creed, Sanctus, Pater Noster, Agnus Dei and even some newer parts such as the acclamation after the Mysterium fidei and the "For yours is the Kingdom" which follows the embolism of the Our Father.
Some Gregorian melodies are very simple. From personal experience I have found that if repeated for a while most parishioners can pick up more complex melodies such as the Missa de Angelis and readily join the choir. Eventually the assembly even becomes capable of alternating with the choir. The people may also learn some of the simpler eucharistic and Marian hymns.
Other Gregorian motets from the proper of the Mass, as well as many hymns, would probably be beyond the ken of the average assembly but may be sung by the choir. Of course, some space should be reserved for singing by the whole assembly. But there is no reason why the people should have to sing everything. 
There are some moments, such as the preparation of the gifts or just after the distribution of Communion, when a Gregorian or polyphonic piece can create a climate of prayer and meditation. 
While all should know some chants, from a pastoral and practical point of view it might be better to reserve the habitual use of chant to one of the principal Masses so that those who wish to worship using vernacular settings have the opportunity to do so.

Follow-up: Gregorian chant in Parish 

http://www.zenit.org/article-9122?l=english
By Father Edward McNamara, January 13, 2004

In a question that could complement my December 23 column, a Belgian reader asked about where a choir should be positioned in a church. "As a member of a Gregorian choir," he writes, "I am wondering at what place in the church a singing choir is allowed to take place. We are singing regularly in five churches. In one of them we take place between the altar and the tabernacle [behind the priest]. We do so because there is not really an alternative location possible (mainly for acoustical reasons). In another church we do not do so because the priest there says it is "not allowed" to sit between the altar and the tabernacle, but he does not mention a specific reason for his judgment. So, what are the rules and what is the best we can do?" 
No. 312 of the General Instruction of the Roman Missal (GIRM) briefly treats this theme saying: 
"The choir should be positioned with respect to the design of each church so as to make clearly evident its character as a part of the gathered community of the faithful fulfilling a specific function. The location should also assist the choir to exercise its function more easily and conveniently allow each choir member full, sacramental participation in the Mass." 
Clearly a document destined for the whole Church cannot enter into details given the vast array of church designs. But the principle is clear. 
The GIRM reminds us that the choir is fulfilling a specific and worthy liturgical service yet at the same time remains a part of the assembly. Thus the choir's location should avoid being so prominent as to distract the rest of the assembly or give the impression of its being mere entertainment. 
At the same time, the location should safeguard the choir's mission to guide and uplift the assembly through its music, while allowing its members full, conscious and active participation in the Eucharistic mystery. 
The choir should thus seek to strike a balance between the demands of acoustics and the far more important element of full liturgical participation. 
So, may the choir be situated behind the altar, between priest and tabernacle? This position would appear to be incorrect, above all due to the excessive prominence given to the choir and the real danger of distracting the assembly's attention from the mystery celebrated on the altar itself. This would probably be true of most churches even for those where the tabernacle is not directly behind the altar. 
Some church designs may allow for this disposition however — for example, if the altar is somewhat elevated, or is located toward the front of a deep presbytery, making the choir less conspicuous. 
A further consideration regards the respect due to the tabernacle. GIRM 310, although it refers to the location of the priest's chair and not to the choir, does throw some light on the Church's thinking: "[T]he best place for the chair is in a position facing the people at the head of the sanctuary, unless the design of the building or other circumstances impede this: for example, ... if the tabernacle is in the center behind the altar." 
If the tabernacle is considered an impediment for the location of the priest's chair behind the altar it deduces that the same would be true for the choir. 
Another text that assists us is the Holy See's document "On Concerts in Churches" (November 5, 1987). 

This document deals with the norms governing the use of churches to offer free concerts of sacred music. Even though the choir is not participating in a liturgical celebration the document recommends that it avoid occupying the presbytery and specifies that the Blessed Sacrament be removed from the tabernacle for the duration of the concert (No. 10). The same principle — of the choir not occupying the presbytery — would hold true during a liturgical celebration. 
Therefore the priest who said that such a location is "not allowed" is following sound liturgical principles.

Gregorian chant is Returning from Exile. Maybe

http://chiesa.espresso.repubblica.it/articolo/43246?eng=y 

By Sandro Magister Rome, December 7, 2005
Valentino Miserachs Grau, president of the Pontifical Institute of Sacred Music, is calling for its revival. Pope Joseph Ratzinger wants it, too. But the path is full of obstacles.
As on other occasions in the past, this year on December 5 the Vatican Congregation for Worship dedicated one day to the study of sacred music, on the anniversary of the Second Vatican Council’s constitution on the liturgy, "Sacrosanctum Concilium." The previous days have never produced any significant results. 
But now there is a pope, Benedict XVI, who is highly competent in the area of sacred music, is severely critical of the degradation of music following the council, and has written on a number of occasions what he thinks and what he wants: to restore to the Catholic liturgy the great music that "from Gregorian chant passes through the music of the cathedrals and polyphony, the music of the Renaissance and the Baroque, to Bruckner and beyond." 
Benedict XVI sent a message to the participants at the congress, gathered in the New Synod Hall, encouraging them "to reflect upon and evaluate the relationship between music and the liturgy, always keeping close watch over practice and experimentation." 
The pope’s encouragement was addressed to an assembly composed of musicians and liturgists from many nations, some of whom were in disagreement with him over the matters at hand. 
At the end of the work, Cardinal Francis Arinze, prefect of the Congregation for Worship, and the former secretary of that same congregation, Domenico Sorrentino, recently promoted as bishop of Assisi, avoided drawing any conclusions. Arinze criticized the musical fashions found in many churches, which he characterized as "chaotic, excessively simplistic, and unsuitable for the liturgy." But the musical opening to the day of study was entrusted to a proponent of one of the styles most susceptible to criticism, a supporter of the very sentimental, vaguely "new age" style: Maestro Marco Frisina, choir director of the cathedral of Rome. 
But the day of study did demonstrate a reversal in the trend, back in the direction preferred by Pope Joseph Ratzinger. 
Musicians and liturgists of the postconciliar "new direction" found themselves constrained to justify themselves before an audience mostly oriented toward reviving traditional liturgical music, and Gregorian chant in the first place. 
One could gather this from the strong and confident applause that greeted the addresses delivered by Dom Philippe Dupont, abbot of Solesmes and a great cultivator of Gregorian chant, by Martin Baker, choirmaster of the cathedral of Westminster, and by Jean-Marie Bodo, from Cameroon, "where we sing Gregorian chant every Sunday at Mass, because it is the song of the Church." 

But one could gather this above all from the applause that punctuated and concluded the address by Monsignor Valentino Miserachs Grau, president of the Pontifical Institute of Sacred Music in Rome, the liturgical-musical "conservatory" of the Holy See, which has the task of training Church musicians from all over the world. 
With concise and concentrated arguments, Miserachs argued forcefully on behalf of the revival of Gregorian chant, beginning with the cathedrals and monasteries, which ought to take the lead in this rebirth. 

And he called upon the Church of Rome finally to act "with authority" in the area of liturgical music, not simply with documents and exhortations, but by establishing an office with competency in this regard, as it did for example with the pontifical commission dedicated to the Church’s cultural heritage. 
"This is the opportune moment, and there is no time to waste," Miserachs concluded, clearly referring to the reigning pope. 
Here follows the address by the president of the Pontifical Institute of Sacred Music: 


Gregorian Chant: The Possibilities and Conditions for a Revival by Valentino Miserachs Grau 
That the assembly of the faithful, during the celebration of the sacred rites and especially during the Holy Mass, should participate by singing the parts of the Gregorian chant that belong to them, is not only possible – it is ideal. 
This is not my opinion, but the thought of the Church. See, in this regard, the documentation from the motu proprio "Inter Sollicitudines" of Saint Pius X until our own time, passing through Pius XII ("Musicae Sacrae Disciplina"), chapter VI of the Second Vatican Council’s constitution on the liturgy, the subsequent instruction issued by the Congregation for Rites in 1967, and the recent chirograph of John Paul II in commemoration of the hundredth anniversary of "Inter Sollicitudines", (http://ephesians-511.net/docs/TRA_LE_SOLLECITUDINI.doc) which was released in 1903. Another example is the statement from the conclusion of the synod of bishops that met last October: "Beginning with their seminary training, priests should be prepared to understand and celebrate the Mass in Latin. They should also […] appreciate the value of Gregorian chant. […] The faithful themselves should be educated in this regard." 
The motivation for this desire is widely demonstrable, if not self-evident. In fact, the almost outright ban on Latin and Gregorian chant seen over the past forty years is incomprehensible, especially in the Latin countries. It is incomprehensible, and deplorable. 
Latin and Gregorian chant, which are deeply linked to the biblical, patristic, and liturgical sources, are part of that "lex orandi" which has been forged over a span of almost twenty centuries. Why should such an amputation take place, and so lightheartedly? It is like cutting off roots – now that there is so much talk of roots. 
The obscuring of an entire tradition of prayer formed over two millennia has led to conditions favorable to a heterogeneous and anarchic proliferation of new musical products which, in the majority of cases, have not been able to root themselves in the essential tradition of the Church, bringing about not only a general impoverishment, but also damage that would be difficult to repair, assuming the desire to remedy it were present. 
Gregorian chant sung by the assembly not only can be restored – it must be restored, together with the chanting of the "schola" and the celebrants, if a return is desired to the liturgical seriousness, sound form, and universality that should characterize any sort of liturgical music worthy of the name, as Saint Pius X taught and John Paul II repeated, without altering so much as a comma. How could a bunch of insipid tunes stamped out according to the models of the most trivial popular music ever replace the nobility and robustness of the Gregorian melodies, even the most simple ones, which are capable of lifting the hearts of the people up to heaven? 
We have undervalued the Christian people’s ability to learn; we have almost forced them to forget the Gregorian melodies that they knew, instead of expanding and deepening their knowledge, including through proper instruction on the meaning of the texts. And instead, we have stuffed them full of banalities. 
By cutting the umbilical cord of tradition in this manner, we have deprived the new composers of liturgical music in the living languages – assuming, without conceding, that they have sufficient technical preparation – of the indispensable "humus" for composing in harmony with the spirit of the Church. 
We have undervalued – I insist – the people’s ability to learn. It is obvious that not all of the repertoire is suitable for the people: this is a distortion of the rightful participation that is asked of the assembly, as if, in the matter of liturgical chant, the people should be the only protagonist on the stage. We must respect the proper order of things: the people should chant their part, but equal respect should be shown for the role of the "schola," the cantor, the psalmist, and, naturally, the celebrant and the various ministers, who often prefer not to sing. As John Paul II emphasized in his recent chirograph: "From the good coordination of all – the celebrating priest and the deacon, the acolytes, ministers, lectors, psalmist, 'schola cantorum', musicians, cantor, and assembly – emerges the right spiritual atmosphere that makes the moment of the liturgy intense, participatory, and fruitful." 
Do we want a revival of Gregorian chant for the assembly? It should begin with the acclamations, the Pater Noster, the ordinary chants of the Mass, especially the Kyrie, Sanctus, and Agnus Dei. In many countries, the people were very familiar with the Credo III, and the entire ordinary of the Mass VIII "de Angelis", and not only that! They knew the Pange Lingua, the Salve Regina, and other antiphons. Experience teaches that the people, following a simple invitation, will also sing the Missa Brevis and other easy Gregorian melodies that they know by ear, even if it’s the first time they have sung them. There is a minimal repertoire that must be learned, contained within the "Jubilate Deo" of Paul VI, or in the "Liber Cantualis". If the people grow accustomed to singing the Gregorian repertoire suitable for them, they will be in good shape to learn new songs in the living languages – those songs, one understands, worthy of standing beside the Gregorian repertoire, which should always retain its primacy. 

A persevering educational effort is called for. This is the first condition for an appropriate and necessary recovery: something we priests often forget, since we are quick to choose the solutions that involve the least effort. Or do we prefer, in the place of substantial spiritual nourishment, to pepper the ear with "pleasant" melodies or the jarring jangling of guitars, forgetting that, as the future pope Pius X incisively pointed out to the clergy of Venice, pleasure has never been the correct criterion for judging in holy things? 

