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((All the earth shall worship thee and shall sing unto thee: they
shall sing to thy name": from all that is created there goes up in
His hearing a great chorus of song, ((Holy, Holy, Holy, Lord God
Almighty," for ((as truly as I live all the earth shall be filled with
the glory of the Lord." To pray to God is to take one's place in a
mighty choir, to add one's voice to a chant which has mounted up
to Him since the beginning ((when the morning stars sang together,
and all the sons of God shouted for joy," and will continue for all
time and for all hereafter circling from God through the works of
His hands and back again to Himself world without end.

(R. H. J. Steuart, S.J., T empies of Eternity
[New York: Longmans, Green and Company])
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FOREWORD

THIS present century may well go down in history as the Age of
the Laity. The huge growth in population, the spread of irreligion,
the complex social problems that confront us, make it apparent that
the Church will not fulfill her mission to this generation, unless the
laity share in greater degree the burden of their priests.

It has been said correctly that the laity will playa greater role
in the Church's social action if they enter more fully into her life
of prayer. One cannot read the text of sacred liturgy each Sunday,
nor join in the offering of the Mass, without feeling the urge to
unite with Christ in extending that kingdom which He is one day
to give to His Father.1 When Pius X called the liturgy the "first
and indispensable source of the true Christian spirit,"2 he had in
mind a spirit which would indeed "renew the face of the earth."3

In writing her book SINGING THE LITURGY, Sister Marietta has
more than done her part in helping laymen understand the liturgy.
The interlinear translation of the prayers, and the simple explana
tions of the chant will benefit many whose student days are long
past. Parish priests should find in this book a fund of information
for instructing their people.

Sister Marietta's main objective is to translate into fact the fervent
wish of the Holy See that the "chant be restored to popular use."4

1 1 Cor. 15 :24.
2 Pius X, Motu Proprio on Sacred Music.
a Ps. 103:30.
4 Pius XI, Apostolic Constitution, DitJini Cuitus Sanctitatem.
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x FOREWORD

When the people sing Mass they no longer "attend as outsiders, or
mute onlookers, but fully appreciate the beauty of the liturgy."5

We hope that SINGING THE LITURGY will enjoy a wide circula
tion. Its use as a textbook should give us Catholic graduates better
instructed in the sacred rites and better equipped for Christian
social action.

+ EDWARD D. HOWARD

Archbishop of Portland
in Oregon

5 Ibid.



PREFACE

"FOR to me, to live is Christ" (Phil. 1:21). This claim of St. Paul
is also the claim of every true follower of Christ. Christ continues
His Incarnation and Redemption in us, His members in grace. He
wills that each of us be an expression of Him in some finite wayo
It is our duty and privilege to study His will in our regard and to
allow Him to have His way in us freely.

In the liturgical cycle and in the liturgy itself we see Christ
expressing Himself in a perfect, human way in His own life.

No sooner, in fact, "is the Word made flesh" than He shows Himself to
the world vested with a priestly office, making to the Eternal Father an
act of submission which will continue uninterruptedly as long as He lives:
"When He cometh into the world He saith . . . 'behold I come . . . to
do Thy will.'" This act He was to consummate admirably in the bloody
Sacrifice of the Cross: "In the which will we are sanctified by the oblation
of the Body of Jesus Christ once." He plans His active life among men
with no other purpose in view.1

Here we find Him as our Model. It is through the liturgy, our con
tact with Him offering Himself for and with us, our contact with
Him in the Sacraments and in prayer, that we obtain from Him
the grace to co-operate with His action in and through us. The
desire of Christ (desired also by the society founded by Him) is
"achieved when Christ lives and thrives, as it were, in the hearts

1 Pius XII, Mediator Dei (New York: The America Press, 1948), No. 17.
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xii PREFACE

of men, and when men's hearts in turn are fashioned and expanded
as though by Christ."2

True participation in the liturgy is the offering of ourselves freely
and completely to Christ that He may glorify the Father with and
through us. This is above all an internal participation, but it is ex
pressed and affected by an external participation. Nor is it com
plete unless it is a participation of the whole man, body and spirit,
of man as an individual and as a member of society, particularly
of the Mystical Body of Christ. This external participation admits
of various degrees according as we are more active in our expres
sion of it. A bodily presence at the liturgy, the use of a liturgical
book in the offering of it, the voiced offering of it with others in
word, the voiced offering of it with others in song, all these may
be considered degrees of active participation which are meant to
express and make possible a complete return of ourselves to God.

Canon Masure, considering the need of man to return to God,
says:

To achieve the conquest of its being and its destiny it [that is, humanity]
casts itself upon Him who, by filling it completely, gives it the power to
be its real self. At once and in a single movement it recognizes all the
rights of God and bows before His transcendence: it adores and prays.
And at the moment when these two beings meet and embrace, God's glory
and love are satisfied and also man's restlessness and insufficiency.

In fine, sacrifice is the entire movement of our created nature. This
makes us personified tendencies, subsisting relations to God; it demands
our attainment of Him like the flight of the arrow to the mark. Sacrifice
consists in translating the direction of this living shaft into appropriate
symbolic gestures and in giving impetus to the inward drive by the very
expression of it in outward form.s

The modern movement called the liturgical movement was be
gun a century ago. From its small beginnings it has developed and
expanded through the efforts of many loyal and devoted members
of Christ's Mystical Body, under the guidance and direction of His

2 Ibid., No. 20.
a Eugene Masure, The Christian Sacrifice, translated with a preface by Dom Illtyd

Trethowan (London: Burns, Oates and Washbourne, Ltd., 1944; New York: Kenedy ~nq

SQns~ America:n E<;lition, 1947), p. 48, .



PREFACE xiii

vicars on earth, and has now spread throughout the Western World.
The papal documents of Pius X and of Pius XI concerning sung
participation in the liturgy, and particularly the encyclicals of
Pius XII on the Mystical Body, Mystici Corporis, and on the wor
ship of God by that Body, Mediator Dei, have made the liturgical
movement a matter which no faithful follower of Christ can ignore.
Nor do we wish to do so.

As we look back over these one hundred years and particularly
over the past fifty of them, we may wonder that active participa
tion in the liturgy, sometimes even the liturgy itself, is not of more
vital importance to us. It is not difficult to learn to sing the liturgy,
as we well know. But even among those who have learned to sing
it, we sometimes find a real apathy toward doing so in their parish
churches. Searching for the causes of this apathy and striving to
meet them and, if possible, to forestall them brought into being
this handbook entitled SINGING THE LITURGY: A PRACTICAL MEANS
OF CHRISTIAN LIVING.

Although inertia on the part of some who could easily sing the
liturgy may be due to the conditions under which they learned
to sing it, or to the lack of co-operation in others, these factors do
not entirely explain its existence. The most outstanding causes
seem to be a lack of understanding of the meaning of sanctify
ing grace, of the doctrine of the Mystical Body, of what the
liturgy is and what it is meant to express, of its place in the plan
of God for man, and of how necessary is active participation in it
if man would have the true Christian spirit. SINGING THE LITURGY
is one attempt to furnish at least the germ of the necessary under
standing. It has seemed good to present it as a supplementary text
for the use of those who are striving to make their participation in
the liturgy more active and intelligent. We have tried to make each
chapter of this handbook as complete and effective as possible;
therefore, of necessity, there has been some repetition of what is
fundamental in our study. The following pages have reached their
present form after much use and many revisions in the course o~

the past eighteen years.



xiv PREFACE

While this book has been devised as a text to be in the hands of
students of the sung liturgy and used by them according to a four
year class plan, it can also be used for general reading or as a helpful
reference. It was intended for, and has been used by, young adults
but we trust that it is practicable for adults of any age. With its
assistance we are aiming to prepare to "translate the direction of
this living shaft" of ourselves, and to give "impetus to the inward
drive by the very expression of it in outward form" in as complete
a way as circumstances permit. May God bless our efforts and grant
us His Spirit which we thus seek.

Feast of Pope St. Gregory the Great, and
The Sixteenth Anniversary of the Coronation of

His Holiness, Pope Pius XII
March 12, 1955
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SINGING

the LITURGY





CHAPTER I

INTRODUCTION TO GREGORIAN
CHANT

MUSIC which is worthy of its place in the liturgy of the Church
is called liturgical music. Liturgical music differs from other music
in spirit and in expression." To understand why this is so, we shall
need to understand the liturgy itself.

The Greek word, liturgy, referred to any work from which
the general public profited. The Church uses this word to refer
to its public official prayer. The liturgy is the prayer of the whole
Mystical Body, Head and members.! It is continually offered in our
name and continually represents us all as Christ's Body before the
throne of God.

In its Christian use, the word liturgy may be understood in two
ways. (1) The liturgy is, primarily, that "work of redemption
which Christ our Lord first carried out by the sacrifice of the Cross,
and which He now continues and applies through Holy Mass, the
sacraments, and the office." (2) Liturgy, in its secondary meaning,
is the "official collection of prayers, readings and hymns by means
of which Christ's liturgy is continued: in fact, the text of Mass,
sacraments, and office."2

Our official prayer represents the adoration, thanksgiving, repara
tion, and petition of the whole Church. The music which accom
panies this official prayer must also have the spirit of the prayer of
the whole Church. If the music has this spirit, it is correctly called
liturgical music. Although any music can have this spirit, Gregorian

1 See the encyclical of Pope Pius XII, Mediator Dei (New York: America Press, 1948),
No. 20.

2 Clifford Howell, S.J., "The Blessed Virgin in the Liturgy," Orate Fratres, 24:1, p. 1.

3



4 SINGING THE LITURGY

Chant, which exists primarily for liturgical use, has the spirit of the
liturgy as no other music has. Therefore, Gregorian Chant, above
all other music, is official or liturgical music.

A. The Language

The Church has not only an official form of worship, but also an
official language. This language is Latin~ Official transactions of the
Western Church are in Latin. Her official prayers are offered in
the same language. If we know Latin, then, no matter where we
go, we will be able to join our voices in offering the official prayers
of the Church. If we know the Chant, we shall be able to join our
voices in singing the official prayers of the Church in her official
music and in her official language.

B. The Chant

As we have said, Gregorian Chant is the official music of the
Church. No other music expresses the thought and feeling of the
prayers of the Church as does the Chant.

In early Christian times the prayers of the Church were declaimed
on a singing tone. This gave an added beauty and solemnity to the
prayers and at the same time made it possible for the congregation
to participate more easily. The declamation followed the natural
rise and fall of the voices of those who said the words.

In a later chapter we shall consider the origin of these sung
prayers. We shall see that early Christians used music that was a
heritage of the Hebrew liturgy, influenced by the Graeco-Roman
culture. As Christian liturgy developed, however, members of the
Church began to compose melodies of their own which were also
used by the Church in her worship.

'. The Church has only one purpose for the use of music in her
worship and that purpose is to praise God and to assist us to unite
ourselves with Him. The phrase, "To siqg once is to pray twice,"
is commonly attributed to St. Augustine.'''If singing once is praying
twice, then the music itself must pray. The music which prays the
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best is the Gregorian. It is called Gregorian Chant because of the
great services rendered to it by St. Gregory the Great who reigned
as pope from 590 to 604. Gregorian Chant is also known as plain
song, plainchant, or simply the chant.

The unity of the Catholic Church is expressed musically through
her chant. The Church provides official music for each sung prayer
of the various feasts of the year. What unity of worship would be
expressed if the Proper of the day were sung in this same official
music in all the churches of the world. What unity of worship is
expressed in any sung prayer, but particularly if the prayer is sung
in Gregorian Chant. It is inspiring to join voices with the Catholics
of our parish as we sing our prayers in our official music. It is
inspiring to go from city to city or from country to country, and
join voices with other members of Christ, singing our official prayers
in our official music. It is also very inspiring to think of the
countless saints of the past, with whom we are one in Christ,
singing these official prayers in this same official music.

REVIEW QUESTIONS

1. In what respect does liturgical music differ from other music?
2. Give a present-day example of the original (Greek) meaning of the

word liturgy.
3. In what two ways may the Christian use of the word liturgy be under-

stood?
4. What is the official music of the Church?
5. Why is this, above all other music, liturgical music?
6. What is the official language of the Church?
7. Discuss the origin of the melodies of the Church's sung prayer.
8. Why does the Church use music in her liturgy?
9. Why is the chant called Gregorian Chant?

10. What other terms are often used to refer to the official music of the
Church?

11. "The unity of the Church is expressed through her chant." Discuss
briefly.
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c. Mechanics of the Chant
I. THE STAFF

The official music of the Church is not difficult to read. The
Gregorian staff has four lines. We may be more accustomed to
read from a five-lined staff, but the principle of reading either
from a four-lined or from a five-lined staff is the same. When
Gregorian music was at its height (600-950) there was no staff at
all, nor was there a notation, such as we know it, to record the
music. When the manuscripts were prepared, signs were placed
near the words of the prayers. These signs indicated to the choir
leader only the general rise and fall of the melody which he had
already learned from memory. The choir members learned the
melodies by rate as they followed the hand gestures, or chironomYJ

of the leader. Various systems of notation had been experimentally
used. Guido, a monk of Arezzo, Italy, in the eleventh century
brought one of these systems to a more perfect form. The four-lined
staff has been attributed to Guido and has been in use since his time.

The Gregorian staff uses two clefs: the C or do clef and the F
or fa clef. These clefs mark, respectively, the first and the fourth
tones of the scale used in the melodies. Note that it is always a
half step from the clef line to the space below.

II. THE NOTES

The notes may look strange to us but they are really very simple
to read. We read the one that appears to the eye first when reading
from left to right. If one is directly above another, we read the
bottom one first.

The notes are: • the punc~um, ~ the virga, t the rhombus,
_ the quilisma, and ~ the liquescenl note. All these notes receive
an equal amount of time - one count - but only the punctum may
be written alone.

Groups of notes are called neums. Neums may be simple or com
pound. We shall study the simple neums; the others are based on
these. Simple neums have either two or three notes and are counted,

. 1" "" h"respectIve y, one-two or one-two-t ree.



1. SIMPLE NEUMS

(1) pes (~r podatus) -an ascending melody of two tones
- count "1-2."

(2) clivis - a descending melody of two tones - count
"1-2."

(3) scal1dicus - an ascending melody of three tones
count "1-2-3."

(4) climacus - a descending melody of three tones
count "1-2-3."

(5) torculus - a three-note neum of which the middle
tone is the highest - count "1-2-3."

(6) porrectus - a three-note neum of which the middle
tone is the lowest - count "1-2-3."

2. SPECIAL NEUMS

.~ (1) quilisma - an ascending melody of three tones of
", ~ich the first is slightly prolonged - count

"1-2-3."
__ (2) salicus - an ascending melody of three tones of
.. which the second is marked with an ictus. The

•• second tone is counted "I" and is slightly pro
longed. The first tone is counted with the pre-

':'

ceding tim"e-group - count "m-I-2."

,. (3) pressus minor-formed by placing a punctum before
• a neum on the same pitch as the first no~e of the

neum; the punctum and the first note of the neum
must be sung on the same syllable of the Latin
word. The punctum is counted "I" and is accented.

/\.

Count of the given group: "1-2-3."
.~ (4) pressus mOd/or' - formed by the conjoining of two
III • neums. The last tone of the first neum and the

. first tone of the second neum must be on the same
pitch and must be sung on the same syllable of the
Latin word. The first tone of the pressus itself is,
again, counted" "1~ and is accented~ Count ·of th~

given group: "m-I-2-3,"
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a

We also have (5) the oriscus, which is a punctum added to a
neum; (6) the distropha, which is a strophicus of two notes on the
same pitch and sung on the same syllable of the Latin word; (7) the
tristropha, which is a strophicus of three notes on the same pitch
and sung on the same syllable of the Latin word; (8) two virga
on the same pitch and sung on the same syllable of the Latin word
form what is called the bivirga; (9) three virga on the same pitch
and sung on the same syllable of the Latin word form a trivirga.

Some mention should be made of the liquescent note as it is used
with the neums. "Liquescent" means "melting" or "smooth-flow
ing." A liquescent note is written smaller than other notes. Al
though it is held as long as other notes it is sung more lightly.
"In reading, the liquescent syllable, which is called semi-vocal, is
to be treated softly, and the consonant, so to speak, finished on it.
The effect has been described as of an indefinite sound introduced
between two consonants, a very slight resonance separating the syl
lables. In singing, this resonance is supplied by the liquescent note,
and an abrupt transition to the new syllable is avoided."g Note the
frequent use of liquescent notes on "Hosanna," "mundi," "exaudi."
Liquescent notes, if sung well, are very expressive.

The half-size note which is found at the end of each staff is called
a custos or guide. This guide indicates the pitch of the first note of
the next line. Since it is not considered a note in itself but only a
"signpost," it is never counted.

a

C Clef on the
fourth line

C Clef on the
third line

F Clef on the
third line

Custos on the
second line

III. THE TIME

In Gregorian music all notes are of equal duration, that is, one
beat or count. A note followed by a dot is doubled in time value
and thus receives two counts. A note is never divided into half

S Benedictine of Stanbrook, A Grammar of Plainsong (Liverpool: Rushworth and Dreaper,
1934), p. 32.
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beats, quarter-beats, etc., nor ever given one-and-a-half-beats, one
and-a-quarter-beats, etc.