A work of formation is necessary. And how can we form the people, if we are not first formed ourselves? The general congress of the "Consociatio Internationalis Musicae Sacrae" was recently held at the Pontifical Institute of Sacred Music, addressing this very topic, the formation of the clergy in sacred music. For years now, seminarians and men and women religious have lacked a real formation in the musical tradition of the Church, or even the most elementary musical formation. Saint Pius X, and the entire magisterium of the Church after him, understood very well that no work of reform or recovery is possible without an adequate formation. 
One of the most substantial fruits of the "motu proprio" of 1903, which has continued through time and is being renewed in our day, is the Pontifical Institute of Sacred Music in Rome, which has celebrated the hundredth anniversary of its foundation. How many masters of Gregorian chant, of polyphony, of the organ; how many practitioners of sacred music, scattered to every corner of the Catholic world, have been formed in its halls! Without mentioning the other higher schools of sacred music, and even the diocesan schools, and the various courses and seminars of liturgical-musical formation. But is Gregorian chant really taught there? And how is it taught? Has not the prejudice crept in that Gregorian chant is outdated, to be set aside definitively? 
What a serious mistake! I would go so far as to say that without Gregorian chant, the Church is mutilated, and that there cannot be Church music without Gregorian chant. 
The great masters of polyphony are even greater when they base themselves upon Gregorian chant, mining it for themes, modes, and rhythmic variations. This spirit imbuing their refined technique and this faithful adherence to the sacred text and the liturgical moment made Palestrina, Lasso, Victoria, Guerrero, Morales, and others great. 
The renewal unleashed by "Inter Sollicitudines" (http://ephesians-511.net/docs/TRA_LE_SOLLECITUDINI.doc) will be all the more valid as it takes its inspiration from Gregorian chant. At their best, Perosi, Refice, and Bartolucci in our own day made Gregorian chant the essence of their music. And this is not only true in terms of their complex or choral compositions, but also in terms of creating new melodies, in Latin or the vernacular, both for the liturgy and for devotional acts. 
True sacred popular singing will be more valid and substantial as it takes its inspiration from Gregorian chant. John Paul II took as his own the principle asserted by Saint Pius X: "A composition for the Church is all the more sacred and liturgical the more its development, inspiration, and flavor approaches the Gregorian melody, and the less worthy it is the more it distinguishes itself from that supreme model." 
But how can one address the creation of a high-quality repertoire for the liturgy, including in the living languages, if the composers refuse to acknowledge Gregorian chant? 
Of course, the best school for mastering a repertoire, for penetrating its secrets, is the real-life practice of that repertoire: something that we, the bridge generation between the old and the new, had the fortune to experience. 
But unfortunately, after us the curtain fell. Why this resistance to restoring, either completely or partially depending on circumstances, the Mass in Gregorian chant and Latin? Are the generations of today, perhaps, more ignorant than those of the past? 
The new missal proposes the Latin texts of the ordinary in addition to the modern language version. The Church wants this. Why should we lack the courage of conversion? 
Gregorian chant must not remain in the preserve of academia, or the concert hall, or recordings; it must not be mummified like a museum exhibit, but must return as living song, sung also by the assembly, which will find that it satisfies their most profound spiritual tensions, and will feel itself to be truly the people of God. 
It’s time to break through the inertia, and the shining example must come from the cathedral churches, the major churches, the monasteries, the convents, the seminaries, and the houses of religious formation. And so the humble parishes, too, will end up being "contaminated" by the supreme beauty of the chant of the Church. 
And the persuasive power of Gregorian chant will reverberate, and will consolidate the people in the true sense of Catholicism. 
And the spirit of Gregorian chant will inform a new breed of compositions, and will guide with the true "sensus Ecclesiae" the efforts for a proper enculturation. 
I would even say that the melodies of the various local traditions, including those of faraway countries with cultures much different from that of Europe, are near relatives of Gregorian chant, and in this sense, too, Gregorian chant is truly universal, capable of being proposed to all and of acting as an amalgam in regard to unity and plurality. 
Besides, it is precisely these faraway countries, these cultures which have recently appeared on the horizon of the Catholic Church, that are teaching us to love the traditional chant of the Church. These young Churches of Africa and Asia, together with the ministerial help they are already giving to our tired European Churches, will give us the pride of recognizing, even within chant, the stone that we were carved from. And not a moment too soon! 
Two other factors that I maintain are indispensable for the renewal of Gregorian chant and good sacred music are the following: 
1. – Above all, the musical formation of priests, religious, and the faithful requires seriousness, and the avoidance of the halfhearted amateurishness seen in some volunteers. 
Those who have gone through great pains to prepare themselves for this service must be hired, and proper remuneration for them secured. In a word, we must know how to spend money on music. It is unthinkable that we should spend money on everything from flowers to banners, but not on music. What sense would it make to encourage young people to study, and then keep them unemployed, if not indeed humiliated or tormented by our whims and our lack of seriousness? 

2. – The second necessary factor is harmony in action. John Paul II recalled: "The musical aspect of liturgical celebrations cannot be left to improvisation or the decision of individuals, but must be entrusted to well-coordinated leadership, in respect for the norms and competent authorities, as the substantial outcome of an adequate liturgical formation." So, then, respect for the norms – which is already a widespread desire. We are waiting for authoritative directives, imparted with authority. And the coordination of all the local initiatives and practices is a service that rightfully belongs to the Church of Rome, to the Holy See. This is the opportune moment, and there is no time to waste.

The Holy See’s "conservatory": Pontificium Institutum Musicae Sacrae.
About Gregorian Chant, Musical Forms and the Liber Usualis
http://www.avemariasongs.org/aves/0-gregorian/gregorian-intro.htm [From the website of the Solesmes Abbey]
August 7, 2013

1. A historic overview of Gregorian Chant
http://www.solesmes.com/GB/gregorien/hist.php: 

Gregorian Chant is a musical repertory made up of chants used in the liturgical services of the Roman Catholic Church. In fact, the liturgical tradition which the Church has given us is a vocal, monophonic music composed in Latin using sacred texts from the Ancient and New Testaments. This is why Gregorian Chant has often been called a "sung Bible". Linked intimately to the liturgy in this way, the goal of the Gregorian melodies is to favor spiritual growth, reveal the gifts of God and the full coherence of the Christian message.
What we call Gregorian chant today first appears distinctly in the Roman repertory of the fifth and sixth centuries. Its implementation and perhaps some of its composition was in the hands of a group of ministers in a service specially dedicated to the Roman basilicas, the schola cantorum. Gregorian chant also appears to have been an aural music, that is, transmitted by ear and committed to memory - like all other music of the world at the time. 
In the second half of the eighth century, the political rapprochement between the French kingdom of Pepin and Charlemagne, and the papacy, widened the Roman liturgy's field of application. The French crown decreed its adoption throughout the kingdom. This is when the first written records which have come down to us begin to appear, first in France, then all over the Empire and beyond. Despite wide graphic differences, their uniformity of content clearly records a single reading of an unbroken tradition.
The texts (words and some musical notations), committed to writing in books, become at this time an official reference text. The general allure of the Roman chant with its modal architecture was very attractive to Gallican musicians. They dressed it, however, in a completely different way. The term "Gregorian chant" was first used to describe this hybrid of Roman and Gallican chant. 
At first, written records served as memory prompts with only artistic directions for correct interpretation and performance. 
The musical tones were still taught by ear and transmitted by memory. 
But with the gradual increase of pitch indications in the manuscripts came a corresponding decrease in the interpretive directions, and with it, a decrease in the role of memory. As a result, Gregorian chant fell into complete decadence by the end of the Middle Ages: the manuscripts offer little more than a "heavy and tiresome succession of square notes". The Renaissance brought with it Gregorian chant's coup de grâce. The melodies, which show the correct reading of the literary text by highlighting keywords and phrases, were "corrected" by official musicologists - the long vocalises, for example, reduced to a few notes each. Worse, the words, literary compositions which are the official text of the Roman liturgy, and that constitute a lyrical catechism, were also officially "corrected" against a verbatim reading of the Vulgate Bible. The mangled result which persisted for two hundred years is generally known in English as "plainsong". 
In 1833, a young priest of the diocese of Le Mans, Dom Prosper Guéranger, undertook the restoration of Benedictine monastic life on the site of an old priory at Solesmes, after forty years of silence due to the French Revolution. He seized upon the restoration of Gregorian chant with enthusiasm and began by working on its execution, asking his monks to respect the primacy of the text in their singing: pronunciation, accentuation and phrasing, with an eye to guaranteeing its intelligibility, in the service of prayer. Dom Guéranger also placed the task of restoring the authentic melodies into the hands of one of his monks. 
The handwriting, in "thin flyspecks", of the original manuscripts was indecipherable at the time. But the invention of photography soon brought unforeseen benefits with it. Little by little, an incomparable collection grew at Solesmes, facsimiles of the principal manuscripts of the chant contained in the libraries of all Europe. This was the genesis of the Paleography of Solesmes.

2. Musical Forms
The Proper Chants of the Mass

http://www.solesmes.com/GB/gregorien/forme.php: 
The Propers are the pieces whose text varies according to circumstances. The principal pieces of the Propers are

- the Introit, the Gradual, the Alleluia, the Offertory chant, the Communion chant.

Introit

The Introit accompanies the entrance procession of the celebrant and his ministers, and helps the faithful into enter into the particular mystery being celebrated: it "sets the tone" of the day, feast or occasion.

The Gradual

The Gradual is one of the reading responses. It is constructed from a form of psalmody with refrain. Originally, the congregation responded with a simple formula to a soloist who sang the verses of the psalm one by one. But in the fifth to sixth centuries, a musical enrichment led to curtailing of the literary texts.

The Alleluia

"Praise the Lord" is the literal translation of this Hebrew word. At Mass, it was originally a chant reserved for Easter Day alone. From there its use was extended to Eastertide, then to Sundays of the year, weekly celebrations of the Resurrection.

The offertory

This is not just a "functional" chant but more of an accompaniment to the ceremonies, a sumptuous "musical offering" of sorts.

The communion

The purpose of this chant is to accompany the procession of those distributing communion. Also, it frequently seeks to create a synthesis between the liturgy of the Word and the liturgy of the Eucharist.

The Ordinary of the Mass
Other than the Proper chants, whose texts vary according to circumstances, the celebration of the Mass includes chants of texts that are fixed, independent of the day or feast.

The Kyrie

Kyrie eleison is a Greek formula by which the faithful "acclaim their Lord and implore his mercy." Today this chant is placed at the beginning of the Mass, as part of the penitential rite, preparing the faithful for the celebration.

The Gloria

This hymn of Eastern origin may date from as early as the second century. In the Roman liturgy the Gloria originally came into use for the midnight Mass of Christmas only. Later it was steadily extended to the great feasts of the year and, finally, to Sundays.

The Sanctus

At the beginning of the Eucharistic Prayer the Sanctus is introduced by the great recitation of the Preface. The Sanctus is the "hymn of the Seraphim", heard in the Temple of Jerusalem by the prophet Isaiah. It invites the Church on earth to join in the liturgy of heaven.

The Agnus Dei

This is the chant which accompanies the breaking of the Bread which has just been consecrated, a necessary breaking which precedes its distribution at the communion of the faithful. The time between the fraction of bread and communion is used by the congregation to "greet with homage and humble supplication the One who has been made present under the appearance of bread."

The Divine Office
This great daily prayer of the Church consecrates the whole of human time by divine praise. Seven times a day, and again once every night, the Christian community gathers together to celebrate this liturgy by and large composed of psalms.

The Antiphons

The chanting of a psalm is framed by a brief piece called an antiphon. Sung for its own sake, it introduces and concludes the psalm. Like the propers at Mass, proper antiphons of the offices change with the feast or day and give each of the psalms they accompany a particular reading.

The Responses

These are chants which occur between readings from the Bible and from writings of the Church Fathers during the Night Office (Vigils). On great feasts, they follow the reading at first vespers. They are meditative chants, contemplative musical commentaries of the sacred text.

The hymns

The most popular pieces of the office are undoubtedly the hymns. Their importance in the Western liturgy was recalled by Vatican II. The hymn sets the tone and helps the faithful enter into the liturgical season or the particular mystery being celebrated. Often it is a simple and melodious composition.

Conclusion
At first hearing, Gregorian chant might seem monotonous. Undoubtedly it disconcerts our modern ears, accustomed to more contrasted music, but often less profound. In reality the Gregorian repertory is a complex world which unites several centuries of musical history. It is in fact a world of astonishing variety which mysteriously approximates almost delirious enthusiasm as well as the most delicate interior realities. It is a paradoxical world where music blooms amid silence.

3. About the Liber Usualis
http://en.wikipedia.org/wiki/Liber_Usualis:
The Liber Usualis is a book of commonly used Gregorian chants in the Catholic tradition, compiled by the monks of the Abbey of Solesmes in France.
This 1,900-page book contains most versions of the ordinary chants for the Mass (Kyrie, Gloria, Credo, Sanctus, and Agnus Dei), as well as the common chants for the Divine Office (daily prayers of the Church) and for every commonly celebrated feast of the Church Year (including more than two hundred pages for Holy Week alone). The "usual book" or "common book" also contains chants for specific rituals, such as baptisms, weddings, funerals, ordinations, and benediction. This modal, monophonic Latin music has been sung in the Catholic Church since at least the sixth century and through the present day.
An extensive introduction explains how to read and interpret the medieval musical notation (square notation of neums or neumes). A complete index makes it easy to find specific pieces.
The Liber was first edited in 1896 by Solesmes abbot Dom André Mocquereau (1849–1930). After the Second Vatican Ecumenical Council (opened by Pope John XXIII in 1962) allowed in the constitution on the liturgy Sacrosanctum Concilium the vernacular (local language) to be used in Church rites, its use has decreased, although the same council mandated that Gregorian Chant should retain "pride of place" in the liturgy (Sacrosanctum Concilium, 116.). Gregorian chants are still sung in most monasteries and some churches and in performances by groups dedicated to its preservation.

http://imslp.org/wiki/Liber_Usualis_(Gregorian_Chant):

Editor: 
Benedictine Monastery of Solesmes, France
Publisher: 
Tournai, Desclee & Co. 1952, reprint 1961.
Copyright: 
PUBLIC DOMAIN. The Liber Usualis was registered under US Law in the name of Desclee & Co. under EFO-16387 after publication 1 October 1951; however, no renewal was made. 
Misc. notes: 
The Liber Usualis contains virtually the entire corpus of Gregorian Chant both for the celebrations of Mass, and for the hours of the Divine Office (e.g. Matins, Vespers). The text of the Propers and Commons vary throughout the year. The texts of the Ordinary remain (usually) unchanged.
MY NOTE

The Vatican's Pontifical Institute of Sacred Music has made available for free on its website, a selection of sacred and classical music in Mp3 played by its own teachers and students. Among them are also some Gregorian Chants. These can be downloaded and listened to from the Institute's new website at: http://www.musicasacra.va (look under "Offerta musicale" on the left side bar)

Or more conveniently, you could direct them directly from old page at:

http://www.vatican.va/roman_curia/institutions_connected/sacmus/documents/rc_ic_sacmus_sound_en.html 

At http://www.antoinedanielmass.org/kyriale/VIII/ you will find several free resources to learn (and/or to train choirs for) the "Missa De Angelis" (Mass of the Angels) - Organ Accompaniment, PDF Music Score, Mp3 Recordings, and Video/YouTube.
The Art of Gregorian Music (Church Music Association of America)
http://musicasacra.com/history/the-art-of-gregorian-music/ 

By Dom Andre Mocquereau [1]
Plato has given us an excellent definition of music. "It is," he says, "art so ordering sound as to reach the soul, in­spiring a love of virtue." He would have the best music to be that which most perfectly expresses the soul's good qualities. "It is to serve no idle pleasures," he says in another place, "that the Muses have given us harmony, whose movements accord with those of the soul, but rather to enable us thereby to order the ill-regulated motions of the soul, even as rhythm is given us to reform our manners, which in most men are so wanting in balance and in grace." This was the high ideal which the Greeks had of music. It was, in their conception, the expression of order in all things: far from regarding it as a mere pastime, they made it the indispensable foundation of civilization and morality, a source of peace and of order for the soul, and of health and beauty for the body. Their masters were insistent that "rhythm and harmony should be so identified with the minds of the young that as they became more balanced and composed, they might be better able to speak and act aright. For, as a matter of fact, man's whole being has need of rhythm and of harmony."2
The very nature of that music, its dignity and simplicity, its gentle, tranquil movement seconded the master's endeavors, and led, as it were, naturally to the desired end. "The ancients," says Westphal, "never attempted to express the actual and passionate life of the soul. The noise and bustle whither modern music carries our fancy, the representation of strife and strain, the portrayal of those opposing forces which con­tend for the mastery of the soul, were all alike unknown to the Greek mind. Rather was the soul to be lifted into a sphere of idealistic contemplation, there to find peace with herself and with the outer world, and so to rise to greater power of action."3 Greek music may not always have re­mained faithful to this ideal, but it is enough to know that in its primitive purity it rose to such heights.

The Catholic Church, that society of souls established by our Lord Jesus Christ, is the depository of all that is good and beautiful in the world. She inherited the traditions of antiquity, and gave a foremost place to the art of music, using it in her liturgy as well as for the instruction and sanctifica­tion of her children, no light task indeed when one recalls the state of society when that peaceful conquest was begun. But Holy Church set her strength and her hope in her divine Head, that true Orpheus, whose voice has power to charm the beasts, and melt the very rocks. She had, moreover, treasured those words of St. Paul: "Teach and admonish one another in psalms and hymns and spiritual canticles." In the mouth of the great Apostle this precept had all the force of law: rightly, therefore, may music be considered a constituent element of the Church's worship. St. Dennis was of this opinion, and none have treated of the divine psalmody with greater insight than he. It was, in his conception, the preparation for the deepest mysteries of the faith. “The hallowed chant of the Scriptures," he writes, "which is essentially a part of all our mysteries, cannot be separated from the most sacred of them all (he is speaking of the mystery of the Eucharist or Synaxis). For in the whole sacred and inspired Book is shown forth God, the Creator and Disposer of all things." St. Dennis then describes that great drama at once human and divine which is enacted in our sacred books, and in the liturgy, and continues: "Wherefore the sacred chants form, as it were, a universal hymn telling forth the things of God, and work in those who recite them devoutly an aptitude for either receiving or conferring the various sacraments of the Church. The sweet melody of these Canticles prepares the powers of the soul for the immediate celebration of the holy mysteries, and by the unison of those divine songs, brings the soul into subjection to God, making it to be at one with itself and with its fellows, as in some single and concordant choir of things divine. 4 Peace, strength, purity, love: in very truth, the music of the Christian Church soars to greater heights than that of the ancients.

Is it possible, however, for any music of man's making to realize this ideal? Can modem music do so? If the ques­tion were put, no doubt the answer would be, "Quo non ascendam?" What shall hinder it? Were you to enquire of M. Combarieu, who has plunged more deeply than any other critic into the potentialities and ideals of music,5 he would doubtless reply that this high ideal does not transcend its powers. But although I both admire and respect the views of this distinguished musician, I cannot share them. I know modern music well: it cannot, in its present form, rise to the heights of the Christian ideal. And if you name those great creators of the classic symphony, Haydn, Mozart, Beethoven, Berlioz, I must again answer in the negative. Those eagles of their art never attained to the tranquil spheres of Chris­tian music. They had indeed force of conception, inspiration, the flight of genius: some had, moreover, the light of faith, the flame of love; one thing only was lacking, and that was a language so pure, so free from all earthly alloy, as to be able to echo faithfully that divine calm, that ordered peace, that ever attuned melody which rings in the heart of Holy Church, and reminds the exiles of earth of the tranquil, end­less harmonies of the heavenly Jerusalem.

Far be it from me that, in thus criticising these great composers, I should seem to disparage them. To disown them would be to disown my dearest memories. Often, as a child, I was lulled to sleep to the sound of the sonatas, the trios and the quartets of Beethoven, Mozart, or Haydn. And when I grew to man's estate, I took my place as 'cellist in an orchestra conducted by that revered master, M. Charles Dancla, a pro­fessor at the Conservatoire. I know the power of orchestral music. At Pasdeloup, and at the Societe du Consérvatoire more especially, I was alternately swayed, overwhelmed, soothed and entranced; it is the conviction born of this expe­rience that enables me to assert today that the ideals of Chris­tian art are not, and cannot be, found therein.

Is, then, this ideal realized by Palestrina? A few days hence, in this very place, M. Bordes, one of the greatest authorities on this subject, will, no doubt, answer this question. Moreover, M. Camille Bellaigue has already treated of the characteristics and the beauties of Palestrina's compositions in the Revue des Deux Mondes. One remark, however, I will allow myself: The Church could not have allowed sixteen centuries to elapse before she found a chant befitting her worship.

Shall we, then, find what we seek in the Gregorian chant? I venture to think so: nevertheless, it must be borne in mind that this hallowed chant has in our days so fallen into dis­repute, and is so condemned and discredited that to present this patrician outcast as the most artistic and finished reali­zation of the Church's prayer would seem folly. That music which, in the days of its glory, was so full of beauty, is today unrecognizable. Like the Master whom it hymns, the chant is come to the hour of its passion. “Non est species ei, neque decor, et vidim us eum et non erat aspectus et desideravimus eum.” There is neither beauty nor comeliness: the music which we hear in our churches does not attract us: it is an object of contempt: "Unde nec reputavimus eum…"6 
And yet, notwithstanding its sorry plight, something of the ancient power and majesty remains. You have but to read the impressions recorded by Durtal in Huysman's book, "En Route," to see that the chant is still able to turn souls to God. Along the way, bestrewn with relics and with blood, are yet some faithful ones who pray and hope beside the grave where the chant awaits the day of resurrection. That day, gentle­men, has already dawned: A day real enough, even if not all glorious and resplendent as that of the Master. In many places the chant, even now is heard. Rome has summoned it to the venerable feasts of St. Gregory; it is installed in the Vatican; Venice has restored it to its former place beneath the dome of St. Mark's. Everywhere the chant is found: in Belgium, in Germany, in England, in Spain, in America. 
It is used by all the great religious orders; in France it has invaded all our churches. It has existed in a quiet way in Paris for some years, and today you meet it at the Institut Catho­lique, so that it may be said to have fairly established itself in the very stronghold of intellectual culture. You are soon to hear the chant for yourselves, and I trust that its artless, unaffected beauty will go straight to your heart. But before you do so, you will allow me, I hope, a few words by way of introduction.
The chant is invariably set to words. Among the ancients, music was regarded as the auxiliary of poetry: "It was speech raised to the highest term of power, acting simultaneously upon the sensitive and intellectual faculties. 7 Unconscious of its own power, music did not at once throw off the yoke of centuries in the first ages of Christianity. Indeed, had it existed as a separate art, the Church would not have made use of it. Music without words would not have served her end, which is to give her children not sacred melodies only, and vague musical impressions, but also theological and phi­losophical truths, and definite acts of faith, of love and of praise, which music alone could never formulate.

The primitive conception of music was therefore perfectly adapted to the Church's purpose. Set, as it were, at the con­fluence of those two streams of civilization, the Jewish and the Graeco-Roman, the Church, with her rare insight, borrowed from the music of both whatever was most suited to her pur­pose. The words, and also the whole scheme of her psalmody, were taken from the books of Holy Scripture, that treasure the Church had received from the Lord's hands. The psalmody of the Roman office, indeed, with its verses and strophes characterized by antiphons, which serve as refrains, has a most unmistakable Jewish flavour. The Psalter stood forth above all others as the book of divine praise: the Church added thereto songs of her own making. This is not the place to remind you of the surpassing beauty of the Liturgy: it ought, never­theless, to be done, for, in order fully to fathom the meaning of the chant, it is imperative that we should understand, love, and live those hallowed canticles. For it must ever be borne in mind that they are the essential part of plainsong.

But however great their beauty, the mere recitation of the words does not suffice. The Church does not merely know her dogmas: she loves them, and therefore she must sing them. "Reason," wrote Joseph de Maistre, "can only speak; but love sings." But the Church sings for yet another rea­son. Although the word of God has such power that it would seem that the mere hearing would enthrall both mind and heart, it is, alas, addressed to mortal men, to souls dull and heedless, buried, as it were, beneath the covering of flesh and sense, which must be pierced before it can touch them. And therefore the Church summons to her aid that most subtle and penetrating of all arts, music. Albeit inferior to speech in the world of the intelligence, it reigns supreme in the world of sense, possessing, as it does, accents of matchless strength and sweetness to touch the heart, to stir the will, and to give utterance to prayer.

It was from the Graeco-Roman stream that the Church borrowed the elements of her music. She chose diatonic melody because of its dignity and virility, for chromatic and inharmonic melodies accorded but ill with the pure worship of God. It is, moreover, probable that the Church adapted her songs to the Greek modes and scales; to what extent, however, it is impossible to say. It has been recently asserted, though without any sort of proof, that the pagan airs or nomes, were adopted by the Church, and used by the early Christians. But this assertion is in manifest contradiction with all that we know of the Fathers, and of the Councils, as well as with the mind of the Church. Until further information comes to hand, I incline to think that the airs to which our anti­phons are set, whether simple, florid, or neumatic, are in very deed of the Church's own composition. 
Whether this be so or not, of this marriage of Jewish poetry done into Latin, with the chant, was born a new art, perfect in its kind, which, though imbued with the principles of antiquity, was nevertheless well fitted to serve the Church's purpose. One of our modern poets 8 most aptly describes it: "Beau vase athênien, plein de fleurs du Calvaire" (Beautiful vase of Athens, full of flowers from Calvary). And so it is: Like the music of the ancients, its offspring is simple and discreet, sober in its effects; it is the humble servant, the vehicle of the sacred text, or, if you will, a reverent, faithful, and docile commentary thereon. Even as a healthy body is an instrument perfectly fitted to serve the soul, and to interpret its workings, so the chant interprets the truth, and gives it a certain completeness which words alone could not achieve. The two are bound up together: the word sheds the rays of intellectual light upon the mysterious shadow world of sound, while the melody pervades the words with deep inward meaning, which it alone can impart. Thus mingled, one with the other, music and poetry ravish man's whole being, and uplift the soul to the blissful contemplation of truth.