Time groups of two or three notes may follow each other freely.
This free alternation of binary and ternary groups is always found
in free rhythm. The relationship which exists between the time and
the rhythm of the music will be studied in greater detail in a later
chapter. For our present purpose, it is sufficient to say that the
count of "1," or the ictic note, is the point of support of the
melody, while the other counts are the up-beats leading to the
following count of "1." (The rhythm of a time-group of two notes,
counted "1-2," is "down-up." A time-group of three notes, counted
"1-2-3," has a rhythm of "down-up-up.") Unless we sing the up-beats
as up-beats moving to another down-beat, that is, to the following
count of "1," our music has no life. The final group of the musical
phrase is always a prolonged support of the melody, a point of rest,
and therefore is a dotted note - counted "1-2."

It is easy to count the time of Gregorian music. The rules are
simple.

RULES FOR COUNTING

1. Every time-group is counted either "1-2" or "1-2-3."
2. Every dotted note is counted "1-2."
3. Every note marked with an ictus is counted "1." (The count of

"I" is always the ictic note even when the ictus is not marked.)
4. The first note of a pressus is counted "I."
5. Generally speaking, the first note of a neum is counted "1." (The

salicus and the pressus are exceptions to this rule.)
6. A single punctum between two neums is counted with the

neum which precedes the punctum.
7. A single punctum after a full bar is counted "2." (As we note

below, every full bar allows at least a one-count rest for a breath.
If the melody after a full bar begins on the count of "1," the rest
is understood before the bar and is counted as "3" in the time
group which begins on the last dotted note. If the melody after
a full bar begins on the count of "2," as is the case which we are
considering under this Rule No.7, the rest is understood after
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the bar is counted as "1." The first note is then the second of
a time-group and is counted as "2." In modern notation the rest
is printed in its place either before or after the full bar. In the
Gregorian notation, the rest is understood but is not printed.)

We have spoken of the ictic note and we know by now that the
ictus marks the count of "I." The ictus also marks the place of the
down-beat, or the thetic note, which is the rhythmic support of the
melody. The ictus is sometimes referred to as the vertical episema.

Generally speaking, however, the word episema is used to refer
to the horizontal episema. This is the long straight line drawn
either over the entire neum or only over the first note of it. This
episema means that the notes or note over which it is written should
be slightly prolonged. If the horizontal episema is placed over a pes,
generally both tones are slightly prolonged. If it is placed under a
pes, generally only the first tone is prolonged.

On a four-line and a five-line staff below, you will find a table of
the ordinary neums4 with a few of their variants. Can you count
each?

Pes or Podatus

Clivis.

~Scandicus

= ---=---:~=--I------_¢= ~ I JtE
Salicus

C...=--.;1----_=1- ~I I ~I
---~E.--_----::.iIE' I ~ #:!:=

4 The rhythmical signs are used with the permission of Desclee and Company of Tournai,
Belgium.
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Quilisma

C-",,--_A*
Climacus

~..-.r---..,*.. I ~-----,.. ~
Torculus

~
Porrectus

~
Pressus Minor

~I---'I _.=~~.~-* ~ I J&J
Pressus Major

~ ~ imftt=
The Agnus Dei from Mass IX

I • "'~ ,.... __5.12""-.~~----:::-'::""liIii'C.T. -:-l.ii~l .,. ... ill ;..3If4"~.__.r--.---I~

A- gnus De- i * qui tol- lis pee-ea- ta mUll- di:

5.
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IV. THE BARS

Music is a language; therefore, like other languages, its sym
bols must have a punctuation. The punctuation of Gregorian
chant is found in the bar lines. The treatment of the musical
punctuation found at the bars (and at the dotted notes) is dis
cussed in the chapter on rhythm. There we compare the rhythmic
movement in a melody to the movement of an automobile along
an ordinary street. The energy of the motor is changed and con
trolled by a good driver at all pauses - alleyways, ends of blocks,
and red lights at arterial highways. (See pages 204-205.)

1. A quarter bar cuts only the fourth line of the staff. It marks
the end of the smallest section of the music, the incisa. Breath may
be taken at the quarter bar, but since the melody may not be de
layed, it is better not to take a breath here unless the text calls for
a break in the tone. The quarter bar is like the comma in literary
composition. In the chapter on rhythm we consider this bar as a
"side street" or as "the end of a block."

2. A half bar cuts the third and second line of the staff. It marks
the close of a larger section of the music, the member. A breath
may be taken at the half bar, but the melody may not be delayed
unduly; it should emphasize the text sung at that spot. Sometimes
the punctuation of the text admits of a longer breath; sometimes
the text permits only a very short "stolen" breath. Rhythmically, this
is the "red light" which suddenly changes to "green" for the next
phrase.

3. A full bar is drawn from the fourth to the first line. It marks
the end of a phrase. Here we have a pause for a deep breath - a
pause equaling at least one full count of silence. The rest or pause
is not written on the Gregorian staff, but we are expected to know
that it is understood there and are to observe it - a full count of
silence. (Some authors even suggest a silence of two counts.) This
silence must not disturb the flow of the rhythm. Rhythmically, this
is the "red light" at which we pause but at which we keep the
"engine" pulsing.

4. Two full bars form what is called a double bar. The double
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bar is always used at the close of a composition, or, in the course of
a composition, at the close of an important section.

v. THE SCALES

We generally speak of scales as being chromatic or diatonic.
(1) A chromatic scale is a scale of half steps only. (2) A diatonic
scale is a scale which uses whole and half steps in their natural
order, that is, with no chromatics or accidentals. The scale made
up of whole and half steps as they are found on the white keys of
the piano is diatonic.5

Modern music uses two modes of the diatonic scale, the major
and the minor. The major mode begins on C and uses the white
keys of the piano to thf octave C, that is, C-D'---:E--F-G-A-B--C'
or 1-2-3--4-5-6-7--1. The minor mode (the natural minor)
begins on A and uses only the white keys of the piano to the
octave A. It is true that we have fifteen major scales, but they are
only the scale of C transposed. We also have fifteen scales of the
natural minor which are still the A Minor transposed. By using
accidentals we may vary the minor scales a little, but we still have
only the natural minor with accidentals.

The chromatic scale, which is a series of half steps, was consid
ered by the plainsong writers to be too weak for Church music.
Gregorian uses only the diatonic scale. Gregorian music, however,
has not only two modes of the diatonic scale but eight. These modes
can be considered as' four different scales but since in the official
music books of the Church they are marked as eight we shall con
sider them as eight. They are:

the scales of D and A (Modes 1 and 2) with the final on D,
the scales of E and B (Modes 3 and 4) with the final on E,
the scales of F and C (Modes 5 and 6) with the final on F, and
the scales of G and D (Modes 7 and 8) with the final on G.

A later chapter will discuss each mode in more detail.
The Gregorian scales have no accidentals except that of B-Hat.

5 We will use the usual sign of the whole and half steps. A whole step is signified by a
straight line: -. A half step is signified by a curved line: ",-/.
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.
-1

The accidental of B-flat is alloV\Ted in any mode but it appears very
commonly in the Gregorian scale of F and is often used in the
scale of D. The sign of the accidental is a rhombus-shaped figure

(b) which changes the B in the melody to B-flat (1) until the
Latin word which is being sung is completed, (2) until the next bar
line on the staff, or (3) until a natural sign cancels the flat.

Every time we sing Gregorian melodies we are singing in the
Gregorian modes whether we know it or not. The Arabic numeral
at the beginning of each composition tells us in which mode it is.
As we said above, these modal scales all fit the white keys of the
piano. Beginning on C and following the white keys of the piano
to the octave C' we may sing do-re-mi'-'fa-sol-la-ti,-,do. Sing
ing thus we will have whole steps between each degree of the scale
except between mi and fa and ti and do. Mi to fa and ti to do
are half steps. Gregorian notation is always written on the staff
"in the key of C." If, therefore, in all Gregorian scales we always
call the C, do, it will be easy for us to find the melody since the
pattern between the tones remains the same. Thus:

C -D-E ,-,F -G -A-B,-,C'.
1 -2 -3 ,-,4 -S -6 -7,-,1

do - re - mi '-' fa -sol-la - ti '-' do

B-flat we call te (pronounced as an Italian or Latin word); it is
written in numbers as"R If we have A, B-flat, C, the place of the
half steps is changed.

A - B '-' C' is changed to A '-' B-flat - C'

6 -7,-,1

la '-' te -do

REVIEW QUESTIONS
1. Describe the Gregorian staff.
2. How were melodies learned before the staff was invented? What IS

chironomy?
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3. Who was Guido of Arezzo? For what is he noted?
4. Name and describe the Gregorian notes.
5. What is a neum? .
6. Name, describe, and give the count of the simple neums.
7. Name, describe, and give the count of the first four special neums.
8. Describe an oriscus, a distropha, a tristropha, a bivirga, and a trivirga.
9. How are the liquescent notes to be sung?

10. What is the purpose of a custos?
11. What is the duration of all Gregorian notes?
12. What is the rhythm of a two-note time-group? What is the rhythm of a

three-note time-group?
13. Give the rules for counting the time of Gregorian music. Can you apply

them?
14. What is the ictus?
15. Describe the horizontal episema. What does this sign mean?
16. Explain the significance and treatment of each of the bar lines used

on the Gregorian staff.
17. Describe the chromatic scale. Describe the diatonic scale.
18. Which kind of scale is used in Gregorian melodies?
19. How many scales are used in Gregorian music? Name them.
20. Which accidental appears in Gregorian music? For how long IS it

effective?
21. Beginning on C and following the white keys of the piano, build the

Gregorian scale (1) in letter names, (2) in numbers, and (3) in sol-fa
syllables.

22. Begin on D and do the same; begin on E; begin on F; begin on G.
23. Prepare to sing the answers to Questions 21 and 22.
24. Where are the half steps in the scale of C? Answer in letter names,

in numbers, and in sol-fa syllables.
25. What sol-fa syllable is given to the B-flat? How is it written in numbers?
26. How does a B-flat in the melody change the scale pattern of whole

and half steps?
27. How can we tell the mode of the melody even before we prepare to

sing it?

D. The Pronunciation of Church Latin

In the Gregorian, the language of the music, the spirit of the
music, the rhythm of the music, all arise from the language of
the words, the Latin. We could hardly say too much about what
Latin means to our official worship. In any good vocal music the
words are of first importance and this is especially true of the
words in the sung prayer of the Church. Latin in itself is by no
means a dead language, though it may be dead as far as we are
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concerned if we know nothing of it. To fully understand it we
should have to give it real study and much would be gained by so
doing. It is quite easy, however, to get at least an idea of the Latin by
learning the meanings of words which are commonly used in our
prayers. For this reason some interlinear translations have been
placed in the appendix. These are translations with the English
equivalent written below the Latin words.

We must be able to pronounce the words if we are to sing them.
With a certain amount of study this is quite easy to do.

I. THE VOWELS·

-Pater
-Amen

-Deus
-Filium
-Dominus
-unum

All words have vowels and consonants. The vowels in Latin and
English are the same- a, e, i, 0, and u. Unlike the English vowels,
however, each vowel in Latin has only one sound. This sound is
best learned by imitation. General directions for vowel pronuncia
tion follow.

a is as the a in the English word "father"
e is as the e in the English word "red"

is sometimes sounded more like the "eh" in
the initial sound of the English a

i is as the i in the English word "police"
o is as the 0 in the English word "for"
u is as the 00 in the English word "moon"

Special cases:
y is like the Latin i - ffiartyruffi
ae and oe are diphthongs and are like the Latin e - caeli, poena
au is like the vowel sound in the English word

"house" (au is never separated) -laudamus
-auxHiuffi

II. THE CONSONANTS

,
-ecce
- descendit

- caeli(1) c is like ch
(2) cc is like tch
(3) sc is like sh

Most consonants have the same sound tn Latin and English.
Exceptions:

Before e, ae, oe
i and y
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(4) g is a soft g
Otherwise (1) c is like k

(2) cc is like k
(3) sc is like sk
(4) g is a hard g

(5) ch is always like k
(6) th is always like t

-regina,
-caro
- ecclesiam
- discussurus
-gloria
-cherubim
-thronum,

! Sabaoth

- gratia, laetltia

-agnus
-mihi
-honor

(7) gn is like the ny in the English word
"canyon"

(8) h is like k in the words mihi and nihil
otherwise h is silent

(9) ti before any vowel and after any letter
except S, t, or x, is like tsi

ti before any vowel but preceded by
s, t, or x is regular - h6stia

(10) j is like the English y - Jesus
(11) xc before e is like a soft x (or k) with sh - excelsis

otherwise xc is treated regularly (x with k) - excussorum

III. SYLLABICATION

It is much easier to pronounce a word if we can sound it in syl
lables. Breaking a word into syllables is called syllabication. In the
syllabication of Latin words we shall follow the rules given in the
C.C.C. of the Gregorian Institute of America6 quoted below:

The following rules are flexible enough to allow an exception here and
there for the benefit of the singers who must think of both diction and
tone production. [These rules, for the most part, follow the general classical
rules of syllabication.]

Rule 1. Every Latin word has as many syllables as it has vowel sounds
or diphthongs, e.g., De-us, cae-Ium, vi-si-bi-li-um, {i-Ii-i.

Rule 2. A single consonant between two vowels is written and pro
nounced with the following vowel. . . .

Rule 3. Double consonants are separated...•
Rule 4. Where two different consonants occur together, the first is pro-

6 Catholic Choirmasters Course, Clifford Bennett, editor (Toledo: Gregorian Institute of
America, 1945), C.L., 25.
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nounced with the preceding vowel, e.g., mun-di, er-go. Exceptions: the con
sonants ct, cr, gn, mn, pt, pr, sc, st, tr, generally commence a new syllable,
especially in the liturgical texts.... Generally cl is written and pronounced
together. Naturally, the diphthongs th, ph, ch, and sh are not separated.

Rule 5. Where three consonants occur together, the first is pronounced
with the preceding vowel, e.g., con-spe-ctu, se-pul-cra, ex-spe-cto.

Rule 6. Compound words are divided according to derivation into their
original parts.... However, there are cases to prove that the exception
may be the case when the preposition ends in a single consonant and the
next letter of the compound is a vowel, e.g., per-e-o, usually pe-re-o; trans
i-re, tl'an-si-l'e.

REVIEW QUESTIONS
1. In vocal music, of what importance is the word? Is this true of a text

meant to be sung to Gregorian music?
2. What is an "interlinear translation"?
3. Study the directions given for the pronunciation and articulation of the

vowels and consonants of Latin words.
4. Study the rules for syllabication.
5. Which consonants are not separated?

E. Conclusion

It is the wish of the Church that we study both the liturgy and
the music to which the liturgy is sung. That we learn the music
of the liturgy has been solemnly requested of us many times, par
ticularly in the Motu Proprio on Sacred Music of St. Pius X (1903);
the apostolic constitution of Pius XI, Divini Cultus Sanctitatem
(1928); and the encyclical, Mediator Dei} of Pius' XII (1947).

What the Church asks us to do, she asks because she knows that
thus God's glory and the sanctification of souls will be advanced.
We have been asked to learn to sing the official worship of the
Church so that we may take a very active part in this worship.
We cannot learn all that we should about this important subject
in a short time, but by continued study and prayer and with the
assistance of the Holy Ghost, we shall grow constantly in the
knowledge and understanding of whatever contributes to our active
share in the worship of the Body of Christ. With the help of the
Holy Spirit let us prepare ourselves to fulfill the desires of Pius XII
stated in the Mediator Dei: "Let the full harmonious singing of
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our people rise to heaven like the bursting of a thundrous sea and
let them testify by the melody of their song to the unity of their
hearts and minds as become brothers and the children of the same
Father."1

GENERAL AIMS

1. Steady growth in the knowledge of the liturgy of the Church
and in the appreciation of what the liturgy means to God, to the
Mystical Body, and to us individually as members of that Body.

2. Steady growth in the understanding of the theory of the chant
the neums, the counting, the rhythm.

3. Steady development of facility in reading the music of the chant
- the modes and their characteristic melodies.

4. Steady development of correct pronunciation - vowels and
consonants.

S. Steady growth in the understanding of the prayers of the Mass
and of the Latin hymns.

6. Enough knowledge and appreciation of what the liturgy means
to make us individually apostles of active participation in it.

REVIEW QUESTIONS

1. Give the titles, dates, and authors of the recent papal documents con
cerning the liturgy and its music.

2. Why have we been asked to study liturgical music?

7 Pius XII, Mediator Dei (New York: America Press, 1948), No. 19-4.



CHAPTER II

OUR SACRED LITURGY

A. The Creation of Man

GOD is essentially perfect. Since He is in Himself all Wisdom,
Goodness, Beauty, Love, Power, nothing can increase His happi
ness. Because of His goodness and love He wishes other beings to
share the possession of His happiness. That is why God made angels
and men.