Before we pursue our subject further, you ought to hear some examples of plainsong. The real value of a statue cannot be estimated from a description, however graphic. And so I propose setting before you a fair statue of ancient church music, not mutilated, but restored, living, and com­plete. It will be easier for me afterwards to make you admire the dignified simplicity, the harmony and proportion, of its lines and the pervading sweetness of its expression.

To aid me in this attempt, the execution of the chant should be perfect. The voices should be pure, flexible, and trained as in the great academies of the capital. Nevertheless, I have thought it better not to choose trained singers for my purpose. Not that I consider art to be a negligible quantity in the execution of plainsong. On the contrary, it is a point on which many, unhappily, have fallen into regrettable ex­aggerations which are only calculated to discredit the chant. But on this occasion, in order to prove that a lengthy train­ing is not an indispensable condition, and, at the same time, to show what results may be attained by such ordinary means as may everywhere be found, and in the conviction, moreover, that culture and intelligence will always give a better render­ing than mere art, however perfect, I have chosen some young men who would be much astonished were I to introduce them to you as great artists. I therefore refrain from doing so; this, however, I may say of them, they have the type of soul which can appreciate and render these holy melodies.

[At this point the Schola sang the following simple chants: An Ambrosian "Gloria in excelsis", the Ambrosian antiphon "In lsrahel", followed by the psalm "Laudate Pueri", and the Gregorian antiphon "Cantate Domino" with the "Magnificat".]

Gentlemen, you have been listening to plainsong in this simplest form. We shall now be able to study its features, its aspect, and expression. If it be beautiful, wherein does its beauty lie -- is it of earth or of heaven? And if this beauty be something heavenly, if it act upon our souls like a gentle and refreshing dew, how does it go to work? What are its means of action, the elements of which it makes use? This we must first ascertain by a rapid analysis of details. I do not propose to do more today than to sketch these in brief.

When I was speaking a little while ago of the marriage of words and music in the chant, I omitted to say that some modern critics have drawn a somewhat surprising conclusion from this fact. They allege that this intimate connection be­tween text and melody is precisely the principle underlying modern musical drama, which has reached its zenith in the works of Richard Wagner. The famous composer, alluding to his opera, "Tristan and Isolde," says: "In 'Tristan' the fabric of the words has the full compass planned for the music: in fine, the melody is already constructed in poetic form." 9 

But may not Wagner's rule be applied most exactly to plainsong?

Whereupon the critics forthwith leap to the conclusion that Gregorian music is Wagnerian music and vice versa.

To maintain such a conclusion, however, it is evident that one or other of the terms of the comparison must be omitted. The snare into which the critics have fallen is obvious. They should have foreseen that although the principles which gov­ern Gregorian and Wagnerian music are identical, the same principles in application may attain widely differing results. And, as a matter of fact, have you not noticed that as we listen to these melodies, our habits, taste, and judgment are utterly nonplused? The truth is that, there, a wide gulf sepa­rates the chant from Beethoven's overpowering symphonies and Wagner's fantastical dramas. Though the expression of beauty be the end of both, the two arts lie at opposite poles: literary and musical terms, tonality, scales, time, rhythm, movement, the very ideals differ, as analysis will show.

Take the first element: unison. Plainsong is unisonous; it is simple, clear, luminous, stripped of all disguise: all can understand it, the most fastidious artist as well as the man in the street. It does not lurk beneath the obscure and whimsical maze of the myriad sounds of an orchestra, hardly to be followed, even by cultivated ears. Harmony, in the modern meaning of the word, is unknown: it relies upon its own intrinsic charm to move and enthrall us. Plainsong is like a great, still-flowing river: the sacred text is broadly reflected on the surface: the clear, limpid stream, so to speak, is unison; the sonorous waves of an accompaniment, har­monious though they be, sadly trouble the surface and sully those limpid depths. This alone were enough to differentiate it from all modern music. But what follows is still more characteristic.

It will be well at this point to bring to mind some principles which have been most ably exposed by M. Mathis Lussy, in his treatise on "Expression in Music." I quote them in an epitomised form: (M. = Mr. in French)

"Modern music is composed of three principal elements ---

"1. The Scale, or tonality, in the two modes, major and minor.

"2. Time, that is, the periodic recurrence at short intervals of a strong beat, breaking up a piece of music into small fragments, called measures, of equal value or duration.

"3. Rhythm, that is, the periodic recurrence of two, three, or four measures of the same value so as to form groups or symmetrical schemes, each of which contains a section of a musical phrase and corresponds to a verse of poetry.

"These three elements impress upon our consciousness a threefold need of attraction, of regularity, and of symmetry.

"No sooner has the ear heard a series of sounds subject to the laws of tonality, of time, and of rhythm, than it antici­pates and expects a succession of sounds and analogous groups in the same scale, time, and rhythm. But, as a rule, the ear is disappointed of its expectation. Very often the group antici­pated contains notes extraneous to the scale-mode of the pre­ceding group, which displace the tonic and change the mode. Or, again, it may contain notes which interrupt the regularity of the time, and destroy the symmetry of the original rhythmic plan. Now, it is precisely these unforeseen and irregular notes, upsetting tone, mode, time, and the original rhythm, which have a particular knack of impressing themselves upon our consciousness. They are elements of excitement, of move­ment, of force, of energy, of contrast: by such notes is expres­sion engendered."

It must be admitted that this theory contains a certain measure of truth, but can it be said to be complete? Are not order, calm, and regularity most potent factors of expression, even in modern music? Moreover, if expression must be denied to all music which does not employ such elements of excite­ment, then it must be denied to Gregorian music, which rejects, on principle, all such expedients, being thereby distinguished from all compositions of modern times. The comparison and the scrutiny of the three elements of which we have been speaking will be a convincing proof of this assertion.

We will deal first with tonality. It is well known that Gregorian tonality is very different from that of modern music. In the latter are found diatonic and chromatic intervals, major and minor modes, discords, the leading note, modulations, and constant irregularities of tone. What is the result? Agitation, excitement, frenzy, passionate emotional and dra­matic expression; in short, the violent and excessive disturb­ance of the hapless human frame.

Gregorian tonality, on the contrary, seems ordained to banish all agitation from the mind, and to enfold it in rest and peace. And since the chant is all in unison, discord, that most effective element of expression, is unknown. It follows that the leading note is also debarred; and as a matter of fact, long before there could be any question of its use, anything resembling such a note was excluded by the rules laid down for the composition of the chant. In plainsong, the cadence is never made by approaching the final from the semitone below: a whole tone must invariably be used in such a case. This rule gave the cadence a certain dignity and fullness of expression to which modern music cannot attain by means of the ordinary rules of composition.

Gregorian tonality likewise proscribes the effeminate pro­gressions of the chromatic scale, admitting only the more frank diatonic intervals. These intervals are arranged in scales, eight in number, called modes, the distinct characteristics of which evoke varying impressions and emotions. 
Bold or abrupt changes from one mode to another are also proscribed, though the chant is by no means lacking in modulations, for these are essential in any music. In plainsong, the modula­tion is effected by passing from one mode to another. Some compositions borrow the sentiments they seek to interpret from several modes in succession: the mere change of the dominant or reciting-note is enough to give the impression of a true modulation. These changes of mode are effected very gently: they move and mildly stimulate the soul, without either shock or disturbance.

You must not be surprised that the means employed should be so simple and elementary: it is to the higher faculties of the soul that the chant makes appeal. It owes its beauty and dignity to the fact that it borrows little or nothing from the world of sense. It passes through the senses, but it does appeal to them: it panders neither to the emotions nor to the imagination. Plainsong is capable of expressing the most tre­mendous truths, the strongest feelings, without departing from its sobriety, purity, and simplicity. Modern music may perhaps arouse and voice coarse and violent passions, although I grant that this is not always the case. The chant, however, cannot be so abused: it is always wholesome and serene: it does not react upon the nervous system.

Its frank diatonic tonality, and the absence of chromatic intervals, whose semitones give an impression of incompletion, seem to render plainsong incapable of expressing anything but the perfection of beauty, the naked truth, "yea, yea, and nay, nay." For the unyielding diatonic scale has a certain angelic quality which never varies: an ear accustomed to its matchless candor cannot tolerate melodies, sensuous even when the love of God is their theme.

If from the study of sounds and their progression, we pro­ceed to analyze their duration and intensity, we shall find that the contrast between plainsong and modern music is as great as before.

In modern music the simple beat, that is, the unit of time which, when once adopted, becomes the form of all the others, may be divided indefinitely. An example will serve to make my meaning clear. A bar, or measure, in simple duple time is composed of two crochets: each crochet constitutes a beat, and may be divided into two quavers; these again into semi­quavers, demisemiquavers, and so on, until the subdivisions become infinitesimal. It is easy to see how such facility of division may introduce much mobility or instability into modern music.

In plainsong, on the contrary, the beat, or pulse, is in­divisible: it corresponds to the normal syllable of one pulse, and cannot be divided any more than a syllable can be. Thus, in writing a piece of plainsong in modern notation, the crochet becomes the normal note and unit of time; it must never be broken up into quavers. I have no hesitation in declaring that plainsong is syllabic music, in the sense that the syllable is the unit of measure, and that not only in antiphons, where each note corresponds to a syllable, but also in vocalizations (melodic passages or neums), where the notes, momentarily freed from words, remain subject, nevertheless, to the time of the simple beat, previously determined in the syllabic passages.

This approximate equality of duration is the inevitable consequence of the intimate connection which existed among the Greeks between the words and the melody. It is explained by a fact familiar to all philologists and grammarians, namely the transformation which the Latin language underwent dur­ing the first years of the Christian era. Quantity, once para­mount in poetry, and to a certain extent, in Ciceronian prose, eventually gave place to accent. Little by little the short and long syllables came to have the same value: in prose as in poetry, syllables were no longer measured, but counted. Quantity was no more. In actual practice, the syllables were neither short nor long, but of equal duration, strong or weak, according as they were accented or unaccented.

An evolution of such import was bound to react upon the music of the Church, which was in its infancy at the time that these changes were being effected. Plainsong was mod­eled on the prose of the period: it therefore adopted its rhythm, from its simplest elements, the primary fundamental pulse, for example, to its most varied movements. And just as there were two forms of prosody, the one metric, the other tonic; two forms of prose, and two "cursus," so there were two forms of music, the metric and the tonic; the latter, like the tonic prose and cursus, was based upon the equality of notes and syllables.

It must be understood that this equality is not a metronomical equality, but a relative equality-the mean duration resulting from all the syllables taken as a whole, and pro­nounced in accordance with their material weight: this, to the ear, produces a distinct sense of equality. Nevertheless this equality becomes more rigorous as the melody frees itself from the text, for then the shades of inequality caused by the varying weight of the syllables, entirely disappear and make way for more equal musical durations.

It is not to be inferred from this fact that the notes are all equal in length. As a matter of fact, though a beat may never be divided, it may be doubled and even trebled. Just as in embroidering upon canvas, the same color in wool or silk may cover several stitches, so upon the canvas of the simple beat, the same note may include two, three or four stitches and thus form a charming melodic scheme.

Adequate attention has not been paid to this fundamental distinction between plainsong and modern music, notwith­standing the fact that it influences in no small degree the whole movement of the phrase and the expression as well. It is to the indivisibility of the beat that the Roman chant owes, in great measure, its sweetness, calm, and suavity.

Since Latin is the language of the Roman liturgy and the Latin syllables are the prima materies of Gregorian rhythm, it will be well to examine the nature of the Latin accent at the period when the Gregorian melodies were written, drawing attention to important differences between the character of the tonic accents at that date and in more recent times.

Now the Latin accent has not the same force as is usually attributed by modern musicians to the first beat of the measures, not as the accent in the Roman languages. In Latin, the accent is indicated by a short, sharp, delicate sound which -- inasmuch as it is the soul of the word -- might almost be called spiritual. It is best represented by an up­ward movement of the hand which is raised only to be lowered immediately. In modern music this swift flash is placed on a ponderous material beat, crushing and exhausting the move­ment. This surely is a misconception. 
For the Latin accent is an impulse or beginning which requires a complement: this, as a matter of fact, is found in the succeeding beat. It is therefore most aptly compared to the upward movement of the hand in beating time, no sooner raised than lowered. In modern music, however, this impulse or beginning is placed on the second and downward beat, on which the movement comes to rest. And this again is surely a misconception.

Nor is this all: for the Latin accent is essentially an elevation of the voice: which plainsong -- that faithful interpreter -- translates constantly by a rise of pitch; and, once more, the upward movement of the hand corresponds and gives plastic expression to the lifted accent. But modern figured music, misled by the ponderous weight of the stroke by which the Latin accent is so often emphasized as well as by the downward movement of the hand, represents this accent by lowering the pitch of the note. Have we not here a complete reversal of the text -- both melodically and rhythmically, which is unjustifiable even from a purely musical standpoint?

In fine, Gentlemen, in modern music the character of the accent is utterly transformed: melody, rhythm, delicacy and joyous impulse, all are lost, and converted into the Roman accent. Hence there arises between words and music a con­tinual conflict, an initiating apposition, which, albeit imperceptible to the inattentive and uncultured public, is none the less painful to those who appreciate the characteristics of the Latin accent, and the rhythm of the Latin phrase. It is, in fact, an outrage to the ideal which one has a right to expect in every artistic or religious composition. A very few months of familiarity with plainsong would suffice to make you grasp fully these statements. As one listens day after day to the chant, the mind opens to the appreciation of that music, the rhythm and style of which are so essentially Latin: very soon the judgment appraises it at its true value, and ultimately the exquisite feeling, the consummate skill behind that fusion of words and melody become apparent, and scholars and musicians alike applaud its artistic perfection. On the other hand, a closer knowledge of plainsong makes us discover in modern religious music -- beneath the real beauty of some of the compositions -- the awkwardness, the unconscious clumsi­ness, of this mixed romance -- Latin rhythm which disfigures even the noblest musical inspirations.

We are now come to the succession of groups, of sections of the phrase, and to the phrase itself; that is to say, to rhythm properly so-called. You may already have noticed that in the Gregorian phrase the groups of two pulsations or of three do not succeed each other so uniformly, nor so regularly as in figured music. In plainsong, a mixture of times is the rule, whereas in figured music it is the exception. The ancients, who were familiar with this mixed rhythm, gave it the name of numerus, number, or rhythm. Impatient of restric­tion and constraint, plainsong shook off the trammels of sym­metry: thus in the course of the melody, the groups of two notes or of three or of four, etc., succeed each other as freely as in oratorical rhythm. Any combination is ad­mitted provided it be in harmony and in proportion. "This proportion," says Dom Pothier, "is based upon the relation in which the component parts of the song or speech stand to each other or to the whole composition." 10 Nevertheless, the chant does not altogether disdain measure and successions of regular rhythms: but these are never cultivated to the extent of accustoming the ear to them and making it expect the recurrence of regular groups. Never is the ear shocked or surprised. The measures and rhythm succeed one another with amazing variety, but never at the cost of smoothness. There are no syncopations, no broken rhythms, nor yet any of those unexpected, irregular, unnatural effects, which break the or­dinary movement of the phrase 11 by introducing elements of agitation, of strife, and of passion. All this is unknown in plainsong. All the accented pules, whether of the measure or of the rhythm, all the notes which give expression such as the pressus and the strophicus, although scattered irregularly over the texture of the melody, are invariably found in their regular place at the beginning of the measure. This solid foundation of regular rhythm gives the Roman chant that calm, dignity and evenness of movement which become the sacred liturgy.

Was I not right in saying that the art of Gregorian music had little in common with the art of modern music? Henceforward no one will confuse Wagner's methods with those which animate the Gregorian chant. And if we would define the results which issue from this analysis, we shall form the following conclusions:

Gregorian music disclaims, or rather rejects on principle all elements of confusion, agitation, or excitement: it courts, on the other hand, all that tends to peace and calm.

It will be well, after having thus analyzed the details of the chant, to view it as a whole, and to study its main distinctive features. To refresh us, however, after these somewhat dry researches, the Schola is kindly going to render the melismatic pieces mentioned in the programme, namely, the communion "Videus Dominus", and the Introits "Reminiscere" and "Laetare".

The most striking characteristic of plainsong is its simplic­ity, and herein it is truly artistic. Among the Greeks, sim­plicity was the essential condition all art; truth, beauty, goodness cannot be otherwise than simple.

The true artist is he who best -- that is, in the simplest way -- translates to the world without the ideal conceived in the simplicity of his intellect.

The higher, the purer the intellect, the greater the unity and simplicity of its conception of the truth; now, the closest interpretation of an idea which is single and simple is plainly that which in the visible world most nearly approaches singleness and simplicity. Art is not meant to encumber the human mind with a multiplicity which does not belong to it: it should on the contrary tend to so elevate the sensible world that it may reflect in some degree the singleness and simplicity of the invisible. Art should tend not to the degradation, but to the perfection of the individual. If it appeals to the senses by evoking impressions and emotions which are proper to them, it only does so in order to arouse the mind in some way, and to enable it to free itself from and rise above the visible world as by a ladder, cunningly devised in accordance with the laws laid down by God Himself. Whence it follows that plainsong is not simple in the sense that its methods are those of an art in its infancy: it is simple consistently and on principle.
It should not be supposed that this theory binds us to sys­tems long since out of date: the Church in this matter professes the principles held by the Greeks, the most artistic race the world has ever known. In their conception, art could not be otherwise than simple. Whenever I read Taine's admirable pages on the simplicity of Greek art, I am constantly reminded of the music of the Church. Take for instance, the following passage: "The temple is proportionate to man's understand­ing -- among the Greeks it was of moderate, even small, dimen­sions: there was nothing resembling the huge piles of India, of Babylon, or of Egypt, nor those massive super-imposed palaces, those labyrinthine avenues, courts, and halls, those gigantic statues, of which the very profusion confused and dazzled the mind. All this was unknown. The order and har­mony of the Greek temple can be grasped a hundred yards from the sacred precincts. The lines of its structure are so simple that they may be comprehended at one glance. There is nothing complicated, fantastic, or strained in its construc­tion; it is based upon three or four elementary geometrical designs. 12
Do you not recognize in this description, Gentlemen, the un­pretentious melodies of the Gregorian chant? They fill but a few lines on paper: a few short minutes suffice for their execu­tion: an antiphon several times repeated and some verses from a psalm, nothing more. They are moreover so simple that the ear can easily grasp them. There is nothing com­plicated, weird or strained, nothing which resembles those great five-act operas, those interminable oratorios, those Wag­nerian tetralogies which take several days to perform, be­wildering and confusing the mind.

The same simplicity is found in Greek literature and sculp­ture. To quote Taine again: "Study the Greek play: the characters are not deep and complex as in Shakespeare; there are no intrigues, no surprises -- the piece turns on some heroic legend, with which the spectators have been familiar from early childhood; the events and their issue are known beforehand. As for the action, it may be described in a few words --nothing is done for effect, everything is simple -- and of exquisite feeling."

These principles, Gentlemen, may all be applied to plainsong. "No loud tones, no touch of bitterness or passion; scarce a smile, and yet one is charmed as by the sight of some wild flower or limpid stream. With our blunted and unnatural taste, accustomed to stronger wine (I am still quoting Taine) we are at first tempted to pronounce the beverage insipid: but after having moistened our lips therewith for some months, we would no longer have any other drink but that pure fresh water; all other music and literature seem like spice, or poison." 13
You will no doubt ask how so simple an art, from which the modern means of giving expression are systematically excluded, can faithfully interpret the manifold and deep meaning of the liturgical text. Seemingly this is impossible. But here you are mistaken, Gentlemen. In music, as in all art, the simpler the means, the greater the effect and impression produced. Victor Cousin has a telling saying: "The less noise the music makes, the more affecting it is!" And so simplicity excludes neither expression nor its subtleties from the chant.

What then is this expression, whence does it spring, and what is its nature? Let me make yet another quotation, for I like to adduce the theories of modern authorities in sup­port of the aesthetics of the chant: behind their shelter, I shall not be exposed to any charge of having invented them to suit my case. M. Charles Blanc, in his "Grammar of the Graphic Arts," says that "Between the beautiful and its ex­pression there is a wide interval, and moreover, an apparent contradiction. The interval is that which separates Christian­ity from the old world: the contradiction consists in the fact that pure beauty (the writer is speaking of plastic beauty) can hardly be reconciled with facial changes, reflecting the count­less impressions of life. Physical beauty must give place to moral beauty in proportion as the expression is more pro­nounced. This is the reason why pagan sculpture is so limited in expression." 14 I am well aware, Gentlemen, that in sculp­ture, more than in any other art, the greatest care must be taken not to pass certain appointed bounds, if the stateliness which is its chief characteristic is to be preserved. I am also aware that in other arts, such as painting or music, it is legitimate to indulge more freely in the representation of the soul's manifold emotions. All this I grant, Gentlemen: never­theless, it must be acknowledged that these distinctions are very fine indeed, and that in every art, the higher laws of aesthetics are the same. The laws of musical expression are analogous to those of plastic expression: there too it may be asserted that pure musical beauty accords ill with the tonal, metrical or rhythmic changes of a melody reflecting the manifold old impressions of the soul in the grip of its passions. There too we may say that the more intense is the expression, the more the beauty of the music as music gives way to moral beauty. How then are we to reconcile beauty, by its very na­ture serene and immutable, with the restlessness and versa­tility which are the essential characteristics of expression? The problem is by no means easy of solution.

Ancient art, with deeper insight, loved beauty so much that it shunned expression: our more sensual modern art endeavors to obtain expression at the expense of beauty. But the Church in her song has found, it would seem, the secret of wedding the highest beauty without any change to a style of expression which is both serene and touching. This result is attained without conscious effort. For as a sound body is the instru­ment of a sound mind, so the chant, informed by the inspired word of God, interprets its expression. This expression is en­hanced both by the smoothness of the modulations, and by the suppleness of the rhythm. And as the melody is simple and spiritual, so likewise is the expression: it belongs, like the melody, to another age. It is not, as in modern music, the result of surprise, of discord, of irregularity or disorder; it does not linger over details, nor endeavor to chisel every word, to cut into the marble of the melody every shade of emotion. It springs rather from the general order, the perfect balance and enduring harmony of every part, and from the irresistible charm born of such perfection. Measured and discreet, ample liberty of interpretation is left to the mind by such expression. Always true, it bears the signal stamp of the beauty of fitness: it becomes the sanctuary, it becomes those who resort thither that they may rise to the spiritual plane. "No defilement shall touch it," no dimness, nor stain but a limpid virginal purity: like the ancient Doric mode, it breathes modesty and chastity.

It is, moreover, infinite in its variety. "Attingit ubique propter munditiam suam." What, for example, could be more artless and expressive than the Ambrosian Gloria which was sung to you? It turns upon two or three notes, and a short jubilus. 
A modern composer would consider it monotonous and insipid, but to me its simplicity is charming, and its frank and wholesome tonality refreshing. That joyous neum has a rustic ring about it that reminds one of the hillsides of Bethlehem and fills me with the joy and peace of Christmastide. It is indeed a song worthy of the angels, those pure spirits, and of the poor shepherd folk.

The same characteristics are found in the little carol "In Israhel orietur princeps, firmanentum pacis." It contains but six short words, yet these suffice to make a melodic composition of exquisite delicacy and expression. In the Introit "Reminiscere", you heard the plaintive accents of sorrowful entreaty, and in the "Laetare", those of a joy so sweet and calm as to be almost jubilant. As for the communion "Videns Dominus", it has no equal. No melody could express more vividly the Saviour's tears and His compassion for Lazarus' grief-stricken sisters, and the divine power of His bidding to death.

In presence of the masterpieces of Greek art, the most dis­cerning modern artists frankly confess their inability to ap­preciate them at their true value. To use Taine's words: "Our modern perceptions cannot soar so high." And we may in like manner say of the musical compositions of the early Church that they are beyond the reach of our perceptions: we can only partially and gradually comprehend the perfection of their plan; we no longer have their subtlety of feeling and intuition. "In comparison with them we are like amateurs listening to a musician born and bred: his playing has a deli­cacy of execution, a purity of tone, a fullness of accord, and a certain finish of expression, of which the amateur, with his mediocre talents and lack of training can only now and again grasp the general effect." 15 
The finishing touch has yet to be added to this brief outline of plainsong; this suavity, or more correctly, unction, the supreme quantity in which all the elements we have been dis­cussing converge. The product of consummate art, it crowns the chant with a glory unknown in all other music, and it is on account of this very unction that the Church has singled it out for her use: It is this quality which makes plainsong the true expression of prayer, and a faithful interpretation of those unspeakable groanings of the Spirit who, in the words of St. Paul, "prays in us and for us." We sometimes wonder at the secret power the chant has over our soul: it is entirely due to unction, which finds its way into men's souls, converts and soothes them, and inclines them to prayer. It is akin to grace, and is one of its most effectual means of action, for no one can escape its influence. The pure in heart are best able to understand and taste the suavity of this unction. Yet, for all its delectable charm, it never tends to enervate the soul, but like oil, it makes the wrestler supple and strengthens him against the combat; it rests and relaxes, and bathes him in that peace which follows the conquest of his passions.