To man, as we know, God gave natural gifts, preternatural gifts,
and supernatural gifts. The natural gifts which God gave to man
are wonderful, as were also the preternatural gifts, but surpassing
all creation are the supernatural gifts. By them man is enabled to
share in the very life of God Himself; he is brought into intimate
union with the Divinity, and is empowered to do acts that increase
this union and merit the vision of God for all eternity.

On this earth man is not given the beatific vision but rather the
power, through God's grace, to merit it. Yet, in Eden, the com
panionship of Adam and Eve with God was most intimate. To
continue in this state of wonderful happiness and to attain finally
to the eternal face-to-face possession of God, only one thing was
asked of them - that they should not eat of the Tree of Good and
Evil. God required one sign by which they were to acknowl
edge their complete dependence on Him, one denial which would
signify their giving of themselves to Him in loving submis
sion. Satan deceived our first parents into acting as if God's will
and their happiness were not two aspects of the same truth, as
if their happiness would not be found in the union of their wills
with God's will.

20
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REVIEW QUESTIONS

21

1. What was God's purpose in creating angels and men?
2. What do we mean by God's "extrinsic glory"?
3. Explain the relationship between God's extrinsic glory and the happiness

of men.
4. What gifts did God bestow on man? Explain each.
5. What was the form of the official sacrifice God required of Adam and Eve?
6. In what did Satan deceive our first parents?
7. Is it still true that man's happiness is to be found in the union of his

will with God's will?

B. After Man's Sin

Because of sin, not only were man's natural gifts weakened, but
the preternatural and supernatural gifts with which man had been
originally endowed were lost to him. Nevertheless God did not change
His desire for man's true happiness, and man still could find his
restlessness satisfied only in loving union with God. Of himself
man was, as always, incapable of effecting this union. As we know,
God in His great n1ercy and goodness intervened and the only
begotten Son of God was given to man as Head and Redeemer.1

The only-begotten Son of God would take to Himself a human
nature, come to earth, and re-establish the bond between God and
man by repairing the injustice done to God and restoring the super
natural life to man. What had been at first freely given by God
to man was purchased now with great cost by the God-Man for all
who would unite themselves to him.

The effect in our souls produced by this union with Christ is a
mystery upon which we cannot meditate too much. Although it is
a mystery, prayer and study will assist us to grow in its under
standing.2 With the restoration of our supernatural gifts in Christ,

1 Thus the Church on Holy Saturday sings: "0 happy fault, that merited so great a
Redeemer!" "The second stage in God's economy for man's salvation was not merely a
healing of the first but was as high above the first as Christ, the second Adam, is above
the first Adam."

2 Suggested popular readings on this subject are:
Francis P. Le Buffe, S.J., Let's Look at Sanctifying Grace (St. Louis: Queen's Work

Press).
Most Rev. A. Noser, S.\1.D., S.T.D., Living With God in My Heart (Techny: Mission

Press).
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the possibility of heaven and the face-to-face possession of God is
also restored. Our union with Christ can be so close that we can
become to Him "other Christs." And in proportion to our union
with Him, we, "other Christs," "share in the eternal love of God
that descended through Christ into this world of time in order that
through Christ God might even in time give unto men a share in
the eternal life of the Triune God."3

This share in the eternal life of the Triune God is personal to
each, yet it is far more than that. The Holy Spirit, the Substantial
Love of the Father and the Son, is one and the same Spirit in the
Head and the members. Through this Spirit we enter the Christ
life. Through this Spirit the Christ-life grows within us. This per
sonal sharing in the Christ-life joins us ever more closely in mem
bership with Him and with all others joined with Him. "The
mystical body here on earth is therefore a constantly growing fel
lowship of souls, in whom the Christ-life becomes ever more real."4

REVIEW QUESTIONS
1. How did sin affect the relationship of man with God?
2. Discuss shortly the effect of the supernatural gifts restored in Christ.
3. What is the office of the Holy Spirit with regard to the Christ-life

within us?
4. How does Dom Virgil Michel characterize the Mystical Body?

c. Sacrifice
Sacrifice is an exterior sign of the interior return of ourselves in

love to God; it is (1) the offering of something as a sign of our
loving acknowledgment of God's dominion over us and (2) His
acceptance of our offering. Or in the words of Canon Masure:
"Sacrifice is the movement or action by which we try to bring our-

Raoul Plus, S.J., God Within Us (London: Burns, Oates and Washbourne, Ltd.), and
In Christ {esus (New York: Benziger Brothers).

Daniel A. Lord, S.J., Our Part in the Mystical Body (St. Louis: Queen's Work Press).
Dom Columba Marmion, O.S.B., Christ in His Mysteries (London: Sands and Company,

Ltd.).
M. Eugene Boylan, O.Cist.R., The Mystical Body (Maryland: Newman Book Shop).
3 Virgil Michel, O.S.B., Our Life in Christ (Collegeville: The Liturgical Press, 1939),

p. 33.
4 Ibid., p. 36.
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selves to God, our end, to find our true beatitude in our union with
Him."5 It will always be true that "to recognize the rights of God,
to make an apparent renunciation of ourselves, is to attain our end
and to achieve ourselves."6

Of its very nature, sacrifice expresses adoration, thanksgiving,
and petition. Because of sin, sacrifice must also include reparation.

Any act or sign by which man signifies a return of himself in
love to God is, in a general sense, a sacrifice. A sacrifice, to be one
in which all share, that is, a liturgical sacrifice, must be offered by
an official delegate (a priest) according to a rite which the senses
can follow. In a sacrifice of propitiation for sin, the victim must
be completely surrendered to God in the name of the sinner (or
sinners) and destroyed according to the rite commanded by Him.
Any sacrifice, to be complete, must be accepted by God. "Sacrifice
is in the end union with God.'"

REVIEW QUESTIONS

1. What is sacrifice?
2. What sentiments of worship are expressed in sacrifice?
3. A liturgical sacrifice of propitiation may be defined in five points. What

are these points?

D. Sacrifice in the Old Law

As we have said, because of sin man's sacrifice, of itself, could
never be acceptable to God. Yet in virtue of the Sacrifice of the
Redeemer to come, men who lived between the time of the sin of
Adam and Eve and the Redemption could offer gifts signifying
the gift of themselves, and be acceptable to God. As a matter of
fact, God Himself established the rites according to which certain
sacrifices had to be offered to Him at specified times.8 The account
of the establishment of these sacrifices is found in the Old Testa
ment books of Leviticus, Numbers, Deuteronomy, and others. Many

5 Eugene Masure, T he Christian Sacrifice, translated with a preface by Dam Illtyd
Trethowan (London: Burns, Oates and Washbourne, Ltd., 1944; New York: Kenedy and
Sons, 1947), p. 41.

6 Ibid., p. 54.
, Ibid., p. 152.
8 Read Mediator Dei (New York: The America Press, 1948), No. 16.
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of these sacrifices prefigured in signs Christ's own sacrifice of Him
self. They were acceptable to God and effective for the people be
cause of the grace of the coming Redeemer.

REVIEW QUESTIONS

1. Discuss the necessity and origin of the sacrifices of the Old Law.
2. Were these sacrifices truly acceptable to God? Why were they accepted

by Him?

E. The Sacrifice of Christ

"Sacrifice and oblation thou wouldst not: but a body thou hast
fitted to me: Holocausts for sin did not please thee. Then said I:
Behold I come: in the head of the book it is written of me: that I
should do thy will, 0 God" (Hebr. 10:5-7).

Everything in the life of the eternal Son of God become man
was a perfect sacrifice, for everything in His human life was abso
lutely given to the Godhead within Him. Unceasingly He expressed
the return of Himself to His Father in love, and unceasingly He was
united with Him.9

We can be sure that the forms of liturgical sacrifice decreed by
God for His chosen people were perfect!y observed by Christ in
virtue of whom they were pleasing to the Father. "Do not think
that I am come to destroy the law, or the prophets. I am not come
to destroy, but to fulfil" (Mt. 5:17).

We cannot expect to understand the mystery of Christ fully. With
prayer and study we shall grow in this understanding. For our
present purpose we must remember that although as the Sacrifice
of the only Son of God made man, Christ's Sacrifice would not
have had to express reparation, yet as the Sacrifice of the Head of
all humanity, Christ's Sacrifice had to express reparation as well as
adoration, thanksgiving, and petition. These sentiments were ex
pressed through all His acts, but they came to a climax and were
particularly expressed in His Sacrifice of Himself on the cross.
Finally, here was the Sacrifice which took the place of, and com
pletely suppressed, the symbolic liturgies of the past.

i Read No. 17 of the Mediator Dei.
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REVIEW QUESTION

1. What does this handbook tell us of the sacrifice of Christ?

25

F. Christ's Sacrifice in Our Liturgy

Christ's Sacrifice was perfect and complete.10 By It He offered to
His heavenly Father in the name of mankind a worship worthy of
the Godhead; by It He made possible a return of man to God and
the union of man with God which would result. "I am come that
they may have life" (In. 10:10).

Christ did even more than offer His Sacrifice for us. He made it
possible and even commanded us to offer His Sacrifice (and our
sacrifice through, with, and in His). This He did in establishing
the liturgy. He established a rite by which we may renew His
sacred Passion, Resurrection, and Ascension, and He instituted
sacred signs through which we may enter the life He purchased
for us, or through which this life is increased in our souls. Thus
He made His Sacrifice more completely ours.ll Truly He is our
Way, our Truth, and our Life. "No man cometh to the Father, but
by me" (In. 14:6). All our liturgy is per Christum Dominum
nostrum. It is only through Christ that we are brought into the
current of the life of God; it is only through Him that His life in
us is increased.

Pius XII thus summarizes what'we have been considering:

... the divine Redeemer has so willed it that the priestly life begun
with the supplication and sacrifice of His mortal body should continue
without intermission down the ages in His Mystical Body which is the
Church.... In obedience, therefore, to her Founder's behest, the Church
prolongs the priestly mission of Jesus Christ mainly by means of the sacred
liturgy. She does this in the first place at the altar, where constantly the
sacrifice of the cross is represented and, with a single difference in the

10 Read "The Only Son's Return" in The Christian Sacrifice of Canon Masure (New
York: Kenedy and Sons, 1947).

11 Our sacrifice offered in the liturgy of the Mass is a Perfect Sacrifice since (1) at the
Last Supper, as in the Mass, Christ makes His Sacrifice ours, and (2) in the Mass Christ
makes our sacrifice His since He changes the very sign of our sacrifice into Himself.
Nevertheless our part of this Perfect Sacrifice must ever increase in perfection.
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manner of its offering, renewed. She does it next by means of the sacra
ments, those special channels through which men are made partakers in
the supernatural life. She does it, finally, by offering to God, all Good and
Great, the daily tribute of her prayer of praise.12

The life of Christ in us, our eternal life begun even here on earth,
increases as long as we are on earth if we so desire. This Christ-life
is dependent on the offering of ourselves to God in love according ~o

His will, and on His acceptance of our offering. "If anyone love me,
he will keep my word, and my Father will love him, and we will
come to him, and will make our abode with him" (In. 14:23).13 The
grace of sharing in His life is obtained for us in our Redemption by
Christ, and is renewed and applied to our souls by His Redemption
continued in the sacred liturgy.

All the liturgy is sacrificial. We realize in part how this is true
of the Eucharist. We shall increase our preparedness for the graces
offered us if we consider further the sacrificial aspects of the
Eucharist and the sacrificial aspects of the other Sacraments and
of the Divine Office as wel1.14

REVIEW QUESTIONS

1. Why did Christ establish the liturgy?
2. What does the liturgy effect in our souls?
3. All our liturgy is "through Christ our Lord." Explain.
4. How does the Church prolong "the priestly mission of Jesus Christ"?
5. On what does the Christ-life in us depend? Why does this give us

the "right" to the Christ-life?

G. The Offering of the Whole Man
When we make a return of ourselves to God we should make a

12 Mediator Dei, Nos. 2 and 3.
13 Our turning to God is by our free will but it is also the result of God's grace.

(See Summa Theologica, Part II [First Part], Q. 109, A. 6, Obj. 1 and 4.) "Without me
you can do nothing" (In. 15:5). "No man can come to me, except the Father, who hath sent
me, draw him" On. 6:44). "By this hath the charity of God appeared towards us, because
God hath sent his only begotten Son into the world, that we may live by him. In this is
charity: not as though we had loved God, but because he hath first loved us, and sent
his Son to be a propitiation for our sins. . . . Let us therefore love God, because God first
hath loved us" (1 In. 4:9-10, 19). How grateful we should be to Infinite Love incessantly
seeking ust

14 See Dom Virgil Michel's Our Life in Christ and the Proceedings for the Liturgical
Week for 1943.
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complete return of ourselves, just as we are in relation to God.
To Him each of us is an individual, a personally adopted son of
God; therefore, our return to Him must be a personal, individual
offering. Because of our union with all who possess the Christ-life,
we are also members of His Body, members of His members.
Consequently our return to Him must be made visibly with them;
our worship must be co-offered, or, as we generally say, it must be
corporate. The liturgy fulfills both the individual and the corporate
need of man for his complete return to God.

REVIEW QUESTION

1. Discuss "the offering of the whole man" to God.

H. Conclusion

All the points in this chapter could be developed more fully. Yet
from this short study we may easily see the importance and the need
of the liturgy for the glory of God and the sanctification of souls.15

And we shall see more easily why it is that our Holy Father urges
us to learn all we can about the liturgy16 and to participate in it
as fully as we are able.17

15 See Mediator Dei, No. 26.
16 Ibid., No. 202.
17 Ibid., Nos. 23-24, 98-128, and 192-194.



CHAPTER III

PARTICIPATION IN THE LITURGY

A. The Liturgy Itself

THE liturgy is the official prayer of the Church. Through the min
istry of those ordained by the Church for this end, it is the prayer
of Christ, the Head, and of His whole Church/ no matter where it
is offered or when it is offered.

Christ came on earth to repair the wrong that man had done to
God, to open heaven for us, and to win for us the graces we need
to get there. These graces are ours if we but use the means Christ
has given us to gain them. The chief means of gaining these graces
are the Sacraments and prayer.

There are two kinds of prayer in the Church, two aspects under
which we may consider the worship paid to God by His Mystical
Body: liturgical or public prayer, and private prayer. (1) Liturgical
prayer is official prayer. It is offered by and in the name of the
whole Church, Christ and His members, regardless of the number
present at that prayer. In the Roman Rite, the term liturgical prayer
includes the Sacraments, the Mass, and the Divine Office. (2) Pri
vate prayer is unofficial prayer. It is not offered in the name of the
whole Church but in the name of those praying it at the time.
The whole Church profits by any prayer offered by any of her
individual members, but not in the same way that she profits by
the offering of her official prayer.

When we were baptized we became members of Christ; we
entered into communication with His life in each individual mem
ber of His Church. This Christ-life is developed in us particularly

1 See Mediator Dei, No. 20.
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through the liturgy. Our Holy Mother the Church knows this and
takes care of us as her dear children. Thus we are bound in con
science for our own spiritual good to offer the liturgy at specified
intervals. We realize this with regard to the reception of the Sacra
ments. The same is true with regard to offering the Mass. Weare
compelled to offer this liturgy, under pain of mortal sin, on Sundays
and holydays of obligation; we are urged to offer it more frequently.
Priests offer the liturgy of the Divine Office daily.

We say "offer Mass" and not "hear Mass." It is possible that the
common and acceptable phrase "hear Mass" may convey a very
wrong impression to us. For the Mass is the renewal of the Sacrifice
of Calvary; in It Christ offers Himself for us, and we offer ourselves
with Him to the eternal Father.

REVIEW QUESTIONS

1. What is the liturgy?
2. Distinguish between liturgical prayer and private prayer.
3. How does the liturgy affect the Christ-life within us?
4. Why is it to be preferred that we say "offer Mass" instead of "hear Mass"?