A last word as to the style of execution best suited to plainsong. There can of course be no doubt that an able and artistic interpretation is eminently suited to music so subtle and so delicate, but I hasten to add that mere technique is not enough: it must be coupled with faith, with devotion and with love. There must be no misunderstanding in this matter. Notwithstanding its beauty, plainsong is both simple and easy: it is within the capacity of poor and simple folk. Like the liturgy and the scriptures, and, if such a comparison be ad­missible, like the Blessed Sacrament itself, this musical bread which the Church distributes to her children, may be food for the loftiest intellects as for the most illiterate minds. In the country it is not out of place on the lips of the ploughman, the shepherd, or laborer, who on Sundays leave plough and trowel or anvil, and come together to sing God's praises. Nor is it out of place in the Cathedral, where the venerable canons supported by the fresh young voices of a well-trained choir sing their office, if not always artistically, at least with the full appreciation of the words of the Psalmist "Psallite sapienter." Very possibly the chant is neither rendered, understood, nor appreciated in precisely the same manner in a country church as in a cathedral. But it would be unfair and unreasonable to except of village folk an artistic interpretation of which their uncultured minds have no inkling, since, after all, their devotion and taste is satisfied with less. But on the other hand, a suitable interpretation may in justice be expected and required of them: the voices should be restrained, the tone true and sustained, the accents should be observed, so too the pauses, the rhythm, and the feeling of the melody. All that is needed beyond this is that touch of devotion, of feeling, which is by no means rare among the masses. With this slender store of musical knowledge, the village cantor will not, I con­fess, become an artist. He will not render the full beauty, the finer shades of the melody: nevertheless, he will express his own devotion and withal he will carry his audience with him. For the simple folk who listen to him are no better versed than he in the subtle niceties of art: neither he nor they can fully appreciate the chant, but they are satisfied with that which they find in it: it contents their musical instincts and appeals to their ingenuous piety.
Is this then all, Gentlemen? Does such an easy victory fulfill the Church's intentions: is her aim merely to win the approval of our good peasants? Indeed, such is not the Church's meaning: she does not rest content with well-meaning mediocrity: she has her colleges, her greater and lesser seminaries, her choirs, her monasteries, and her cathedrals. Of these she demands an intelligent rendering of the chant so dear to her heart, that it may compel the admiration of the most exacting critics, and be at the same time the most perfect expression of her official prayer. Here indeed is art most necessary: here we may despoil the Egyptians of their most precious vessels, and fairly borrow, without any scruple, from profane artists, the methods whereby to restore to the voice its true sweetness and purity. Art teaches us how to use the voice, to sing the neums softly or loudly as the case may be, to pronounce the words, to give delicacy to the accents, to phrase correctly, to bring out the expression and the true mean­ing of the ideas contained in the words. Art conceals natural or acquired defects, and restores to nature its primitive beauty and integrity. In plainsong, the aim of art is to provide the soul with a docile, pliant instrument, capable of interpreting its sentiments without deforming them. To attempt to sing without training or art; "naturally," as the saying goes, would be as foolish an undertaking as to pretend to attain to sanctity without setting any check upon our impulses. Art is to the right interpretation of the chant what the science of ascetics is to the spiritual life. Its proper function is not to give vent to factitious emotions, as in modem music, but rather to allow genuine feeling complete freedom of expression. It is with intent that I use the word freedom, for freedom is simply the being able to yield without effort to the rules of the beautiful, which become as it were natural.
Art then is necessary, but as I have already said it is not sufficient in itself. To sing the chant, as it should be sung, the soul must be suitably disposed. The chant should vibrate with soul, ordered, calm, disciplined, passionless: a soul that is mistress of itself, intelligent and in possession of the light; upright in the sight of God, and overflowing with charity. To such a soul, Gentlemen, add a beautiful voice, well-trained, and the singing of those hallowed melodies, will be a finished work of beauty, the music of which Plato dreamed, a music which inspires a love of virtue: nay, more, you will have the ideal of Christian prayer as St. Dennis understood it, the realization of the great Benedictine motto: "Mens nostra concordet voci nostrae." "Let our mind concord with our voice" in the praise of God.

LAUS DEO ET AGNO

Notes
1 This translation of Reverend Dom Andre Mocquereau, 0.S.B., of Solesmes was originally published by the Catholic Education Press with a view to making available in the English language scholarly and scientific works on Gregorian Chant which have hitherto been available to French readers only. The Art of Gregorian Music has been selected because it deals on broad lines with the principles underlying the restoration of the liturgical chant of the Catholic Church. The paper was originally read before the Catholic University of Paris in 1896 and thus antedated by nearly a decade the official action of the Holy See. In spite of this fact the translators have thought best to reproduce the paper without any attempt to bring it up to date in detail, partly because of its historical interest, but chiefly because, dealing as it does with the subject on broad and general lines, it forms an ideal introduction to the more detailed study of the liturgical chant which will follow in the monumental work of Dom Mocquereau: Le Nombre Musical Gregorien.

2 His Eminence Cardinal Penaud commented upon those last few lines in his impressive and charming pages upon the role of music in education. I feel bound to call attention here to this book, the title of which is: Eurythmic et Harmonie. Commentaire d'une Page de Platon. Paris, Téqui, 1896.
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http://en.wikipedia.org/wiki/Gregorian_chant EXTRACT
Gregorian chant is the central tradition of Western plainchant, a form of monophonic liturgical music within Western Christianity that accompanied the celebration of Mass and other ritual services. It is named after Pope Gregory I, Bishop of Rome from 590 to 604, who is traditionally credited for having ordered the simplification and cataloging of music assigned to specific celebrations in the church calendar. The resulting body of music is the first to be notated in a system ancestral to modern musical notation. In general, the chants were learned by the viva voce method, that is, by following the given example orally, which took many years of experience in the Schola Cantorum. Gregorian chant originated in monastic life, in which celebrating the 'Divine Office' eight times a day at the proper hours was upheld according to the Rule of St. Benedict. 
Singing psalms made up a large part of the life in a monastic community, while a smaller group and soloists sang the chants. In its long history, Gregorian chant has been subjected to many gradual changes and some reforms.

Gregorian chant was organized, codified, and notated mainly in the Frankish lands of western and central Europe during the 10th to 13th centuries, with later additions and redactions, but the texts and many of the melodies have antecedents going back several centuries earlier. Although popular belief credited Pope Gregory the Great with having personally invented Gregorian chant (in much the same way that a biblical prophet would transmit a divinely received message), scholars now believe that the chant bearing his name arose from a later Carolingian synthesis of Roman and Gallican chant, and that at that time the attribution to Gregory I was a "marketing ruse" to invest it with a sanctified pedigree, as part of an effort to create one liturgical protocol that would be practised throughout the entire Holy Roman Empire.

During the following centuries, the chant tradition remained at the heart of Church music and served as the dominant platform for new performance and compositional practices. Newly composed music on new texts was first introduced within the context of existing plainchant. The late medieval style known as organum, where one or more voices have been added to a plainchant (acting as a cantus firmus) to form a new composition, marked the birth of polyphony in Western music. The Parisian composers Leonin and Perotin, chief exponents of the Notre Dame school of the late 12th century, continued to end their organum compositions with passages of monophonic chant, so that continuity with the older tradition remained explicit. (The practice of juxtaposing monophonic chant with polyphonic writing can be found as late as the French Baroque composer François Couperin (1668–1733), whose organ masses were meant to be performed with interludes of the appropriate plainchant.) Although it had mostly fallen into disuse after the Baroque period, Gregorian chant experienced a revival in the 19th century in the Roman Catholic Church and the Anglo-Catholic wing of the Anglican Communion.

Organization
Gregorian chants are organized into eight modes (scales). Typical melodic features include characteristic incipits and cadences, the use of reciting tones around which the other notes of the melody revolve, and a vocabulary of musical motifs woven together through a process called centonization to create families of related chants.

Although the modern eight-tone major and minor scales are strongly related to two of these church modes (the Ionian and Aeolian, respectively), they function according to different harmonic rules. The church modes are based on six-note patterns called hexachords, the main notes of which are called the dominant and the final. Depending on where the final falls in the sequence of the hexachord, the mode is characterized as either authentic or plagal. Modes with the same final share certain characteristics, and it is easy to modulate back and forth between them; hence, the eight modes fall into four larger groupings based on their finals.

Notation
The oldest manuscripts of Gregorian chants were written using a graphic notation which uses a repertoire of specific signs called neumes; each neume designates a basic musical gesture (see musical notation). As books, made of vellum (prepared sheepskins), were very expensive, the text was abbreviated wherever possible, with the neumes written over the text. This was a notation without lines and no exact melodic contour could be deciphered from it, which implies that the repertoire was learnt by rote. In later stadia, the neumes are written onto staves of one or more lines; by the 11th century this had evolved into square notation, from which eventually the modern five-line staff developed in the 16th century. As the dominating musical tradition throughout Europe, Gregorian chant became the root of all subsequent musical developments in Western music, beginning with the rise of polyphony in the 11th century.

Singers
Gregorian chant was traditionally sung by choirs of men and boys in churches, or by women or men of religious orders in their chapels, and is commonly heard in celebrations of the Tridentine Mass by those Catholics who follow the 1962 Missal. It is the music of the Roman Rite, performed in the Mass and the monastic Office. Although Gregorian chant supplanted or marginalized the other indigenous plainchant traditions of the Christian West, Ambrosian chant still continues in use in Milan, and there are musicologists exploring both that and the Mozarabic chant of Christian Spain. The Roman Catholic Church still officially considers Gregorian chant the music most suitable for worship in the Roman Rite, and should be given the "pride of place" in all Masses in the Roman Rite (see GIRM, P41). During the late 20th century, Gregorian chant underwent a musicological and popular resurgence both within and outside the Roman Catholic Church.

Development of earlier plainchant
Singing has been part of the Christian liturgy since the earliest days of the Church. Until the mid-1990s, it was widely accepted that the psalmody of ancient Jewish worship significantly influenced and contributed to early Christian ritual and chant. This view is no longer generally accepted by scholars, due to analysis that shows that most early Christian hymns did not have Psalms for texts, and that the Psalms were not sung in synagogues for centuries after the Destruction of the Second Temple in AD 70. However, early Christian rites did incorporate elements of Jewish worship that survived in later chant tradition. Canonical hours have their roots in Jewish prayer hours. "Amen" and "alleluia" come from Hebrew, and the threefold "Sanctus" derives from the threefold "kadosh" of the Kedusha. 

The New Testament mentions singing hymns during the Last Supper: "When they had sung the hymn, they went out to the Mount of Olives" Matthew 26.30. Other ancient witnesses such as Pope Clement I, Tertullian, St. Athanasius, and Egeria confirm the practice, although in poetic or obscure ways that shed little light on how music sounded during this period. The 3rd-century Greek "Oxyrhynchus hymn" survived with musical notation, but the connection between this hymn and the plainchant tradition is uncertain.

Musical elements that would later be used in the Roman Rite began to appear in the 3rd century. The Apostolic Tradition, attributed to the theologian Hippolytus, attests the singing of Hallel psalms with Alleluia as the refrain in early Christian agape feasts. Chants of the Office, sung during the canonical hours, have their roots in the early 4th century, when desert monks following St. Anthony introduced the practice of continuous psalmody, singing the complete cycle of 150 psalms each week. Around 375, antiphonal psalmody became popular in the Christian East; in 386, St. Ambrose introduced this practice to the West.

Scholars are still debating how plainchant developed during the 5th through the 9th centuries, as information from this period is scarce. Around 410, St. Augustine described the responsorial singing of a Gradual psalm at Mass. At ca. 520, Benedictus of Nursia established what is called the rule of St. Benedict, in which the protocol of the Divine Office for monastic use was laid down. Around 678, Roman chant was taught at York. Distinctive regional traditions of Western plainchant arose during this period, notably in the British Isles (Celtic chant), Spain (Mozarabic), Gaul (Gallican), and Italy (Old Roman, Ambrosian and Beneventan). These traditions may have evolved from a hypothetical year-round repertory of 5th-century plainchant after the western Roman Empire collapsed.

Origins of the new tradition
The Gregorian repertory was systematized for use in the Roman Rite. According to James McKinnon, the core liturgy of the Roman Mass was compiled over a brief period in the 8th century in a project overseen by Chrodegang of Metz. Other scholars, including Andreas Pfisterer and Peter Jeffery, have argued for an earlier origin for the oldest layers of the repertory.

Scholars debate whether the essentials of the melodies originated in Rome, before the 7th century, or in Francia, in the 8th and early 9th centuries. 