B. Private Prayer

Weare treating particularly of liturgical prayer, but we do not
disclaim the need for private prayer. Private prayer is very necessary
for us and we must not neglect it. Pius XII, in his encyclical on the
Mystical Body, says: "It is true that public prayer, prayers, that is,
that are offered by Mother Church, because of the dignity of the
Spouse of Christ, excel any other kind of prayer; but no prayer,
even the most private, lacks its own dignity and power, and all
prayer is immensely helpful to the Mystical Body."2

Private prayer and liturgical prayer should be united in our per
sonal prayer life. In his encyclical on the sacred liturgy, Mediator
Dei, Pius XII "warm!y recommends" devotions "not strictly liturgi
cal."3 He discusses this in Numbers 172 to 185 of the encyclical
and asserts that "there could be no real opposition between the

2 Pius XII, Mystici Corporis (New York: The America Press, 1943), No. 105.
3 Mediator Dei, see No. 172 If.



30 SINGING THE LITURGY

sacred liturgy and other religious practices."4 The Holy Spirit must
be given freedom to work in us as He wills. He will not work
oppositely in our private and our liturgical prayer.5 Therefore we
may judge whether or not He is inspiring our "devotions" by
whether or not they are effective in making the liturgy "loved and
spread daily ever more widely, and in making the faithful approach
the sacraments with more longing desire, and in obtaining for all
things holy due respect and honor."6

With regard to "devotions," the encyclical previously declares:
"Moreover, by nourishing the spiritual life of the faithful they
prepare them to take part in the sacred public functions with greater
fruit." 7 "Sacred public functions" is another way of saying "the
sacred liturgy." As we saw in Chapter II, the liturgy is absolutely
necessary for us if we would enter upon or live the Christ-life. All
that we do should, hand in hand with the liturgy, increase the
Christ-life within us.

REVIEW QUESTION

1. Discuss the relationship which should exist between liturgical and private
prayer in our individual prayer life.

c. Recent Papal Acts Regarding Participation
in the Liturgy

I. ST. PIUS X

St. Pius X, who was pope from 1903 to 1914, took as his motto
"to restore all things in Christ." This was in August, 1903. On
November 22, 1903, in the Motu Proprio on Sacred Music, he made
it a matter of obligation that we strive toward the ideal in regard
to participation in the liturgy. The ideal is that each person have
as full a participation in the liturgy as possible, according to the
plan of the Church. St. Pius X made this a matter of obligation
because of its importance to our souls now and for eternity.

4 Ibid., No. 173.
5 Ibid., No. 37.
6 Ibid., No. 181.
7 Ibid., No. 175.
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In the introduction to this Motu Proprio, St. Pius X says:

It being our most eager wish that the true Christian spirit may flower
again in every way and be upheld by all the faithful, before anything else
it is necessary to see to the holiness and dignity of the temple, where the
faithful gather to gain that spirit from its first and indispensable source:
the active participation in the sacred mysteries and the public and solemn
prayer of the Church.8

These direct words of St. Pius X are commonly expressed thus:
"Active participation in the sacred mysteries and in the solemn
public prayer of the Church is the primary and most indispensable
source of the true Christian spirit."

Pius X fostered active lay participation in the liturgy by (1) mak
ing it possible and a matter of obligation to sing at High Mass;
(2) by making it possible and praiseworthy to receive Holy Com
munion frequently - even daily; and (3) by making it possible for
the laity to have the missa1.9

As pastor at Salzano, at Treviso, as bishop of Mantua, and as
patriarch of Venice, Joseph Sarto saw the good resulting from
participation in the liturgical prayer life of the Church. It was
natural that when he became Pope Pius X he would endeavor to
bring as many as possible to this source of sanctity. As he said in
his catechism:

The feasts were instituted for the very purpose of rendering a common
supreme worship of adoration to God in His temples. The ceremonies,
words, melodies, in a word, all the externals, have been so well assembled
and adapted to diverse circumstances that the mysteries and truths of the
events celebrated cannot but penetrate into the soul and there produce
the corresponding acts and sentiments. If the faithful were well instructed,
and celebrated the feasts in the spirit intended by the Church when she
instituted them, there would be a notable renewal and increase of faith,
piety, and religious instruction: the entire life of the Christian would
thereby become better and stronger.10

8 The Motu Proprio of Church Music of Pope Pius X, translation and commentary by
c. J. McNaspy, S.J. (Toledo: Gregorian Institute of America, 1950), Introduction.

9 Gerald Ellard, S.J., The Dialog Mass (New York: Longmans, Green and Company,
1942), p. 8. This paragraph is almost completely Father Ellard's expression.

10 Pius X, cited by Lambert Beauduin, a.S.B., Liturgy the Life of the Church, translated
by Virgil Michel, a.S.B., 2nd edition (Collegeville: Liturgical Press, 1929), p. 47.
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II. POPE BENEDICT XV

Benedict XV was pope from 1914 to 1922. We would not expect
that the European situation during those years would be of much
natural assistance in continuing to develop the ideas and desires
of St. Pius X. Yet we find Benedict XV praising and blessing those
who were holding a congress to increase in the faithful the knowl
edge of the liturgy and the desire to take an active part in it. "All
this cannot but serve admirably to bring the faithful into closer
union with the priest, to lead them back to the Church, to nourish
their piety, to give renewed vigor to their faith, to better their
lives."1l

III. POPE PIUS XI

Pius XI was elected pope in 1922. In the A postolic Constitution,
itDivini Cultus Sanctitatem," he reaffirms the desires of St. Pius X
concerning the active participation of the laity:

It is most important that when the faithful assist in the sacred cere
monies ... they should not be merely detached and silent spectators, but
... they should sing alternately with the clergy or the choir as it is
prescribed.12

In order that the faithful may more actively participate in divine wor
ship, let them be made once more to sing the Gregorian Chant, as far as
it belongs to them to take part in it.13

Other passages from this document could be quoted. Let us note
that Pius XI is not here regulating only the part of a special
choir, but also the part of the congregation. If we read the words
with which he closes the Apostolic Constitution, we shall realize
the importance of his prescriptions.

IV. POPE PIUS XII

Concerning the importance of the liturgy itself, Pius XII says:
"It should be clear to all, then, that God cannot be honored worthily

11 Benedict XV through the letter of Peter Cardinal Gasparri, Papal Secretary of State,
cited in Orate Fratres, Vol. IX, No.7, p. 325.

12 Pius XI, Apostolic Constitution, No.9, as in Sacred Music and the Catholic Church,
George V. Predmore (Boston: McLaughlin and Reilly, 1936).

13/bid.
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unless the mind and heart turn to Him in quest of the perfect life,
and that the worship rendered to God by the Church in union with
her divine Head is the most efficacious means of achieving sanctity."14

We would only have to scan the encyclical Mediator Dei to see
how much of it deals with participation in the liturgy. Pius XII
could not more definitely urge us to increase our appreciation of
the liturgy and our participation in it. Let us read the encyclical
itself. Read Numbers 80 to 128, 150, 192 to 194, 201, and others.15

Let us, above all, co-operate with our pastors in their response to
this request made of them:

Try in every way, with the means and helps that your prudence deems
best, that the clergy and people become one in heart and mind, and that
the Christian people take such an active part in the liturgy that it becomes
a truly sacred action of due worship to the eternal Lord in which the
priest, chiefly responsible for the souls of his parish, and the ordinary
faithful are united together.I6

REVIEW QUESTIONS

1. What is the ideal of the Church with regard to participation in the
liturgy?

2. What importance did St. Pius X attach to active participation in the
liturgy?

3. Give the title and date of the document of St. Pius X on the liturgy and
its music.

4. State three ways in which St. Pius X fostered active lay participation in
the liturgy.

S. Cite an instance in which Benedict XV expressed his attitude toward
active participation in the liturgy. What did he say?

6. Give the title and date of the document of Pius XI concerning the
liturgy and its music.

7. Quote words of Pius XI which show his concern for the active partici
pation of the laity.

8. Give the title and date of the encyclical in which Pius XII treats of
the sacred liturgy.

9. Quote words of Pius XII, which express his desire for the fuller partici-
pation of the people in the corporate worship of the Church.

14 Mediator Dei, No. 26.
15 All the numbers given here are from the edition published by the America Press.
16 Mediator Dei, No. 199.
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D. Our Personal Need for Participation
in the Liturgy

"The cooperation of the faithful is required so that sinners may
be individually purified in the blood of the Lamb."l1 The eternal
Father gave His only-begotten Son to ransom man from the conse
quences of his sin. "He who buys is Christ; the price is His Blood."l8
All that we could possibly need for our redemption and sanctifi
cation was obtained for us in the Sacrifice of Calvary. But it is not
given to us unless we individually come into contact with Calvary;
it is not given to us unless we co-operate with the means of grace
our Lord provides. Therefore Pius XII reminds us: "... Christ, after
redeeming the world at the lavish cost of His own blood still
must come into complete possession of the souls of men. Wherefore,
that the redemption and salvation of each person and of future
generations unto the end of time may be effectively accomplished,
and be acceptable to God, it is necessary that men should come into
vital contact with the sacrifice of the cross, so that the merits which
flow from it, should be imparted to them."l9

It is particularly in the liturgy that we "come into vital contact
with the sacrifice of the Cross." Pius XII says elsewhere: "The
greatest, the most efficacious, and the holiest of all practices of
piety is the participation of the faithful in the Holy Sacrifice."20

REVIEW QUESTIONS

1. With His Blood, Christ redeemed the souls of men. Are all souls then
necessarily redeemed? Explain.

2. What does Pius XII say of participation in the Holy Sacrifice?

E. In What Active Participation Consists

The purpose of the liturgy is the purpose of Christ Himself: to
give glory to God directly through a worship worthy of Him and

17 Ibid., No. 78.
18Ibid., No. 76.
19 Ibid., No. 77.
20 Pius XII to Rome's Lenten preachers in 1943, cited by Gerald Ellard, S.J., in the

foreword to the Mediator Dei (New York: The America Press, 1948).
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indirect!y through the salvation and sanctification of men. The
liturgy gives glory to God by expressing exteriorly and corporately
the interior worship of the Church and by effecting in the souls of
men a fuller Christ-life.21 The purpose of participation in the liturgy
must be the same as the purpose of the liturgy itself. "While the
sacred liturgy calls to mind the mysteries of Jesus Christ, it strives
to make all believers take their part in them so that the Divine
Head of the Mystical Body may live in all the members with the
fulness of His holiness."22

Pius X has told us that a.ctive participation in the liturgy is the
foremost and indispensable source of the true Christian spirit.
Pius XII says: "... all the faithful should be aware that to partici
pate in the eucharistic sacrifice is their chief duty and supreme
dignity."23

If to participate in the liturgy is so important, it is important that
we know in what "participation" consists and how we may be
come more "active" in it. In Numbers 23 and 24 and Numbers 80
to 128 of the Mediator Dei, we are given definite papal instructions
on this matter. We will attempt to summarize some points which
may help us to follow these injunctions. We shall discuss particu
larly our participation in the Sacrifice of the Mass, for this is the
liturgy at which we assist most frequently. The Mediator Dei also
discusses and urges participation in the Divine Office, as we may
read in Numbers 138 to 150. What we say with regard to participa
tion in the Mass may be applied to participation in all the liturgy.

All exterior worship demands interior worship, or it is not wor
ship at all. In the liturgy both these elements must be "intimately
linked."24

Our participation in the worship of God may be called active
inasmuch as we are active in expressing exteriorly our interior par
ticipation. Pius XII tells us that we participate in the liturgy inas
much as we offer it with the priest and inasmuch as we offer our-

21 As we have noted, God's glory and our happiness are two aspects of the same truth.
22 Mediator Dei, No. 152.
23 Ibid., No. 80.
24 Ibid., Nos. 23-24.
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selves as victims with the divine Victim.25 In our active exterior
participation in the liturgy, we aim to express the interior partici
pation which is ours - the complete return of ourselves to God
in union with Christ's own Sacrifice of Himself. Our active exterior
participation should not only express our interior participation, but
should act as a stimulus to a fuller interior participation.

"Participation involves several factors. It makes separate, practical
demands of each person. The starting point for participation is
holiness, the possession of sanctifying grace and its constant increase
in the soul."26

Sanctifying grace gives us membership with those offering the
liturgy, that is, with Christ and His Mystical Body. This member
ship must be expressed exteriorly. Thus the Church demands at
tendance at Mass on all Sundays and holydays of obligation, and
the receiving of the Sacraments of Penance and Holy Eucharist at
least once a year. She urges us to express our union with Christ
through these means much more frequent!y than the law prescribes.

To receive Holy Communion during the Sacrifice of the Mass is
our great privilege. In the Sacrifice of the Mass we express our
interior desire to make a complete return of ourselves to God and
to be united with Him. In the Consecration He changes the signs
of the offering of ourselves (bread and wine) into Himself.
Through these signs which have become Himself He unites Himself
to us in Holy Communion. Thus the complete sacrifice is expressed
exteriorly. This, surely, is "active participation."

The words active participation are often used to refer to a more
or less actively voiced participation. Pius XII warns us that since
our talents and characters, our needs and inclinations are varied,
our response to a voiced participation will necessarily be varied
also.27 Yet he praises those who strive that "the faithful, united
with the priest, may pray together in the very words and sentiments
of the Church," as well as those "who strive to make the liturgy

25 Ibid. Read Nos. 80-104.
26 Robert E. Brennan, The Apostolate of the Liturgy, A Commentary on Mediator Dei

(Washington, D. c.: N.C.W.C., 1948), p. 5.
21 Mediator Dei, No. 108.
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even in an external way a sacred act in which all who are present
may share."28

The means of participation mentioned in Mediator Dei suggest
more than a bodily presence at the liturgy, more than participation
by intention only. The encyclical refers to the use of the Missal as an
active means of promoting true interior participation. Voiced active
participation includes (1) the singing of "hymns suitable to the dif
ferent parts of the Mass" ;29 (2) the "Missa Recitata" or dialog Mass;
(3) the "Missa Cantata" or sung Mass; and (4) the High (or Sol
emn) Mass,s° which is a sung Mass with three officiating priests or
ministers, the celebrant, deacon, and subdeacon. Pius XII particu
larly recommends the High Mass.31 The bishop is the celebrant of a
Pontifical Mass. The pope is the bishop who is the celebrant of a
Papal Mass.

REVIEW QUESTIONS
1. Discuss the relative importance of interior and exterior worship of God.
2. What, essentially, is holiness?
3. How does our holiness affect our participation in the liturgy?
4. According to the Mediator Dei, what should be our interior expression

of our participation in the liturgy?
5. By what exterior means may we express and stimulate our interior

participation?
6. What is a "Missa Recitata"? a "Missa Cantata"? a Solemn Mass? a

Pontifical Mass? a Papal Mass?

F. The Place of Music in Participation in the Liturgy

Music has a very important place in participation in the liturgy.
We have quoted from the Motu Proprio the desires of St. Pius X
for the fuller active participation of the people in the liturgy. Yet
we note that the Motu Proprio is entirely directed to the regulation
of the music used in the liturgy. '

A later chapter will discuss the music used in the liturgy. For the
present, let us reflect that the interior return of ourselves to God
is expressed exteriorly through prayer in word and prayer in act.

281bid.• No. 105.
29 Ibid.
30 In the United States both the Missa Cantata and the Solemn Mass are referred to as

"High Mass."
31 Mediator Dei, No. 106.
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The music to which we sing the words must follow the spirit of
the words themselves. Thus we may say that the purpose of music
in the liturgical prayer of the Church is (1) to clothe with a suit
able melody the words of the prayer (2) so that the faithful may
enter more easily into the spirit expressed in the prayer, and (3) thus
be more ready to receive the graces that Christ wills we receive
through this prayer.

REVIEW QUESTIONS
1. What papal document suggests that music is intimately connected with

a fuller participation in the liturgy? Explain.
2. How do we commonly express exteriorly the interior return of ourselves

to God?
3. What is the purpose of music in the liturgical prayer of the Church?

G. Living Our Participation in the Liturgy

Strictly speaking, we do not participate in the liturgy when we
offer the Masses which are being offered throughout the world.
Yet in another freer sense we do participate, for these Masses are
the Sacrifice of Christ offered by the Church in the name of all who
are one in Christ, which we offer and have offered with the Church,
and with which we have offered ourselves. We are told that there
are on an average of four elevations of the Sacred Host every second.
Joining ourselves with the offering of Christ's Sacrifice should
enable us to live in the spirit of sacrifice and should increase our
interior participation in the liturgy which we shall express exteriorly
as circumstances permit.

The liturgy, as we have seen, is the source of our life in Christ.
It is also meant to be a guide of Christian living. As we said above,
we express our prayer in word and in act. Looking at the Mass
alone it is easy to see how this prayer in word and in act could and
should be both a model and guide for all the prayers and actions
of our day.32

The Fore-Mass, or Mass of the Catechumens, is almost completely
32 This idea was developed by Father Richard Rooney, S.}., of the Queen's Work, in a

class, "The Mass, the Source and Guide of Christian Living," S,S,C,A., Spokane, Wash.,
1951.
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expressed in words. In this part of the Mass, God teaches us, not
only through His inspired words in the Epistle and Gospel and
through His Church speaking in the sermon, but also through the
Psalms which He provided for our use in addressing Him and
through the prayers which the Church has formulated to assist us
to express our worship. God has here given us a definite model for
the way we should express our worship of Him throughout the day.

In the Fore-Mass we learn by listening. In the Sacrifice-Banquet,
or the Mass of the Faithful, we learn by doing. For in this part of
the Mass, action predominates. Christ Himself takes the gift of
bread and wine in which we offer ourselves, and changes it into
His own Body and Blood. The bread and wine thus becomes the
Perfect Love-Gift of man to God, the Man-God offered in
sacrifice for man. The Perfect Love-Gift is also the Gift of God to
man, and God Himself invites man to receive this Gift in Holy
Communion. In the sacred action of the Mass, man renders to God
perfect homage in, with, and through Christ, and as a result God
gives Himself to man more fully. Here, also, God gives us a Model
and Guide for our further acting and He shows us that as we give
ourselves to Him with and in Christ, He will come to us.