Traditionalists point to evidence supporting an important role for Pope Gregory the Great between 590 and 604, such as that presented in Heinrich Bewerunge's article in the Catholic Encyclopedia. Scholarly consensus, supported by Willi Apel and Robert Snow, asserts instead that Gregorian chant developed around 750 from a synthesis of Roman and Gallican chant commissioned by Carolingian rulers in France. During a visit to Gaul in 752–753, Pope Stephen II had celebrated Mass using Roman chant. According to Charlemagne, his father Pepin abolished the local Gallican rites in favor of the Roman use, in order to strengthen ties with Rome. In 785–786, at Charlemagne's request, Pope Hadrian I sent a papal sacramentary with Roman chants to the Carolingian court. This Roman chant was subsequently modified, influenced by local styles and Gallican chant, and later adapted into the system of eight modes. This Frankish-Roman Carolingian chant, augmented with new chants to complete the liturgical year, became known as "Gregorian." Originally the chant was probably so named to honor the contemporary Pope Gregory II, but later lore attributed the authorship of chant to his more famous predecessor Gregory the Great. Gregory was portrayed dictating plainchant inspired by a dove representing the Holy Spirit, giving Gregorian chant the stamp of holy authority. Gregory's authorship is popularly accepted as fact to this day. 

Dissemination and hegemony
Gregorian chant appeared in a remarkably uniform state across Europe within a short time. Charlemagne, once elevated to Holy Roman Emperor, aggressively spread Gregorian chant throughout his empire to consolidate religious and secular power, requiring the clergy to use the new repertory on pain of death. From English and German sources, Gregorian chant spread north to Scandinavia, Iceland and Finland. In 885, Pope Stephen V banned the Slavonic liturgy, leading to the ascendancy of Gregorian chant in Eastern Catholic lands including Poland, Moravia, Slovakia, and Austria.

The other plainchant repertories of the Christian West faced severe competition from the new Gregorian chant. Charlemagne continued his father's policy of favoring the Roman Rite over the local Gallican traditions. By the 9th century the Gallican rite and chant had effectively been eliminated, although not without local resistance. The Gregorian chant of the Sarum Rite displaced Celtic chant. Gregorian coexisted with Beneventan chant for over a century before Beneventan chant was abolished by papal decree (1058). Mozarabic chant survived the influx of the Visigoths and Moors, but not the Roman-backed prelates newly installed in Spain during the Reconquista. Restricted to a handful of dedicated chapels, modern Mozarabic chant is highly Gregorianized and bears no musical resemblance to its original form. Ambrosian chant alone survived to the present day, preserved in Milan due to the musical reputation and ecclesiastical authority of St. Ambrose.

Gregorian chant eventually replaced the local chant tradition of Rome itself, which is now known as Old Roman chant. In the 10th century, virtually no musical manuscripts were being notated in Italy. Instead, Roman Popes imported Gregorian chant from the German Holy Roman Emperors during the 10th and 11th centuries. For example, the Credo was added to the Roman Rite at the behest of the German emperor Henry II in 1014. Reinforced by the legend of Pope Gregory, Gregorian chant was taken to be the authentic, original chant of Rome, a misconception that continues to this day. By the 12th and 13th centuries, Gregorian chant had supplanted or marginalized all the other Western plainchant traditions.

Later sources of these other chant traditions show an increasing Gregorian influence, such as occasional efforts to categorize their chants into the Gregorian modes. Similarly, the Gregorian repertory incorporated elements of these lost plainchant traditions, which can be identified by careful stylistic and historical analysis. For example, the Improperia of Good Friday are believed to be a remnant of the Gallican repertory. 

Early sources and later revisions
The first extant sources with musical notation were written around 930 (Graduale Laon). Before this, plainchant had been transmitted orally. Most scholars of Gregorian chant agree that the development of music notation assisted the dissemination of chant across Europe. The earlier notated manuscripts are primarily from Regensburg in Germany, St. Gall in Switzerland, Laon and St. Martial in France.

Gregorian chant has in its long history been subjected to a series of redactions to bring it up to changing contemporary tastes and practice. The more recent redaction undertaken in the Benedictine Abbey of St. Pierre, Solesmes, has turned into a huge undertaking to restore the allegedly corrupted chant to a hypothetical "original" state. Early Gregorian chant was revised to conform to the theoretical structure of the modes. In 1562–63, the Council of Trent banned most sequences. Guidette's Directorium chori, published in 1582, and the Editio medicea, published in 1614, drastically revised what was perceived as corrupt and flawed "barbarism" by making the chants conform to contemporary aesthetic standards. In 1811, the French musicologist Alexandre-Étienne Choron, as part of a conservative backlash following the liberal Catholic orders' inefficacy during the French Revolution, called for returning to the "purer" Gregorian chant of Rome over French corruptions. 

In the late 19th century, early liturgical and musical manuscripts were unearthed and edited. Earlier, Dom Prosper Gueranger revived the monastic tradition in Solesmes. Re-establishing the Divine Office was among his priorities, but no proper chantbooks existed. Many monks were sent out to libraries throughout Europe to find relevant Chant manuscripts. In 1871, however, the old Medicea edition was reprinted (Pustet, Regensburg) which Pope Pius IX declared the only official version. In their firm belief that they were on the right way, Solesmes increased its efforts. In 1889, after decades of research, the monks of Solesmes released the first book in a planned series, the Paléographie Musicale. The incentive of its publication was to demonstrate the corruption of the 'Medicea' by presenting photographed notations originating from a great variety of manuscripts of one single chant, which Solesmes called forth as witnesses to assert their own reforms.

The monks of Solesmes brought in their heaviest artillery in this battle, as indeed the academically sound 'Paleo' was intended to be a war-tank, meant to abolish once and for all the corrupted Pustet edition. 

On the evidence of congruence throughout various manuscripts (which were duly published in facsimile editions with ample editorial introductions) Solesmes was able to work out a practical reconstruction. This reconstructed chant was academically praised, but rejected by Rome until 1903, when Pope Leo XIII died. His successor, Pope Pius X, promptly accepted the Solesmes chant — now compiled as the Liber usualis — as authoritative. In 1904, the Vatican edition of the Solesmes chant was commissioned. Serious academic debates arose, primarily owing to stylistic liberties taken by the Solesmes editors to impose their controversial interpretation of rhythm. The Solesmes editions insert phrasing marks and note-lengthening episema and mora marks not found in the original sources.

Conversely, they omit significative letters found in the original sources, which give instructions for rhythm and articulation such as speeding up or slowing down. These editorial practices has placed the historical authenticity of the Solesmes interpretation in doubt. Ever since the restoration of Chant was taken up in Solesmes, there have been lengthy discussions of exactly what course was to be taken. Some favored a strict academic rigour and wanted to postpone publications, while others concentrated on practical matters and wanted to supplant the corrupted tradition as soon as possible. Roughly a century later, there still exists a breach between a strict musicological approach and the practical needs of church choirs. Thus the established performance tradition since the onset of the restoration is at odds with musicological evidence.

In his motu proprio Tra le sollecitudini, Pius X mandated the use of Gregorian chant, encouraging the faithful to sing the Ordinary of the Mass, although he reserved the singing of the Propers for males. While this custom is maintained in traditionalist Catholic communities, the Catholic Church no longer persists with this ban. Vatican II officially allowed worshipers to substitute other music, particularly sacred polyphony, in place of Gregorian chant, although it did reaffirm that Gregorian chant was still the official music of the Roman Rite of the Catholic Church, and the music most suitable for worship in the Roman Liturgy. 

Musical form
Melodic types
Gregorian chant is, of course, vocal music. The text, the phrases, words and eventually the syllables, can be sung in various ways. The most straightforward is recitation on the same tone, which is called "syllabic" as each syllable is sung to a single tone. Likewise, simple chants are often syllabic throughout with only a few instances where two or more notes are sung on one syllable. "Neumatic" chants are more embellished and ligatures, a connected group of notes, written as a single compound neume, abound in the text. Melismatic chants are the most ornate chants in which elaborate melodies are sung on long sustained vowels as in the Alleluia, ranging from five or six notes per syllable to over sixty in the more prolix melismas. 

Gregorian chants fall into two broad categories of melody: recitatives and free melodies. The simplest kind of melody is the liturgical recitative. Recitative melodies are dominated by a single pitch, called the reciting tone. Other pitches appear in melodic formulae for incipits, partial cadences, and full cadences. These chants are primarily syllabic. For example, the Collect for Easter consists of 127 syllables sung to 131 pitches, with 108 of these pitches being the reciting note A and the other 23 pitches flexing down to G. Liturgical recitatives are commonly found in the accentus chants of the liturgy, such as the intonations of the Collect, Epistle, and Gospel during the Mass, and in the direct psalmody of the Office.

Psalmodic chants, which intone psalms, include both recitatives and free melodies. Psalmodic chants include direct psalmody, antiphonal chants, and responsorial chants. In direct psalmody, psalm verses are sung without refrains to simple, formulaic tones. Most psalmodic chants are antiphonal and responsorial, sung to free melodies of varying complexity.

Antiphonal chants such as the Introit, and Communion originally referred to chants in which two choirs sang in alternation, one choir singing verses of a psalm, the other singing a refrain called an antiphon. Over time, the verses were reduced in number, usually to just one psalm verse and the Doxology, or even omitted entirely. Antiphonal chants reflect their ancient origins as elaborate recitatives through the reciting tones in their melodies. Ordinary chants, such as the Kyrie and Gloria, are not considered antiphonal chants, although they are often performed in antiphonal style.

Responsorial chants such as the Gradual, Alleluia, Offertory, and the Office Responsories originally consisted of a refrain called a respond sung by a choir, alternating with psalm verses sung by a soloist. Responsorial chants are often composed of an amalgamation of various stock musical phrases, pieced together in a practice called centonization. Tracts are melismatic settings of psalm verses and use frequent recurring cadences and they are strongly centonized.

Gregorian chant evolved to fulfill various functions in the Roman Catholic liturgy. Broadly speaking, liturgical recitatives are used for texts intoned by deacons or priests. Antiphonal chants accompany liturgical actions: the entrance of the officiant, the collection of offerings, and the distribution of sanctified bread and wine. Responsorial chants expand on readings and lessons. 

The non-psalmodic chants, including the Ordinary of the Mass, sequences, and hymns, were originally intended for congregational singing. The structure of their texts largely defines their musical style. In sequences, the same melodic phrase is repeated in each couplet. The strophic texts of hymns use the same syllabic melody for each stanza.

Modality
Early plainchant, like much of Western music, is believed to have been distinguished by the use of the diatonic scale. Modal theory, which postdates the composition of the core chant repertory, arises from a synthesis of two very different traditions: the speculative tradition of numerical ratios and species inherited from ancient Greece and a second tradition rooted in the practical art of cantus. The earliest writings that deal with both theory and practice include the Enchiriadis group of treatises, which circulated in the late ninth century and possibly have their roots in an earlier, oral tradition. 

In contrast to the ancient Greek system of tetrachords (a collection of four continuous notes) that descend by two tones and a semitone, the Enchiriadis writings base their tone-system on a tetrachord that corresponds to the four finals of chant, D, E, F, and G. The disjunct tetrachords in the Enchiriadis system have been the subject of much speculation, because they do not correspond to the diatonic framework that became the standard Medieval scale (for example, there is a high F#, a note not recognized by later Medieval writers). A diatonic scale with a chromatically alterable b/b-flat was first described by Hucbald, who adopted the tetrachord of the finals (D, E, F, G) and constructed the rest of the system following the model of the Greek Greater and Lesser Perfect Systems. These were the first steps in forging a theoretical tradition that corresponded to chant.

Around 1025, Guido d'Arezzo revolutionized Western music with the development of the gamut, in which pitches in the singing range were organized into overlapping hexachords. Hexachords could be built on C (the natural hexachord, C-D-E^F-G-A), F (the soft hexachord, using a B-flat, F-G-A^Bb-C-D), or G (the hard hexachord, using a B-natural, G-A-B^C-D-E). The B-flat was an integral part of the system of hexachords rather than an accidental. The use of notes outside of this collection was described as musica ficta.

Gregorian chant was categorized into eight modes, influenced by the eightfold division of Byzantine chants called the oktoechos. Each mode is distinguished by its final, dominant, and ambitus. The final is the ending note, which is usually an important note in the overall structure of the melody. The dominant is a secondary pitch that usually serves as a reciting tone in the melody. Ambitus refers to the range of pitches used in the melody. Melodies whose final is in the middle of the ambitus, or which have only a limited ambitus, are categorized as plagal, while melodies whose final is in the lower end of the ambitus and have a range of over five or six notes are categorized as authentic. Although corresponding plagal and authentic modes have the same final, they have different dominants. The existent pseudo-Greek names of the modes, rarely used in medieval times, derive from a misunderstanding of the Ancient Greek modes; the prefix "Hypo-" (under, Gr.) indicates a plagal mode, where the melody moves below the final. In contemporary Latin manuscripts the modes are simply called Protus authentus /plagalis, Deuterus, Tritus and Tetrardus: the 1st mode, authentic or plagal, the 2nd mode etc. In the Roman Chantbooks the modes are indicated by Roman numerals.