In the Sacrifice of Calvary renewed in the Mass, Christ expresses
not only the attitude of man to God Himself, but also the attitude
that man should have toward his fellow man and through him
to God. If the offering of ourselves with and in Christ is sincere
and true, we will express our love for the Father as Christ ex
pressed His, that is, by preferring in the circumstances of our lives
to do and to accept what God wills for us; by striving to live,
according to Calvary's example in the Mass, the Man-God's attitude
toward God and man.

Our participation in the Mass increases the Christ-life within us.
Our participation also increases the grace to live according to the
model of Christian living presented to us in the Mass. A fuller
Christian living is again a more complete participation in the liturgy
which we have offered and a preparation for a still greater partici
pation in the liturgy which we will offer.
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REVIEW QUESTIONS

1. Discuss our participation in the liturgy which is being offered constantly
throughout the world.

2. By what means does the Fore-Mass teach us how to pray in word?
3. By what means does the Fore-Mass teach us how to pray in act?
4. Considering the guidance given us in the Sacrifice-Banquet of the Mass,

how should we act (1) with regard to God; (2) with regard to those
who have authority over us; (3) with regard to our companions; (4)
with regard to our enemies or those who have wronged us? (5) What
should be our attitude toward our work; (6) toward our recreation?

5. What relation is there between participation in the liturgy and Christian
living?

THOUGHT QUESTIONS

1. Does it make any difference to God if I participate in the liturgy as
fully as circumstances permit? Explain.

2. Does it make any difference to the Church as a whole? Explain.
3. Does it make any difference to me personally? Explain.



CHAPTER IV

THE LITURGY AND ITS MUSIC

.. TO UNDERSTAND the spirit and expression of liturgical music
we must understand the spirit of the prayer of which it is an in
tegral part, that is, we must understand the spirit of the liturgy
itself. Liturgy means official public work or public service.1 When
we use this word in connection with the worship of God, we mean
that the liturgy is the public and external expression of the internal
homage of the Mystical Body of Christ~' In the words of Pius XII,
"the Christian liturgy is the worship rendered by the Mystical Body
of Christ in the entirety of its Head and Members."2
"', Man's innate tendency to express toward God sentiments of
praise, adoration, thanksgiving, petition, and reparation, becomes
even more natural for him as man becomes more and more aware
of what he is before God, of what God is in Himself, of all that
God has done for him, and of how much love he owes to God.

" The expression of praise, adoration, thanksgiving, petition, and
reparation to God is worship of God.
"The very highest form of worship is sacrifice. Sacrifice is "a

dramatic, and intensely natural way of saying that we belong
wholly to God."3,. In a sacrifice we offer a vicarious gift, the symbol
of ourselves. When we sacrifice something to God, we are by this
act seeking our greater union with Him. If God accepts the offering,

1 The fact that prayers are said aloud and in public does not make them public in the
sense used here. A public or liturgical act is done in the name of and for many. A public
or liturgical prayer is offered in the name of and for many; the public and liturgical prayers
of the Church are offered in the name of all the Church, Head and members.

2 Mediator Dei, No. 20.
3 Reynold Hillenbrand, "The Meaning of the Liturgy," National Liturgical Week (Con

ception: Liturgical Conference, 1942), p. 22.
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the object itself becomes sacred and immediately becomes for us
a means of the greater union we were seeking.

A. Mediator Dei

.j From the first moment of His Incarnation, our Lord, the God
Man, was a perfect Mediator between God and Man. As the Head
of all mankind, He offers to God a perfect worship in the name
of mankind; as the Head of His Mystical Body, He worships God
in the name of His Body. Christ's worship culminated in the high
est form of worship, the sacrifice of Himself on the cross. In this
sacrifice, Priest and Victim are identified; Christ is both. In this
sacrifice Christ, the Mediator, becomes a divine liturgist, for on the
cross Christ acts in the name of all, and He signifies by this external
sacrifice the internal homage of all who are one with Him.

On Calvary we have the two moments of all sacrifice: the Perfect
Victim, offered to God and accepted by Him, become for us for
whom it was offered a perfect means of Communion with the
Divinity.

"These two moments - and we must never separate them in
our thought - are, of course, found again in the Mass: one and
the same sacrifice with that of the Cross, differing only in the
mode of its offering. The Mass is not just a memorial of Calvary;
not a repetition of Calvary; but the same essential act. The physical
pain and the mental dereliction, these are over; but the Cross was
the expression, through the humanity, of the eternal will-to-share;
and the Mass is the same essential expression of the same will-to
share. God's cross goes on. Not a sparrow falls to the ground, today
as yesterday, but our heavenly Father has care of it. And through
the humanity of the Son, it is a redeeming care.

"But as the Pope has made very clear to us, in this redemptive
process which goes on day by day, the Head of the Mystical mem
bers, needs the prayer and penance of the faithfu1.4 By sharing in

4 Pius XII in the encyclical The Mystical Body of Christ says, "this too, must be held,
marvelous though it appear; Christ requires His members.... in carrying out the work of
Redemption He wishes to be helped by the members of His Body." My.\tici Corporis (New
York: America Press, 1943), Nos. 54 and 55.
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the Mass we share in the Cross and the fruits of the Cross."5
At the Last Supper our Lord instituted a rite in which He offered

Himself in sacrifice to God for man, the sacrifice of His Life which
would be accomplished on the morrow. In this rite were apparent
all the requirements of a truly liturgical (but bloodless) sacrifice of
propitiation:6 (1) there was the action which indicated the complete
surrender of the victim, (2) the offering was made by a duly
authorized Priest, and (3) it was an offering that the senses could
follow.

Our Lord, after instituting the rite at the Last Supper, said: "Do
this for a commemoration of me" (Lk. 22:19). At every Mass since,
this command has been fulfilled; the priest at each Mass makes the
offering, as our Lord commanded and in the same manner as He
did, of the Victim immolated on Calvary.

In the ancient sacrifices, the sacrifice-banquet held a very impor
tant place. In the sacrifice:-banquet, the victim - offered, immolated,
and accepted by God - was consumed. Partaking of the victim was
a sign that by the sacrifice man was admitted to the participation
of divine things. How especially true is this in the Sacrifice-Banquet,
Holy Communion, in which the Victim received is God Himself.
(Read St. Paul's First Epistle to the Corinthians, 10:1~29.)

We would consider ourselves privileged to be present when our
Lord, the God-Man, prayed to His eternal Father. In truth we were
and are present, for in all His prayer, but particularly in the Cenacle
and on Calvary, we were present to Christ as members of His
Mystical Body, and even now His prayer is continued in the world
in the liturgy of His Church.

It may be said in two senses that Christ instituted the Christian
liturgy. (1) He, Himself, was the first to offer it, and (2) He left
to His Church directions as to how it should be offered. Although
He did not regulate details of the liturgy, Christ clearly indicated

5 Gerald Vann, O.P., The Sorrow of God (Oxford: Blackfriars Publication, 1946), p. 13.
This pamphlet has been incorporated in The Pain of Christ by Father Vann and is
published by Blackfriars.

6 Cf. De La TaiIle, The Mystery of Faith, Bk. I (New York: Sheed and Ward, 1940),
especially pp. 10-23.
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the essentials. Pius XII calls the essentials the "divine elements."7
Around the divine elements are human elements. These are the
prayers and ceremonies which the Church has admitted to her lit
urgy and which may be changed by her authority under the guid
ance of the Holy Spirit. In a later chapter we shall see, in part,
how the Church has modified and adapted the human elements
of the liturgy according to the needs of the age and as circum
stances and the good of souls required. In all the rites of the Church,
the divine elements are the same, while the human elements vary.

The whole Christ offers liturgical worship to God; when we
participate in the liturgy we must do so as members of the whole
Christ. "It is the mystic Christ, the whole Christ - Jesus, the Life,
the Head, and men, His living members; the divine Vine and His
divinized branches - who re-enact this perfect liturgy."8 "Nor
should Christians forget to offer themselves, their cares, their sor
rows, their distresses and their necessities in union with their divine
Saviour upon the Cross."9 All of the liturgy is ours. The Sacrifice
of the Mass is our Sacrifice; ours to offer and with it to be offered.
In the Sacrifice of the Mass we are, in a certain sense, to be both
priest and victim. Our unity with the true Priest and Victim in
creases constant!y as we make use of the graces given to us through
the Cross. God gives these graces to us as we offer ourselves with
the Sacrifice of the Cross.

REVIEW QUESTIONS

1. What is the meaning of the word "liturgy" as it applies to worship?
2. What fundamental attitudes of man's heart and mind are expressed in

worship?
3. What is the highest form of worship?
4. What is sacrifice?
5. Why is Christ a perfect Mediator between God and man?
6. Why is Christ called a "divine liturgist"?
7. Explain the phrase "eternal will-to-share."
8. What does Pius XII mean when he says that Christ needs us, His

members?
7 Mediator Dei, No. 50.
S Reynold Hillenbrand, loco cit.
9 Mediator Dei, No. 104.
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9. In the ancient sacrifices, what was the significance of the sacrifice
banquet?

10. Prove that Christ instituted the Christian liturgy.
11. What do you mean by the divine elements of the liturgy? What do you

mean by the human elements?
12. Who participate in the liturgy?

B. Living the Liturgy Enables Us to Live Christ

As we have said, the perfect worship of God by Christ culminated
in His complete Sacrifice on the cross. His worship, however, was
constant from the first moment of His Incarnation and found ex
pression in the varying circumstances of His human life.

Why did the Son of God become man? This demands a twofold
answer.10 He became man primarily to restore to God the extrinsic
glory that had been lost by original sin - to carry out the divine
glory perfectly in a human life. He became man secondarily to
enable us to partake of the divine nature and thus, through us, to
continue to carry out the divine glory.

Christ's only purpose in life was to do His Father's will; all He
did is included in this. Thus He says of Himself, "I came down
from heaven, not to do my own will, but the will of him that sent
me" (In. 6:38), and, "I do always the things that please him"
(In.8:29).

Christ proclaimed publicly that Mary was blessed because she
was His Mother, but even more blessed because she fulfilled the
will of His Father. "Yea rather, blessed are they who hear the
word of God, and keep it" (Lk. 11 :28). When Mary said, "Be it
done to me according to thy word" (Lk. 1:38), Christ began His
human life in her. By doing and accepting His will, we permit Him
to live and grow in us also, in grace.

Because of baptism, Christ lives in each of us living our human
life. Because of Baptism, Christ walks again on earth glorifying
and praising God in human circumstances.!1 Through the grace of
Baptism we become divinized; God deifies us through a partici-

10 Read Chapters XII-XVI of The Mysteries of Christianity by Matthias Joseph Scheeben
(St. Louis: B. Herder, 1946). Note particularly pp. 418-430.

11 This thought and its mode of expression is taken from lectures of Father Francis J.
McGarrigle, S.]. For a fuller discussion of this and also of the will of God, see Father
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pated likeness.12 The Incarnation is continued in us. "I am the vine;
you the branches" (In. 15 :5). Therefore Christ tells us to say "Our
Father" (Mt. 6:9), and He says, "I ascend to my Father and to
your Father" (In. 20:17).

This Christ-life, begun in Baptism, should grow and fructify as
does all life. All that we do in grace affects the Christ-life in us,
but this life is particularly aided by the means Christ Himself
ordained, that is, by the Sacraments. Christ has merited for us the
grace of divinization. He is also our Model and Guide and the
Source of our life in Him. Sanctifying grace is entirely the gift of
God. The necessary condition for sanctifying grace is the fulfillment
of the will of God. The chief and ordinary means of sanctifying
grace is the liturgy, particularIy the Sacraments.

We find in Christ a human life perfectly lived - a perfect human
life according to the plan of God. He has left us, in the Scripture
and in the traditions of His Church, a sure way of knowing the
principles of a perfect human life. Moreover, the Church in the
liturgical year presents to us the various occasions and circumstances
of Christ's human life, those circumstances in which He manifested
in detail the sentiments of filial love, preference for His Father's
will, and seeking of His Father's glory which He expressed so
intensely on Calvary. If we act according to the Spirit of Christ
shown to us in the liturgy of the year, we will gradually "put on
Christ," we will tend toward a perfect human life as God sees it.

Living according to the principles shown us in the liturgy and
co-operating with the grace of which the liturgy is the source, is
living the Christ-life. Living the Christ-life we participate in the
mysteries of Christ. For "the mysteries of Christ are our mysteries."13

McGarrigle's My Father's Will, published by The Bruce Publishing Company, Milwaukee,
Wis.

12 St. Thomas Aquinas, Summa Theologica (London: Burns, Oates and Washbourne),
Part II (First Part), Q. 112, Obj. 3 (American edition - New York: Benziger Bros.).

13 This is the title and subject matter of the first chapter of Christ in His Mysteries by
Dom Columba Marmion (London: Sands and Company, 1931), p. 3. In the summary
heading of this chapter Marmion notes the "threefold reason whereby Christ's mysteries are
ours: - Christ lived them for us; in them He shows Himself to us as our Exemplar; in
them He unites us with Himself as the members of His Body."
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But "participation in the mysteries of Jesus requires the cooperation
of the soul. If God reveals the secrets of His love towards us, it is
in order that we may accept them, that we may enter into His
views and designs, and adapt ourselves to the Eternal Plan, apart
from which neither holiness nor salvation are possible."14

The Church desires to assist us individually to become perfect
human beings according to God's plan for US.

15 She desires that we
find in the liturgy the means of living a perfect human life, and the
exampIe of this life as lived by Christ and His saints. Pius XII
reminds us: "... the most pressing duty of Christians is to live
the liturgical life, and increase and cherish its supernatural spirit."16
He states further: ". . . the liturgy shows us Christ not only as a
model to be imitated but as a Master to whom we should listen
readily, a Shepherd whom we should follow, Author of our salva
tion, the Source of our holiness, the Head of the Mystical Body
whose members we are, living by His very life."17 The liturgy
shows us the principles of a perfect human life and aids us by grace
to apply these principles to our lives. The grace to live these prin
ciples is obtained especially through the liturgy of the Eucharist
considered both as sacrifice and sacrament - connected to which
are all the sacraments and around which is placed the liturgy of
the Divine Office.IS

The liturgical year has been compared to a great gem in the
center of which is a large priceless jewel presenting a varied ap
pearance as it is seen in various lights.19 Surrounding the jewel are
lesser jewels, chosen because they reflect in a particular way the
beauty of the center and attract one's attention to it. It is evident
that the large priceless jewel in the center is the Temporal Cycle
the life of Jesus Christ which "the liturgy at stated times pro-

14 Dom Columba Marmion, D.S.B., Christ in His Mysteries, translated from the French
by a Nun of Tyburn Convent (London: Sands and Company, 1931), p. 19.

15 Mediator Dei, No. 101.
16 Ibid., No. 197.
17 Ibid., No. 163.
IS/bid., Nos. 163-164.
19 Rev. John Dunne, S.J. From notes in his class on "Liturgy."
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poses ... for our meditation,"20 and which it presents to us in
various lights throughout the year.21 The lesser jewels are the
saints included in the Sanctoral Cycle. The saints are there because
they lived, as we too can live, with the grace and according to the
principles of the inner cycle.

The prayers and readings of the Mass and Divine Office of each
day of the Temporal Cycle and each day of the Sanctoral Cycle
reflect the spirit of Christ, exemplified in His own life and in the
lives of His saints. Each day presents to us particular aspects of the
Christ-life. While the Divine Office and the Mass express the spirit
of the day in its fullness, the kernel of this spirit is found in the
Propers of the Mass alone.22 Let us take our missals, choose a certain
day, and from the prayers and readings of the Mass of that feast, see
how the Church presents to us the principles of a Christian life.

REVIEW QUESTIONS
1. Why did the Son of God become man?
2. How did Christ summarize the all-embracing spirit of His human life?
3. To what did Christ attribute the blessedness of Mary?
4. "Because of Baptism Christ walks again on earth glorifying and praising

God in human circumstances." Explain.
5. What is the necessary condition of sanctifying grace? the chief and

ordinary means?
6. What do you mean by the "Christ-life"?
7. Where are the principles of a perfect human life presented to us?
8. How does our text describe the Temporal and the Sanctoral Cycles?

c. The Music of the Liturgy Is One With the Liturgy

All that we have said about the liturgy must be kept in mind if
we would understand liturgical music, for music that has not the
spirit of the liturgy has no place in it. "If the Catholic liturgy is in
reality an act of Christ and of the whole Church, the liturgical
chant can only fulfill its object entirely when it is connected as
closely as possible with this act, when it interprets the various texts

20 Mediator Dei, No. 153.
21 Ibid., Nos. 153-165.
22 In this chapter, as in preceding chapters, we are considering the liturgy of the Mass

particularly. What we say of it should be applied equally to all the liturgy.
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in accordance with the thoughts and sentiments that move Christ
and the Church in their united action."23 Music is a language in
itself. Liturgical music must express the thoughts that Christ and
His Church are expressing in offering the liturgy.

Why is music used in the liturgy? If we study the history of any
religion, pagan or Christian, we shall see that music has always
held a prominent place in the worship; thus we conclude that the
need to worship in song is natural for man. Indeed St. Augustine
says: "It is the part of love to sing." "The man of nature quite
freely sings out the intenser moods of his heart; and the liturgy,
as we have seen, does not suppress nature, but elevates and per
fects it."24

Music has played a vital part in developing the form of the
liturgy. As a matter of fact, unless we consider the liturgy as meant
to be sung, as it was originally, we shall not understand the form
of its human elements. The music used in the liturgy of the early
days of the Church was one in spirit with the liturgy. The same
must be true now.

"Sacred music as an integral part of the solemn liturgy shares
in its general purpose, which is the glory of God and the sanctifi
cation and edification of the faithful."25

The Church uses only vocal and organ music in her liturgy.26
In this handbook we are considering only the sung prayer of the
Church.27 "Sung prayer" means "prayer that is sung." Vocal music
is always word music. This means that the words are always very
important and must be considered both in the composing of the

23 Dom Dominic Johner, A New School of Gregorian Chant (New York: Pustet, 1914),
p.237.

24 Dom Virgil Michel, The Liturgy of the Church According to the Roman Rite, p. 321.
With permission of The Macmillan Company of New York.

25 Pius X, Motu Proprio of Church Music, translation and commentary by C. J. McNaspy,
S.J. (Toledo: Gregorian Institute of America, 1950), No.1.

26 See No. 15 of the Motu Proprio, as well as Nos. 7, 8, and 9 of the Apostolic Consti
tution of Pius XI. In Section VI of the Motu Proprio St. Pius X discusses the use of other
instruments than the organ. Some of these instruments, at the discretion and with the
permission of the bishop, may be exceptionally permitted; others, as noted, are never
permitted.

27 Although we are not here considering organ music, we must realize that this music
too must express the spirit of the liturgy.
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music to which the words are sung and in the singing itself. Again,
quoting St. Pius X in his Motu Proprio:

Sacred music ... contributes to the increase of decorum and splendour
of the ecclesiastical ceremonies, and since (1) its principal function is to
adorn with suitable melody the liturgical text proposed to the under
standing of the faithful, (2) its proper purpose is to add greater efficacy
to the text itself, so that (3) by this n1eans the faithful may be more
easily moved to devotion, and better disposed to gather to themselves the
fruits of grace proper to the celebration of the sacred mysteries.28

REVIEW QUESTIONS

1. Discuss the purpose of music in the liturgy.
2. When is music liturgical music?
3. What is meant by "sung prayer"? Explain.

D. Criteria' of Sacred Music

The Church has not only the right and the authority but she
also has the duty to decide what qualities are necessary for the
music of her liturgy. Otherwise the good which the liturgy should
effect in souls might easily be lessened. The Church, following the
guidance of the Holy Spirit and in the name of the authority she
has received from God, has expressed very clearly the necessary
principles of music used in the service of the liturgy. These right
principles have been defined in the decrees of general and provincial
councils, and in the repeated commands of the Sacred Congrega
tions and of the Popes who have been Christ's vicars on earth.
St. Pius X, however, realizing that there is a "constant tendency
to go aside from correct norms"29 promulgated his Motu Proprio on
Sacred Music} and he imposed upon all its "most scrupulous ob
servance."30 In this Motu Proprio he stated definitely the criteria,
or necessary qualities, of sacred music.

The criteria of the music of the liturgy are holiness} beauty} and
universality. "It must be holy} and therefore avoid everything that
is secular, both in itself and in the way it is performed. It must be

28 Pius X, Motu Proprio, No. 1. The parenthetic numerals are ours.
29 Ihid., Introduction.
30 Ihid.
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really an art, since in no other way can it have on the mind of
those who hear it that effect which the Church desires in using in
her liturgy the art of sound. But it must also be universal in this
sense, namely, that although each country may use in its ecclesias
tical music whatever special forms may belong to its own national
style, these forms must be subject to the proper nature of sacred
music, so that it may never produce a bad impression on the mind
of any stranger who may hear it."31 Let us discuss each principle
here promulgated and see how it applies.

1. The music must be holy. As Dom Michel has said: "... litur
gical music must be more than art. It is both art and liturgy, and
therefore also religion in practice."32 Since music is an integral
part of liturgical worship, it must, like all the liturgy, be obedient
to the demands of the Church; it must be pious, noble, holy, sanc
tifying. Since it is an integral part of liturgical worship, music must
increase the solemnity of the sacrifice and emphasize the particular
mood of the liturgical season. The music itself must always pray,
must "point to God." It must have no suggestion of the secular in
it. Pius XII in the Mediator Dei says: "It is not merely a question of
recitation or of singing which, however perfect according to norms
of music and the sacred rites, only reaches the ear, but it is espe
cially a question of the ascent of the mind and heart to God so that,
united with Christ, we may completely dedicate ourselves and all
our actions to Him."33

In performance also, we must keep the spirit of the liturgy. In
the way we sing we must "point to God"; we must center the
attention on the Sacrifice at the altar and not draw attention in the
slightest degree to ourselves as individuals, nor even to the choir
as a group of individuals.

2. The music must be true art. This point is easily misunderstood
and consequently may be easily ignored. Mrs. Justine Ward reminds
us that it is very difficult to establish standards of taste because

31 Motu Proprio, No.2.
32 Dom Virgil Michel, The Liturgy of the Church According to the Roman Rite, p. 324.

With permission of The Macmillan Company.
33 Mediator Dei, No. 145.
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these standards are not obvious.34 True beauty appeals to the soul.
As long as man is on earth, beauty must reach his soul through his
senses, but the senses are only a means of communication. For
beauty is "a communication between God and the soul; the revela
tion to the soul of something of the proportion and order, the
majesty, the grandeur and nobility, of God Himself."35 Therefore
true beauty is imperishable; although it presents different aspects
at different times, beauty is in itself unchangeable. The more per
fectly a work of art has in itself the underlying principles of beauty,
the greater it is as art.

We realize that we need training to make an intelligent choice
on most forms of art. Yet with regard to music we sometimes think
that "I like it" is the final answer to "Is it good?" or "Is it accept
able?" We forget that our taste can be improved and that we should
strive to improve it. "To bring to the worship of God less than the
best is to offer the sacrifice of Cain."36

"A clear distinction must be made between prettiness and beauty.
A pretty object is not beautiful; a thing of beauty cannot be pretty.
Prettiness tickles the untrained ear and eye, but leaves the soul
untouched. It is wholly superficial: it goes no deeper than the
senses, to which it affords a passing pleasure, but nothing more."37
If a thing is truly beautiful it is true art. Therefore we must con
clude that the music used in the liturgy must appeal not merely
to the senses but to the soul; it must be, not "pretty," but "beautiful,"
or true art as St. Pius X declared.

The music used in the liturgy must be in accord with the general
standards of art and with the liturgical standards of art. "Art to be
true art must fulfill the function for which it is destined."38 But
we must consider the liturgy to decide what music fulfills the

34 Justine B. Ward, "Liturgical Music, How to Bring About Its Reform," The Catholt'c

Choirmaster, 28:9.
35 Beatrice Bradshaw Brown, "The Sacrifice of Cain," The Catholic Choirmaster, 28:156,

p. 155.
36 Ibid., p. 156.
37 Ibid., p. 155.
38 Dom Stephen Thuis, "Parish Worship, Its Artistic Expression," National Liturgical

Week (Conception: Liturgical Conference, 1941), p. 194.
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function of the liturgy. Music which is true art from the liturgical
point of view must be one in spirit with the liturgy in inspiration
and expression. If we fail to see why certain pieces of musical art
are banned from use in the liturgy it is because we either forget
the purpose of music in the liturgy or because we fail to distinguish
between music that is religious in a general sense and music that is
religious in a liturgical sense.

SPIRITUAL MUSIC

Generally Religious

1. "The expression of the personal
emotional reaction in the soul of
an individual."39 This music may
be quite self-conscious.

2. Subjective in character and ex
pression.

3. Free in character and sentiment.

4. The composer is unrestricted in
the interpretation of the text.

5. This music may verge on a worldly
expression.

6. This music may be personally
dramatic, even theatrical.

7,. The accompaniment may be chro
matic, very colorful in harmony,
even sensuous.

Liturgically Religious

1. The expression of the prayer of
the whole Mystical Body.

2. Objective in character and ex
pression.

3. According to the liturgy in char
acter and sentiment.

4. The composer must follow the
spirit of the text as the Church
is praying it.

5. This music must pray.

6. This music must always pray; it
must not even suggest the theater.

7. The accompaniment must be sim
ple, artistic, and prayerful; never
sensuous.

Composers have a right to compose music that is spiritual in a
general religious sense; and we have a right to perform it for our
personal enjoyment. But it has no place in the liturgy, as we can
easily see.

When we consider the works of the great masters of music from
certain standpoints, we find them to be "true art" for they are
truly beautiful in themselves. This is the case of the "Masses" of
Bach, Beethoven, Mozart, etc. But as Masses intended for use in

S91bid.
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the liturgy they are evidently not "true art" for they do not fulfill
the requirements of the liturgy itself. Free, subjective, and un
restricted in text, as they generally are, they do not "fulfill the
function for which they were destined" if they are sung at the
Haly Sacrifice of the Mass.

Let us consider the Bach B Minor Mass as an example. This
composition is beautiful choral music and is a masterpiece. (1) But
the words of the liturgy, as set to this music, are not given the
place that should be theirs. Here the words are simply a means of
carrying to us beautiful music - the music is of first importance
and the words are merely an accompaniment. As a matter of fact,
this music does not need the words of the liturgy at all. Yet in the
liturgy, spoken or sung, the words are always of first importance.
(2) The text is repeated as many times as the composer desired.
Yet the Motu Proprio states explicitly: "The liturgical text must
be sung as it stands in the books, without alteration or inversion
of words, without undue repetition, without breaking syllables,
and always in a way intelligible to the faithful who listen."40
The RCA Victor chorale and orchestra has made a recording of this
"Mass" on 12-inch (78 r.p.m.) records.41 The first group of "Kyrie
eleison" covers three sides; the "Christe eleison" covers two more
sides; the last "Kyrie eleison" covers one more side - in all, six sides
or three full records (each side of this type of record takes from
four to five minutes to play). Can we think that there is no "undue
repetition" of words in this composition? Note that the part of the
celebrant on the intonation of the Gloria, that is, "Gloria in excelsis
Deo," is sung by the choral group and covers nearly two thirds of
a side. (3) Verses of the chants are treated as individual pieces
and are given complete musical treatment so that they appear as
various movements of a composition. This also the Motu Proprio
forbids in liturgical music.42

If we listen to the recording of this composition and judge it from
the general standards of musical art, we easily recognize its beauty.

40 Motu Proprio, No.9.
41 Victor DM-1145 and DM-1146.
42 Motu Proprio, No. 11.
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We also easily recognize that it would be a misfit In a liturgical
service.43

3. The music must be universal. We can easily see that the liturgy
which is catholic or universal demands also a music which is
catholic, or at least a music which excludes no one in the Mystical
Body.

Conclusion. With some training we would not find it difficult
to decide which music is highly liturgical and which is highly non
liturgical, for the extremes are apparent. But as we come from the
extremes toward the center of the scale, we are less able to decide.
Here we need more than mere training, we need the special guid
ance of the Holy Spirit who is very interested in our choice because
it is music to be used in the liturgy and consequently will either
advance or hinder our growth in Christ. It would be a matter for
serious prayer if the choice were ours to make.

But the Church has established Diocesan Music Commissions for
this very task. Its members have the necessary training; and since
they are appointed by the authority of God in His Church, they
can depend on His guidance. Thank God, we have only to let the
Diocesan Music Commission decide for us what is His will in
this respect.

In the discussion of the criteria of sacred music, we have been
43 Perhaps we should here consider other "hymns" which sometimes come under dis

cussion: (1) the Ave Maria of Schubert, (2) the Ave Maria of Bach-Gounod, (3) the
Wedding March from Lohengrin by Wagner, and (4) Mendelssohn's Wedding March.
(1) Schubert might be surprised to think that we would even consider his Ave Maria as
Church music. He wrote that lovely melody and accompaniment to Ellen's prayer in Scott's
Lady of the Lake (Canto III, XXIX). If we read the words we will find that they are not
the words of the "Hail Mary" either in English or in Latin, nor do the words of the
"Hail Mary" and this melody fit artistically together. (2) In Bach's Well-Tempered Clavi
chord, which he wrote illustrating that the then new method of tempering the scale was
practicable, is a prelude in C major. Using this prelude as an accompaniment, Gounod
wrote a melody to which the Latin words of the "Hail Mary" have been "placed."
Note, too, that the words Mater Dei are omitted in this "hymn." Can we really feel that
this Ave Maria is in any sense acceptable as Church music? (3) We are not here discussing
organ music, yet we cannot avoid noting from the title Wedding March from Lohengrin
that this march suggests a theater, not the liturgy, as (4) does also Mendelssohn's Wedding
March from Midsummer Night's Dream. Anyone who has ever seen the drama Midsummer
Night's Dream would not be too much complimented at the implication if this music were
played for his wedding.
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considering the music and not the text. Yet the importance of the
text has been in our thought constantly. The text expresses our
worship, our corporate worship, in words chosen by our Mother,
the Church, herself. Thus the Motu Proprio states:

As the texts that can be rendered in music and the order in which
they are to be performed are fixed for every liturgical function, it is
not allowed to change this order or to change the prescribed texts into
others of one's own choice, or to omit them either entirely or even
only in part.44

All music used in the liturgy must aid in the fuller expression of
the spirit already expressed in the words of the liturgy.

Prayers expressed in words not taken directly from the liturgy
are more or less "liturgical," inasmuch as the words more or less
express the thought of the liturgy. This is our criteria in judging
the text of hymns in the vernacular. In such cases both the words
and the accompanying music must fulfill the function for which
they are destined.

REVIEW QUESTIONS

1. Why must the Church decide the necessary qualities of Church music?
2. What are these qualities? Discuss each.
3. Discuss the two kinds of religious or spiritual music.
4. Discuss the "Masses" of Bach, Mozart, etc., from the standpoint of

art. Why are they not suitable as liturgical art?
5. Discuss the Bach B Minor Mass. Explain, under three headings, why it

is not liturgical.
6. Is the Ave Maria of Schubert or that of Bach-Gounod suitable for

liturgical use? Explain.
7. What is the purpose of the Diocesan Music Commission?

E. Types of Music Allowed in the Liturgy

With some reservations, it may be said that all types of music
are allowed in the liturgy as long as they fulfill the requirements
of holiness, beauty, and universality. As we would expect, the chant
possesses these qualities perfectly. The chant was born of the liturgy
and is inseparably connected with it. Consequently, St. Pius X says

44 Motu Proprio, No. 8
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that it has always been looked upon as the highest model of Church
music, and that to the degree other music is like it in movement,
inspiration, and feeling, the more other music is acceptable.45 Classic
polyphony, especially the polyphony of the Roman School, which
Palestrina brought to perfection in the sixteenth century, also pos
sesses these three requisite qualities in a high degree. It is, therefore,
most acceptable. We may also use modern music. The Church has
always favored the progress of the arts and consequently not only
allows, but encourages the use of modern music which fulfills the
requirements of the liturgy.46 It is with regard to modern music,
however, that we may have to use some reservation, for modern
music had a secular and not a religious birth, and this secular source
must not be allowed to express itself in any way. All the music
used in the liturgy must be holy, true art, and universal.

REVIEW QUESTION

1. Discuss the three types of music permitted for use in the liturgy.

F. Rendition of the Music of the Liturgy

We shall discuss particularIy the rendition of the chant, since
the chant is our model in all liturgical music. What we say of
its rendition may be applied to all other music which may be con
sidered liturgical.