Modes 1 and 2 are the authentic and plagal modes ending on D, sometimes called Dorian and Hypodorian.

Modes 3 and 4 are the authentic and plagal modes ending on E, sometimes called Phrygian and Hypophrygian.

Modes 5 and 6 are the authentic and plagal modes ending on F, sometimes called Lydian and Hypolydian.

Modes 7 and 8 are the authentic and plagal modes ending on G, sometimes called Mixolydian and Hypomixolydian.

Although the modes with melodies ending on A, B, and C are sometimes referred to as Aeolian, Locrian, and Ionian, these are not considered distinct modes and are treated as transpositions of whichever mode uses the same set of hexachords. The actual pitch of the Gregorian chant is not fixed, so the piece can be sung in whichever range is most comfortable.

Certain classes of Gregorian chant have a separate musical formula for each mode, allowing one section of the chant to transition smoothly into the next section, such as the psalm tones between antiphons and psalm verses. 

Not every Gregorian chant fits neatly into Guido's hexachords or into the system of eight modes. For example, there are chants — especially from German sources — whose neumes suggest a warbling of pitches between the notes E and F, outside the hexachord system. 
Early Gregorian chant, like Ambrosian and Old Roman chant, whose melodies are most closely related to Gregorian, did not use the modal system. The great need for a system of organizing chants lies in the need to link antiphons with standard tones, as in for example, the psalmody at the Office. Using Psalm Tone i with an antiphon in Mode 1 makes for a smooth transition between the end of the antiphon and the intonation of the tone, and the ending of the tone can then be chosen to provide a smooth transition back to the antiphon. As the modal system gained acceptance, Gregorian chants were edited to conform to the modes, especially during 12th-century Cistercian reforms. Finals were altered, melodic ranges reduced, melismas trimmed, B-flats eliminated, and repeated words removed. Despite these attempts to impose modal consistency, some chants — notably Communions — defy simple modal assignment. For example, in four medieval manuscripts, the Communion Circuibo was transcribed using a different mode in each. 

Musical idiom
Several features besides modality contribute to the musical idiom of Gregorian chant, giving it a distinctive musical flavor. Melodic motion is primarily stepwise. Skips of a third are common, and larger skips far more common than in other plainchant repertories such as Ambrosian chant or Beneventan chant. Gregorian melodies are more likely to traverse a seventh than a full octave, so that melodies rarely travel from D up to the D an octave higher, but often travel from D to the C a seventh higher, using such patterns as D-F-G-A-C. Gregorian melodies often explore chains of pitches, such as F-A-C, around which the other notes of the chant gravitate. Within each mode, certain incipits and cadences are preferred, which the modal theory alone does not explain. Chants often display complex internal structures that combine and repeat musical subphrases. This occurs notably in the Offertories; in chants with shorter, repeating texts such as the Kyrie and Agnus Dei; and in longer chants with clear textual divisions such as the Great Responsories, the Gloria, and the Credo.

Chants sometimes fall into melodically related groups. The musical phrases centonized to create Graduals and Tracts follow a musical "grammar" of sorts. Certain phrases are used only at the beginnings of chants, or only at the end, or only in certain combinations, creating musical families of chants such as the Iustus ut palma family of Graduals. Several Introits in mode 3, including Loquetur Dominus above, exhibit melodic similarities. Mode III (E authentic) chants have C as a dominant, so C is the expected reciting tone. These mode III Introits, however, use both G and C as reciting tones, and often begin with a decorated leap from G to C to establish this tonality. Similar examples exist throughout the repertory.

[…]

Proper chants of the Mass
The Introit, Gradual, Alleluia, Tract, Sequence, Offertory and Communion chants are part of the Proper of the Mass. "Proprium Missae" in Latin refers to the chants of the Mass that have their proper individual texts for each Sunday throughout the annual cycle. As opposed to 'Ordinarium Missae' which have fixed texts (but various melodies) (Kyrie, Benedictus, Sanctus, Agnus Dei).

Introits cover the procession of the officiants. Introits are antiphonal chants, typically consisting of an antiphon, a psalm verse, a repeat of the antiphon, an intonation of the Gloria Patri Doxology, and a final repeat of the antiphon. Reciting tones often dominate their melodic structures.

Graduals are responsorial chants that follow the reading of the Epistle. Graduals usually result from centonization; stock musical phrases are assembled like a patchwork to create the full melody of the chant, creating families of musically related melodies. Graduals are accompanied by an elaborate Verse, so that it actually consists in two different parts, A B. Often the first part is sung again, creating a 'rondeau' A B A. At least the verse, if not the complete gradual, is for the solo cantor and are in elaborate, ornate style with long, wide-ranged melismas.

The Alleluia is known for the jubilus, an extended joyful melisma on the last vowel of 'Alleluia'. The Alleluia is also in two parts, the alleluia proper and the psalm verse, by which the Alleluia is identified (Alleluia V. Pascha nostrum). The last melism of the verse is the same as the jubilus attached to the Alleluia. Alleluias are not sung during penitential times, such as Lent. Instead, a Tract is chanted, usually with texts from the Psalms. Tracts, like Graduals, are highly centonized.

Sequences are sung poems based on couplets. Although many sequences are not part of the liturgy and thus not part of the Gregorian repertory proper, Gregorian sequences include such well-known chants as Victimae paschali laudes and Veni Sancte Spiritus. According to Notker Balbulus, an early sequence writer, their origins lie in the addition of words to the long melismas of the jubilus of Alleluia chants. 

Offertories are sung during the offering of Eucharistic bread and wine. Offertories once had highly prolix melodies in their verses, but the use of verses in Gregorian Offertories disappeared around the 12th century. These verses however, are among the most ornate and elaborated in the whole chant repertoire. Offertories are in form closest to Responsories, which are likewise accompanied by at least one Verse and the opening sections of both Off. and Resp. are partly repeated after the verse(s). This last section is therefore called the 'repetenda' and is in performance the last melodic line of the chant.

Communions are sung during the distribution of the Eucharist. In presentation the Communio is similar to the Introitus, an antiphon with a series of psalm verses. Communion melodies are often tonally ambiguous and do not fit into a single musical mode which has led to the same communio being classed in different modes in different manuscripts or editions.

Ordinary chants of the Mass
The Kyrie, Gloria, Credo, Sanctus, Benedictus and Agnus Dei use the same text in every service of the Mass. Because they follow the regular invariable "order" of the Mass, these chants are called "Ordinary".

The Kyrie consists of a threefold repetition of "Kyrie eleison" ("Lord, have mercy"), a threefold repetition of "Christe eleison" ("Christ have mercy"), followed by another threefold repetition of "Kyrie eleison." In older chants, "Kyrie eleison imas" ("Lord, have mercy on us") can be found. The Kyrie is distinguished by its use of the Greek language instead of Latin. Because of the textual repetition, various musical repeat structures occur in these chants. The following, Kyrie ad. lib. VI as transmitted in a Cambrai manuscript, uses the form ABA CDC EFE', with shifts in tessitura between sections. The E' section, on the final "Kyrie eleison", itself has an aa'b structure, contributing to the sense of climax. 

The Gloria recites the Greater Doxology, and the Credo intones the Nicene Creed. Because of the length of these texts, these chants often break into musical subsections corresponding with textual breaks. Because the Credo was the last Ordinary chant to be added to the Mass, there are relatively few Credo melodies in the Gregorian corpus.

The Sanctus and the Agnus Dei, like the Kyrie, also contain repeated texts, which their musical structures often exploit.

Technically, the Ite missa est and the Benedicamus Domino, which conclude the Mass, belong to the Ordinary. They have their own Gregorian melodies, but because they are short and simple, and have rarely been the subject of later musical composition, they are often omitted in discussion.

Chants of the Office
Gregorian chant is sung in the canonical hours of the monastic Office, primarily in antiphons used to sing the Psalms, in the Great Responsories of Matins, and the Short Responsories of the Lesser Hours and Compline. The psalm antiphons of the Office tend to be short and simple, especially compared to the complex Great Responsories.

At the close of the Office, one of four Marian antiphons is sung. These songs, Alma Redemptoris Mater (see top of article), Ave Regina caelorum, Regina caeli laetare, and Salve, Regina, are relatively late chants, dating to the 11th century, and considerably more complex than most Office antiphons. Apel has described these four songs as "among the most beautiful creations of the late Middle Ages." 

Medieval and Renaissance music
Gregorian chant had a significant impact on the development of medieval and Renaissance music. Modern staff notation developed directly from Gregorian neumes. The square notation that had been devised for plainchant was borrowed and adapted for other kinds of music. Certain groupings of neumes were used to indicate repeating rhythms called rhythmic modes. Rounded noteheads increasingly replaced the older squares and lozenges in the 15th and 16th centuries, although chantbooks conservatively maintained the square notation. By the 16th century, the fifth line added to the musical staff had become standard. The bass clef and the flat, natural, and sharp accidentals derived directly from Gregorian notation. 

Gregorian melodies provided musical material and served as models for tropes and liturgical dramas. Vernacular hymns such as "Christ ist erstanden" and "Nun bitten wir den heiligen Geist" adapted original Gregorian melodies to translated texts. Secular tunes such as the popular Renaissance "In Nomine" were based on Gregorian melodies. 

Beginning with the improvised harmonizations of Gregorian chant known as organum, Gregorian chants became a driving force in medieval and Renaissance polyphony. Often, a Gregorian chant (sometimes in modified form) would be used as a cantus firmus, so that the consecutive notes of the chant determined the harmonic progression. The Marian antiphons, especially Alma Redemptoris Mater, were frequently arranged by Renaissance composers. The use of chant as a cantus firmus was the predominant practice until the Baroque period, when the stronger harmonic progressions made possible by an independent bass line became standard.

The Catholic Church later allowed polyphonic arrangements to replace the Gregorian chant of the Ordinary of the Mass. This is why the Mass as a compositional form, as set by composers like Palestrina or Mozart, features a Kyrie but not an Introit. The Propers may also be replaced by choral settings on certain solemn occasions. Among the composers who most frequently wrote polyphonic settings of the Propers were William Byrd and Tomás Luis de Victoria. These polyphonic arrangements usually incorporate elements of the original chant.

20th century
The renewed interest in early music in the late 19th century left its mark on 20th-century music. Gregorian influences in classical music include the choral setting of four chants in "Quatre motets sur des thèmes Grégoriens" by Maurice Duruflé, the carols of Peter Maxwell Davies, and the choral work of Arvo Pärt. Gregorian chant has been incorporated into other genres, such as London Boys' "Requiem" and some other dance compositions, Enigma's "Sadeness (Part I)", the chant interpretation of pop and rock by the German band Gregorian, the New age project Era, the techno project E Nomine, many of the songs by American Power/Thrash metal band Iced Earth, and the work of black metal band Deathspell Omega. The modal melodies of chant provide unusual sounds to ears attuned to modern scales. It has also been used in The Omen's main theme, Ave Satani.

Popular culture
The monks of Solesmes, discussed above for their revival of Gregorian chant, issued a number of recordings. However, when Gregorian chant as plainchant experienced a popular resurgence during the New Age music and world music movements of the 1980s and '90s, the iconic album was somewhat unexpectedly Chant, recorded by the Benedictine monks of Santo Domingo de Silos, Spain. This was marketed as music to inspire timeless calm and serenity. 
In 2008, the Cistercian Monks of Austrian Heiligenkreuz Abbey released the CD Chant – Music for Paradise, which became the best-selling album of the Austrian pop charts and peaked #7 of the UK charts. In the USA, the album was released under the title Chant – Music for the Soul and peaked at #1 on the Billboard classical charts. 

It became conventional wisdom that listening to Gregorian chant increased the production of alpha waves in the brain, reinforcing the popular reputation of Gregorian chant as tranquilizing music. Gregorian chant has often been parodied for its supposed monotony, both before and after the release of Chant. Famous references include the flagellant monks in Monty Python and the Holy Grail intoning "Pie Jesu Domine dona eis requiem" (Good Lord Jesus, grant them rest). Gregorian chant has been also used in Vision of Escaflowne and Death Note anime series, Disney's The Hunchback of Notre Dame, the theme of the Temple of Time in the Legend of Zelda series and the Halo series of videogames.

The 1976 film The Omen contained a satanic version of a Gregorian Chant as the theme and almost the entire soundtrack was satanic variations of chants. […] 
Look up this link:
http://www.antoinedanielmass.org/kyriale/VIII/

You (and others) will find several free resources to learn (and/or to train choirs for) the "Missa De Angelis" (Mass of the Angels) - Organ Accompaniment, PDF Music Score, Mp3 Recordings, and Video/YouTube.
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