... these Gregorian melodies are the very melodies that have been
loved and sung down the ages by the most noble souls that have ever
graced this sinful world of ours, sung with ecstatic joy by the countless
Saints - nay, possibly even, as in the psalmody, made sacro-sanct by the
very lips of our Divine Saviour Himself and His Apostles. Laden with
such soul-fragrance and such sanctity, these chant melodies must surely
yield some of their potency also to our souls as we struggle on in our
efforts for the better things.41

Although we should prepare ourselves to sing the prayers of the
Church as well as we can, we must realize that the musical side of
our offering is not as important as the prayer itself. Thus we will

45 Ibid. Read Nos. 3, 4, and 5.
46 See the Motu Proprio, No.5, and the Mediator Dei, No. 193.
47 Thuis~ loco cit., p. 194.
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agree that the difficulty of singing well is a spiritual rather than
a material difficulty.48

That music is used in the liturgy for prayer's sake must be kept
constantly in mind. (1) Thus we will remember that our sung
prayer is addressed completely to God and not to the congregation.
It is sung primarily for the ear of God alone, and only secondarily
to assist others to take part in the sacred action at the altar. (2) The
music must be true art, but it is art for the sake of prayer or it is
not true art when it is used in the liturgy. It is a prayer that is sung
and not a song that is prayed. (3) In the plan of the liturgy, each
co-offerer has a special participation which should be expressed in
a sung prayer. Thus the ministers at the altar are to be the only
real soloists ;49 the choir, a specially trained group of men and boys,
is to sing the sung parts of the Proper of the Mass, that is, the
Introit, Gradual and Alleluia, and the Offertory and Communion
Antiphons; the congregation is to sing with the choir the short
responses, and to alternate with, or join with, the choir singing
the Common of the Mass, that is, the Kyrie, Gloria, Credo, Sanctus
and Benedictus, and Agnus Dei. (The congregation may also sing
the Responsories of the Proper either alternateIy or with the choir.
The plan for choir and congregation here outlined is not a hard
and fast rule, but both the choir and congregation should participate
vocally.)

In preparing to sing a particular piece of the liturgy, there are
several fundamental points which should be given consideration.50

(1) We should study the text of the piece from as many aspects as
possible: what it expresses, why the Church finds it fitting on this
feast and at this point of the liturgy, etc. (2) We should prepare
the melody well so that our prayer will find its fuller expression
through this medium. (3) We should remember to pray as we sing
and in no sense to strain for "effects."51 (4) The tempo of the sung

48 Dunford, translator of Sunol, Text Book of Gregorian Chant (Boston: McLaughlin and
Reilly, M. & R., edition No. 988), p. vij.

49 See the Motu Proprio, No. 12.
50 See Johner, A New School of Gregorian Chant, pp. 281-298.
51 Although, again, it is sung prayer and not organ music that is being discussed here,

the more complete expression of this sung prayer demands the relationship of text to music
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prayer should be determined by the character of the melody, of
the text, and of the feast; the number of singers and the character
of their voices; the acoustics of the building. (5) The smaller and
greater rhythms of the music, making evident the thought of the
text, must never be neglected. The sung prayer must have propor
tion and balance but it must be sung as a whole.

REVIEW QUESTIONS
1. What do you mean when you say that the difficulty of singing well

is a spiritual rather than a material difficulty?
2. The music of the liturgy is music for prayer's sake. Discuss uncler three

headings.
3. Name the sung parts of the Mass. Who should sing each part?
4. Summarize the five fundamental points to be considered in preparing

to sing a prayer of the liturgy.

G. Corporate Worship and the Music of the Liturgy
Since man is both an individual and a member of society, he

must express his worship of God both individually and socially.52
The liturgy, as no other prayer, completely satisfies this need of man.
Worship through the liturgy, however, must by its very nature be
predominantly social, or corporate, for the liturgy is the worship of
the whole Christ, Head and members. The expression of our wor
ship in the liturgy, therefore, must also by its very nature be pre
dominantly social, or corporate.

We should not be satisfied with an implicit participation in the
liturgy. St. Pius X wished the faithful to participate actively in the
sacred liturgy and he declared, as we have often quoted, that active
participation in the sacred liturgy is the primary and indispensable
source of the true Christian spirit.53 As we saw in Chapter II, the
popes since St. Pius X have continued his plea for active participa-

in the following order: "The words, the melody under the words, the accompaniment
under the melody, the organ under the accompaniment, and the organist under the organ."
(Notes from a class with Dr. H. Becket-Gibbs.)

52 See Chapter II, page 27 of this text. Dom Virgil Michel (The Liturgy of the Church
According to the Roman Rite, p. 54) reminds us that even in our individual prayer
life, we, as members of the Body of Christ, should not separate ourselves in thought
from the prayer of our Head.

53 See also Mediator Dei, Nos. 78, 80, 194, 201, 204, and others.
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don in the liturgy, and Pius XII, in his encyclical Mediator Dei, not
only urged participation, but stated definitely in what active par
ticipation consists.

As we said, the liturgy, and therefore our participation in it,
fulfills both the individual and social need of man. Thus we actively
participate by our bodily presence at the liturgy in which we offer
Christ and ourselves with Him to the heavenly Father. Still more
do we participate when we express the offering of ourselves with
Christ in gifts (Mass stipends and contributions to the collection),
and certainly by the reception of Holy Communion.54 Man ordi
narily uses his voice in expressing externally his thoughts and in
tentions. A normal and ordinary way of taking an active part in
any social gathering is to say aloud what we are thinking. This
vocal expression in the Mass, whether spoken or sung, is very im
portant. It is meant as a means to an end. It is meant to assist us,
and should assist us, to participate more fully in every other way,
particularly in the offering of ourselves to God with, through, and
in Christ, and in the reception of Him in Holy Communion.

The value of corporate worship may be considered from three
standpoints: (1) the value of corporate worship before God, (2) its
value to me as an individual and as a social being, and therefore
(3) its value to society in general. These standpoints may be con
sidered individually, but they are really inseparably united. For
although Christ's offering of Himself is always essentially perfect,
yet the offering of His Body changes as the holiness of His Body,
that is, of us His members, changes. Therefore the perfection of
the homage rendered to God through the Mass may also vary.
God in His goodness has so designed it that His glory and our
perfection are bound as one. My external participation in corporate
worship should assist others with whom I am one spiritually to
increase their participation. If our individual and united offering
is greater because of our corporate worship, as it should be, then
we are more prepared for the streams of grace with which God
desires to flood our souls. Our increase in holiness adds to God's

54 See D. Leo Rudloff, "Meaning of Participation in the Mass," National Liturgical Week
(Conception: Liturgical Conference, 1942), pp. 28-29.
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greater extrinsic glory. Also our increase in holiness makes us
more one with Him and with each other. Thus the circle of His
grace continues, and is intensified because of our corporate worship.

Our Lord Himself said: "For where there are two or three gath
ered together in my name, there am I in the midst of them" (Mt.
18:20). Surely the singing of the chants of the Mass should bring
us more "together" in our worship. Also, this "togetherness" has
for its only object the more complete worship of God, helping us
to enter into the offering which He makes for and with us in His
own name and in the name of us who are one with Him.

"As Christians we find the only effective means for individual
growth and social progress in the teachings of Jesus Christ. No
other teacher has presented the lessons of justice and charity as
they were taught by the Son of God. No other teacher has lived
the lessons of sacrifice and obedience as they were lived in Bethle
hem and Nazareth and on the Hill of Calvary. They are lessons of
love for God and neighbor which the world must learn if there
is to be justice and charity, peace and order among men."55 It is
particularly through the liturgy that we come into contact with
Christ in Himself and in His teaching, both individual and social.

"I believe," said Donosco Cortes, Spanish ambassador in Paris,
"that those who pray do more for the world than those who fight,
and if the world goes from bad to worse, it is because there are
more battles than prayers. If we could penetrate into the secrets of
God and of history, I am convinced that we should be struck with
amazement on beholding the tremendous effect of prayer, even in
quite ordinary matters."56 How true this must be of the prayer of
those actively associated with the action of Christ. Surely, here we
may find Catholic Action: for the corporate offering of the liturgy
is the Catholic Action.

The remedy for the evils of the world "must be the restoration
of the common bond uniting the world into one brotherhood under
God, the common Father. The I must be blended into the we.

55 Rev. George Johnson in Guiding Growth in Christian Social Living (Washington,
D. c.: Catholic University of America Press, 1946), p. 1.

56 Cited by Lefebvre, Catholic Liturgy (London: Sands and Company, 1924), p. 9.
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We must pray together, sacrifice together, sing together - as one
united common family under the common Heavenly Father. And
where is this better realized this side of Heaven than when gathered
together before the altar, which is Christ, using our powers of the
priesthood, praying, offering, receiving, singing our Mass together
in that unison song of Christ's Mystical Body, the Church."57

REVIEW QUESTIONS

1. Why is corporate worship essential to luan?
2. How can we actively participate in the Mass?
3. What is the purpose of singing the Mass?
4. Name four popes who have lately urged congregational singing. Can you

name the documents in which they did this?
5. In what way may corporate worship affect the worship of God by the

Mystical Body?
6. How does the liturgy cause the principles of social justice and charity

to grow in us?
7. What would you suggest as the best means of securing peace to the

\vorld?

H. The Moral Aspect of Church Music Legislation

Some Church music regulations, that is, those which are pre
ceptive, are binding in conscience; those which are directive are
meant to be counsels or recommendations and therefore are not
binding in conscience although they are to be respected. Preceptive
regulations are definite and employ such terms as: "it is to be
observed," "so we write anew and command observance," "the cus
tom is to be eliminated," etc. Directive regulations generally use
such terms as: "it is praiseworthy," "we recommend," etc.58 Both
St. Pius X's Motu Proprio on Sacred Music and Pope Pius Xl's
A postolic Constitution ((Divini cultus sanctitatem" are preceptive
as we may see from the following phrases:

57 Thuis, "Parish Worship, Its Artistic Expression," p. 197. Father Thuis is, of course,
speaking as a priest when he says "using our powers of priesthood." \Vith regard to what
is sometimes called "the priesthood of the laity" read the statement and warning of
Pius XII in the Mediator Dei, Nos. 80-84.

58 George V. Predmore, Sacred Music and the Catholic Church (Boston: McLaughlin and
Reilly, 1936), p. 21. The fotlowing phrases from the Motu Proprio and the Apostolic Con
stitution are quoted from this source.
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(1) Such is the abuse affecting sacred chant and music. . . .

(2) We consider it our first duty without further delay to raise our voice
at once in reproof and condemnation of all that is seen out of harmony
with the right rule • • • in the functions of public worship and in the
performance of the ecclesiastical offices.

(3) We do therefore publish, motu proprz'o, and with certain knowledge,
our present instruction, to which, as to a juridical code of sacred music, We
will with the fulness of Our Apostolic Authority that the force of law
be given, and we do by Our present handwriting impose its scrupulous
observance on all.

A postolic Constitution:

(1) In order to urge the clergy and faithful to a more scrupulous observ
ance of these laws and directions which are to be carefully observed by
the whole Church, We think it opportune to set down here something
of the fruits of Our experience during the last twenty-five years.

(2) These things We command, declare and sanction, decreeing that this
Apostolic Constitution be now and in the future firm, valid, and effective,
so as to obtain full and complete effect, all things to the contrary notwith
standing. Let no man therefore infringe this Constitution by Us promul
gated, nor dare to contravene it.

These expressions are very strong. Yet they teach us a lesson in
regard to the importance of the liturgy and the music used in it.
For the Church, as a loving, careful, and solicitous mother, speaks
so firmly only with regard to what is of importance to the glory
of God and the salvation of souls. These regulations on sacred music
and its use in the sacred liturgy must mean a great deal to God and
His Church and to us who are members of His Church.

REVIEW QUESTIONS

1. What is the difference between the preceptive and directive regulations
of the Church?

2. Is the Motu Proprio of St. Pius X and the Apostolic Constitution of
Pius XI concerning sacred music of preceptive or of directive force?
Quote phrases in proof.
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I. Conclusion

Christ promised that His Spirit would guide His Church on earth
even to the end of time. As we study our liturgy and its music
we should strive to enter more completely into the mind of Christ
concerning both. We should intelligently co-operate with those who
are the authority of God on earth so that we may think and act
as the Holy Spirit directs us through them. Let us do all in our
power that the prayer of Pius XII may be fulfilled:

May God, whom we worship, and who is "not the God of dissension
but of peace," graciously grant to us all that during our earthly exile
we may with one mind and one heart participate in the sacred liturgy
which is, as it were, a preparation and a token of that heavenly liturgy
in which we hope one day to sing together with the most glorious Mother
of God and our most loving Mother, "To Him that sitteth on the throne,
and to the Lamb, benediction and honor, and glory and power for ever
and ever."59

59 Mediator Dei, No. 209.



CHAPTER V

HISTORY OF THE SUNG LITURGY

Introduction

INTELLIGENT man feels a need for the worship of God. His
very nature demands that he express this worship both individually
and socially, that is, that his worship be both private and public
(or as we say, using a Greek word for public, that it be liturgical).
The Church, following Christ's example, has in the development
of her liturgy filled this need of man. "The Church's life is centered
in her liturgy - that wonderful cycle of prayer and praise."i The
more a man becomes truly Christian, the more he finds the center
of his life where the Church centers hers.

Although we are sketching the history of liturgical music, we
cannot dissociate it from the history of the liturgy itself; for music
and liturgy developed hand in hand. Indeed, Lang in Music in
Western Civilization says: "Rites and music influenced each other
to such an extent, in the liturgy of Christian antiquity, that a history
of music cannot be written separately from a history of religion."2

The Purpose of Music in the Liturgy

The liturgy of the Church prays and teaches. Therefore the music
used in the liturgy must also pray and teach. St. Paul wrote thus
to the Colossians: "Teaching and admonishing one another in
psalms, hymns, and spiritual canticles, singing in grace in your
hearts to God" (Col. 3:16). Words alone cannot express the great

1 Benedictine of Stanbrook, A Grammar of Plainsong, 3 ed. (Liverpool: Rushworth and
Dreaper, 1934), p. 3.

2 Paul Henry Lang (New York: W. W. Norton, 1941), p. 42.
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spiritual realities of life. The language of music expresses what
words alone cannot say, for "music is a revelation of the illimitable
which lies behind all the barriers of time."3

He who loves will naturally sing. "Music is the language of love.
Hence the Church, as the Bride of Christ, has always sung the praises
of her Divine Lover, Jesus Christ. Her praises, in turn, are the echo
of that ineffable canticle sung in the Godhead from all ages."4

Dom Thuis maintains that the status of Gregorian Chant through
the years may be considered a barometer of the religious fervor
through these years. Since active participation in the liturgy has
thus far presupposed the use of the chant, we are not surprised at
his opinion. For the true Christian spirit is expected as a result of
active participation in the liturgy.

Music in the liturgy is a means to an end. Music is always subor
dinate to the purposes of the liturgy; nevertheless it is inseparable
from its solemn celebration. For this reason Pius X demanded
that all liturgical music possess qualities proper to the liturgy itself:
the music of the liturgy must be holy and universal, and it must
be true art.

Particular Aims of This Study

We are going to sketch the history of the music of the liturgy.
We will note the forces that affected the music as they affected the
expression of the people in other forms, and consequently as they
affected the expression of the people in their worship. This short
study should assist us to understand better the present state both
of the liturgy and of the music of the liturgy. It should enable us
to co-operate more intelligently now and in the future in the return
of the laity to a fuller participation in their official worship.

In our study we will also note that the Church has taken into
her liturgical life, into her corporate worship, means of expression
which have been vital to her members as a group. We will consider,
for example, forces in the development of the liturgical year, the

3 Benedictine of Stanbrook, Ope cit., p. 3.
4 Dom Stephen Thuis, a.S.B., Gregorian Chant A Barometer of Religious Fervor (St.

Meinrad: Abbey Press, 1931), p. 3.
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celebration of the feasts of martyrs, etc. Pius XII has said: "Every
single period in the Church's history has contributed to enrich those
sacramental rites, as the Missal and the Roman Ritual (to cite well
known instances) clearly manifest. From the progressive develop
ment of any of the rites one easily sees the Church's care in
searching out the form best suited to their purpose."5 Thus the
consideration of our rite should help us to understand our liturgy
better. For it is only in the light of the past that we can understand
the present and the future.

As we study the Church in the various periods of her history, in
the various periods of her liturgical development, we shall appre
ciate and learn to love her more. Edward Dickinson, a non-Catholic,
says: "It [that is, the music of the early Church] was an outgrowth
of the conditions of the age, of the necessities of devotional expres
sion, and of that peculiar phenomenon symbolic of the spiritual life
within. The Catholic Church develops, but, in essence, she does not
change. The history of her music is likewise typical of her whole
history."6 Our faith should grow stronger as we watch her develop
but in essence never change.

Our appreciation of our liturgy should grow as we study its
history. We should become more and more aware of what taking
an active part in it can do for us as individual and corporate mem
bers of Christ's Body. For as Dom Johner says: "Our liturgy is
an inseparable, uninterrupted communing of Christ with His Bride,
His visit by grace and His tarrying with us - a blessed union, like
the familiar intercourse of the Master with His disciples in the days
of His sojourn on earth, and in many respects closer, firmer and
Inore eftective."7

Study is necessary, but it alone is not sufficient. To make our
knowledge affect our lives, we need the action of grace. "We may
know the liturgy through association, we can appreciate it through

5 Pius XII in his charge to Lenten preachers for 1945, cited by Gerald Ellard, S.J.,
Mass of the Future (Milwaukee: The Bruce Publishing Company, 1948), p. xii.

6 Cited by Dam Thuis, Gregorian Chant A Barometer of Religious Fervor, p. 9.
7 Dam Dominic Jahner, A New School of Gregorian Chant, 2 Eng. ed. (New York:

Pustet, 1914), p. 236.
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study, but we will never understand the liturgy until we have lived
it."8 As we study, then, let us beg the Holy Spirit to enlighten our
minds, but most of all to inflame our hearts with the love and faith
that lives the liturgy as Christ, its Divine Founder, wills we should.

Rites

Before we begin our study, it may be well that we discuss briefly
the meaning of the word rite.9 In all the various liturgies the
essentials are the same. But around the essentials there have devel
oped, in various centers, customs which gradually became settled
and crystallized. For example, since the prayers were at first ex
temporaneous, they may have had a different order and a different
mode of expression, even if, perchance, the prayers offered at vari
ous places were for the same intention. "Insistence on one part at
one place, on another at another, different parts shortened or en
larged, slight re-arrangements of the order, caused for some practical
reason, bring about different types of liturgy."lo

A bishop subject to the patriarchate of Antioch, Alexandria, or
Rome naturally imitated his patriarch to a great extent. Yet since
uniformity was not expected at first, there was fluidity within each
patriarchal rite as well as quite a development in parent and daugh
ter rites. Although not all authorities agree as to the number of
parent rites, generally four are given :11 that of Antioch, of Alexan
dria, of Rome, and of Gaul. Derived from the Antioch-Jerusalem
Rite is the great Byzantine Rite. The Roman and Gallican Rites
were followed in the West. Under the term Roman Rite may be
included (1) the original pure Roman Rite and the African Rite
(neither used today), (2) the present Roman Rite with its Gallican
additions, and (3) various modifications of this last as used by

8 Marie Pierik, The Spirit of Gregorian Chant (Boston: McLaughlin and Reilly, 1939),
p.202.

9 Book Two of Our Quest For Happiness by Clarence Elwell and others (Chicago:
Mentzer, Bush and Company, 1945), on pp. 525-527, gives a concise and exact summary
of the various rites of the Church.

10 Adrian Fortescue, The Mass (New York: Longmans, Green and Company, 1912),
p.77.

11 Ibid., pp. 76-109. See also Joseph A. Jungmann, S.J., The Mass of the Roman Rite,
translated by Francis A. Brunner, C.SS.R. (New York: Benziger Brothers, 1951), pp. 33, 44.
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religious orders such as the Dominicans and Carmelites, and dioce
san modifications for the most part now abolished. The Gallican
Rite has two remnants only - the Ambrosian and the Mozarabic.12

PERIODS OF THE MUSIC OF THE LITURGY

First Period - Formative Period - From the Year A.D. 33-600.
Second Period - Period of Diffusion and Perfection - 600-1300.
Third Period - Period of Decadence of the Chant -1300-1517.
Fourth Period - Period of Loss of the Chant -1517-1850.
Fifth Period - Period of Restoration of the Chant-

185D-the Present.

REVIEW QUESTIONS

1. Why must we study the history of the liturgy as we study the history
of its music?

2. Give an example of the liturgy praying and teaching.
3. How does music help the liturgy in its praying and teaching?
4. State the qualities required of liturgical music.
5. Explain what Dom Thuis means when he calls Gregorian the barometer

of religious fervor.
6. State three results which are to be expected from the study of the history

of the liturgy and its music.
7. When will we understand the liturgy? Explain your answer.
8. How did the various rites come into existence?
9. To which rite do you belong?

10. Give the titles and dates of the periods of the music of the liturgy.

FIRST PERIOD - FORMATIVE - UNTIL A.D. 600

A. The Time of Christ to the Edict of Milan
A.D. 1-313

HISTORICAL SETTING

The beginning of the Christian Era saw the life of Christ and
the founding of His Church. After His death, His teachings were
spread through His Church, His Mystical Body, which won con
verts and grew in spite of persecution and early heresies (Donatism

12 Fortescue~ op. cit., pp. 108-109,
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and Manichaeism). The Church in this early age is the Church of
the Apostles, martyrs, and early apologists. Here, too, we see the
founding of monasticism in the East.

THE LITURGY OF THE FIRST THREE CENTURIES

I. IN THE TIME OF CHRIST

Although our Lord as Author of the Law was surely not subject
to it, yet He fulfilled its precepts as though He were. He says of
Himself: "Do not think that I am come to destroy the law, or the
prophets. I am not come to destroy, but to fulfil" (Mt. 5:17). As a
true Israelite He followed the "custom of the law" (Lk. 2:27).
Therefore we may say that He and His disciples followed the form
of the Hebrew liturgy. Several times a year they went to the Temple
at Jerusalem and every Sabbath to the Synagogue.

The service at the Synagogue was a prayer service. In it we dis
tinguish a form which affected the form of the first part of the
Mass in our own rite. This Synagogue service consisted of
(1) prayers - of adoration, praise, thanksgiving, petition, atone
ment (reparation); (2) readings from Scripture; (3) singing of
psalms between readings; and (4) a sermon by one of the rabbis
or elders of the people.

As we have said, this Synagogue service has affected our own
liturgy. The manner of singing the psalms in both this and the
Temple service has also affected the manner of doing the same in
our liturgy. Here are found the forerunners of the Christian
antiphonal and responsorial psalmody. Both of these will be ex
plained later.

Certainly we wish we could have seen and heard our Lord when
He took part "according to the law" in the worship of His Father.
We wish we could know with certainty what melodies He sang
as He chanted the prayers of the Hebrews. Modern Jewish writers,
such as Idelssohn and Zaminsky, find a relationship between some
Hebrew and Gregorian melodies. We cannot claim that Christ sang
melodies which we sing now. Nevertheless, it is safe to say that
He may have sung melodies which would sound familiar to us.
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And we do know that the psalms held a prominent place in His
prayer life as they did in the life of all His chosen people. We also
know that after the first Mass, the Last Supper, our Lord sang a
hymn, for so the New Testament tells us. We are told that the
psalms customary after the paschal banquet are Psalms 113 to 118.
One of these we sing at the close of Benediction of the Most Blessed
Sacrament. The Laudate Dominum is Psalm 116. We cannot but
agree with Gastoue when he says: "Jesus! The first chanter of the
new law! The first liturgical Christian chant accompanies the first
Eucharist! For a truth, the musical life of the Church commences
in thanksgiving at the Last Supper, and it springs from the heart
of Jesus."13

None of the New Testament accounts of the events of the Last
Supper is complete in itself. But by putting the four together we
find in the liturgy of the Last Supper the nucleus, if not the order,
of our liturgy in the present day. Our Lord (1) took bread and
wine separately, (2) said a prayer of thanksgiving, (3) through
words of Consecration changed the bread into His Body and the
wine into His Blood, (4) broke the Bread, (5) gave the Apostles
Holy Communion, and (6) addressed to them a loving and solemn
sermon.14

II. IN THE TIME OF THE PERSECUTIONS - A.D. 33-313,

For a time the Apostles and their converts to Christianity con
tinued to follow the form of the Hebrew liturgy with the addition
of their own prayer service and the offering of the Eucharist, as
our Lord had commanded them: "Do this for a commemoration
of me" (Lk. 22:19). Weare not surprised to see that they still fre
quented the Temple and took an active part in the service of the
Synagogue. Yet at the same time we know that the first Christians
met together, probably in private homes, for a distinctly Christian
service of prayer and for the "breaking of the bread" (fractio panis).

18 M. Gastoue, quoted by Rene Aigrain, Religious Music (London: Sands and Company,
n.d.), p. 11.

14 Read Chapters 14 to 16 of the Gospel of St. John. Read also Christ's prayer for His
disciples, therefore for us, in Chapter 17 of St. John.
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Although the word Synaxis means a meeting of any kind, it is
often used to refer to the Christian prayer service. The Christian
Synaxis was based in form on the Synagogue service. Here, as in
the Synagogue service, we have the praying together, the singing
of psalms and hymns, readings from Scripture to which is added
the reading of letters (or epistles) of absent leaders of the early
Church, and sermons (or homilies). Yet there is a vast difference
between the Synagogue service and the Christian service of prayer,
for in the Christian Synaxis all is centered in and radiates from
devotion to and through Christ, the God-Man. "In all these rites
and prayers Christ is ever present, prompting and operating, so
that the expression 'Christian worship' is strictly accurate."15

At first, the common "breaking of bread," the offering of the
Eucharist, was a separate service, preceded or accompanied by the
agape, or "love feast," which was soon omitted entirely in this
connection. The Eucharistic offering, varying in its expression,
tended to the following form: (1) a prayer of thanksgiving,
(2) the separate consecration of the bread and wine, (3) prayers
(in the early rite, prayers remembering Christ's death), and
(4) the reception of Holy Communion. Writings of the third
century mention the offering of gifts by the faithful before the
prayer of thanksgiving. It is probable that this offering was made
from the first days of the liturgy.

Gradually the ordinary Synaxis was followed by the Eucharist
but their distinctness remains evident even now in our composite
service - the Mass.

The offering of the Eucharist was also held in connection with
nocturnal meetings, the night watches or vigils. Christians met
during the night hours and spent the time in watching and
praying, that is, in prayers, in reading from Scripture, in singing
psalms, and in listening to short sermons. Following the watch,
in the earIy morning the Eucharist was offered.

The vigil service, a prayer service again reminding us of the
15 Dom Fernand Cabrol, The Prayer oj the Early Christians (London: Burns, Oates and

W~s4b9urne? 1930), p. xxiv,
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Synagogue service, was later combined in Matins, with its three
nocturns, which is our Divine Office of the night. A vigil preceding
the Sunday Eucharist normally began at midnight. The Easter
vigil began even earlier and continued until the morning Eucha
rist. Perhaps in imitation of this Easter vigil, Christians began to
meet on other days at the hour when the lamps were lit (hora
incensi). This is probably our first form of Vespers.16 The "hours"
of the day were also the occasion for special prayer, as we shall see.

In the Eucharist and in the ordinary Synaxis and vigil services,
as well as in the special prayers throughout the day, we see
foundations of the liturgy. In the beginnings of the Church there
was a remarkable uniformity in the liturgy. Yet it was a "uni
formity of type rather than of detail,"17 although in many cases
the actual words were the same. Since no uniformity of detail
was demanded during the early centuries and since each bishop
could pray as he wished, there were slight variations within a com
parative uniformity of outline. These variations of detail led to
the development of the various rites of the Church, all based on
the early liturgy.

How do we know the early form of our liturgy? What are our
sources of information? We have, first of all, the witness of the
New Testament. Beyond that, we may refer to other early docu
ments. Those of the first century are the Didache, which is "appar
ently the earliest extant work after the New Testament,"18 and
the various Epistles of Clement, Barnabas, and Polycarp. Those of
the second century are the account of Pliny, the apologies of St.
Justin Martyr and of others, and the writings of St. Irenaeus. Those
of the third century are the Didascalt'a of the Apostles and the A pos
toNc Tradition of St. Hippolytus. The latter document is our most
important source concerning the liturgy at Rome in this, the third,
century. The fourth century saw the beginnings of different litur
gies, so from here on we would have to trace each rite separately.

16 Peter Wagner, Introduction to the Gregorian Melodies, translated by Agnes Orme and
E. G. P. Wyatt, Vol. I (London: Plainsong and Medieval Society, 1901), p. 109.

17 Fortescue, op. cit., p. 56.
18 Ibid., p. 8.
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In this study we will but indicate briefly the development of the
liturgy and the music of the liturgy of the Roman Rite.

We have mentioned many times the singing of psalms. We
know that music was "the handmaid of the liturgy" from the
beginning. St. Paul himself urged the Christians at Ephesus and
Colossus to sing hymns, psalms, and canticles: "Speaking to your
selves in psalms, and hymns, and spiritual canticles, singing and
making melody in your hearts to the Lord" (Eph. 5:19).

To what melodies did they sing their prayers? Since the first
Christians were Jews and converted Greeks, we should expect
the prayer-music of the early Christians to show a Jewish and
Greek influence. "Having been brought into touch with two
civilizations and two forms of art - the Hebrew and the Graeco
Roman - with exquisite tact she (the Church) borrowed from
each what best suited her ends."19 "Or, as it has been popularly
expressed, the music of Holy Mother has originated in Hebrew
sources, has passed through Greek channels, and was finally cast
in the Roman mold."20

Dom Cabrol summarizes our liturgical indebtedness to the Jews.
After mentioning the books of the Jews, particularly the books of
Moses, of the prophets, and of the psalms, he says: "The Christian
synaxis bears an astonishing resemblance to the Synagogue service
and is made up of the same elements. The very mould into which
their improvised prayers were cast, is borrowed from the Jewish
worship. Some of the expressions most frequently met with in Chris
tian worship, such as Amen, Alleluia, Hosanna~ Pax Vobis, Dominus
vobiscum - are found in the Old Testament. The typically Jewish
formula - The God of Abraham, of Isaac and of Jacob - is still
found in Origen and other writers. Ablutions, the imposition of
hands, the use of oil and incense, certain attitudes at prayer, viz.
standing, kneeling, extending the hands, were features of the Mosaic
ritual and the two chief Christian festivals, Easter and Pentecost,
take from the Jewish calendar, if not their meaning, at any rate

19 Benedictine of Stanbrook, Gregorian Music, cited by Dom Thuis, p. 16.
20 Dorn Thuis, Gregorian Chant A Barometer of Religious Fervor, p. 16.



HISTORY OF THE SUNG LITURGY 75

their name and their place in the course of the year. The form of
the litany, of the anaphora or preface, of the collect and even that
of the doxology is of Jewish origin. The week of seven days,
except for the vital change of the Sunday, and the division of the
hours of the day into threes [the "Hours" of the Divine Office],
have been borrowed in the same way."21

From the Greeks came "undoubtedly decisive influences for the
fashioning of the Christian rite of initiation with its exorcisms and
anointing, and also the idea of celebrating the solemn rite of
baptism on the night of Easter. From Hellenism came the 'dis
cipline of the secret,' that is, the Christian obligation to secrecy
in regard to the essential acts of worship. From Hellenism came
the tendency to submit the Christian formulas of prayer to the
rules of ancient rhetoric and especially to the particular rules of
symmetry. From Hellenism came many technical terms in the
language of the liturgy, such as the word liturgy itself and the
words mysterium, anaphora, canon, praefatio, anamnesis, etc. And
finally, from Hellenism came certain patterns of prayer such as
that of the litany of All Saints, and acclamations such as Kyrie
eleison and Dignum et justum est.JJ22

Since, as we have noted, the Hebrew liturgy and the Graeco
Roman practices have influenced our liturgy, we may also reason
ably expect that our liturgical music was influenced by the music
of each.23 (1) Diatonic melodies, that is, melodies composed of
whole and half steps, were used by the Greeks and influenced our
early liturgical music. To the Greeks we also owe (2) the art of
rhythm, and (3) in all probability, the principle of the undivided
beat.

We have already mentioned the influence of the Jews on our
psalmody. We also owe them (1) the style of music which we
call responsorial, (2) the principle of the close relationship between

21 Dom Fernand Cabrol, Ope cit., p. xxi.
22 Theodor Klauser, "A Brief History of the Liturgy in the West," Part I, Orate Fratres

(Collegeville: St. John's Abbey Press), Vol. XXIII, No.1, p. 9.
23 Continued research is ascertaining contributions to our liturgy and its music from

other sources. This does not lessen the early influence of both the Hebrew and Graeco
Roman cultures.



76 SINGING THE LITURGY

music and text (this principle involves free rhythm), and the
practice of melismatic or florid passages sung by a soloist at a
verbal and musical cadence. The fact that singing in the early
Church was monodic, that is, single-voiced or in unison, can be
traced to both cultures.

The Hebrews gave us responsorial singing and the congrega
tional use of the antiphon. From the first, both in the Mass and in
the Divine Office, responsorial psalmody has been associated with
solo singing. Antiphonal singing was not introduced into the Wes
tern Rite until a later date. Antiphonal psalmody, developing
differently in the Mass and in the Divine Office, is not a solo but
a choir psalmody. Although antiphonal singing was not introduced
into the Roman Church until the fourth century, we will consider
this style of singing here as we endeavor to make clear how it
differs from responsorial singing.

The words responsorial and responsory practically define them
selves; immediately we think of a response or refrain. In respon
sorial psalmody, each psalm verse, originally sung by a soloist,
was followed by a verse which was called the responsory or
refrain. The responsory was sung by a group.

Antiphony means "sounding against." In antiphonal psalmody,
the psalm verses were sung one after another in alternating
choirs. An antiphon is an independent piece. Although it did not
have to be, its text was often taken from the psalm with which
it was associated. Used as a responsory, it "sounded against" the
verses sung by the soloist.

Let us use Psalm 64 to demonstrate a type of responsorial and
a type of antiphonal singing. We will use only the first six of its
fourteen verses. Note that we have chosen the antiphon which
the Church associates with Psalm 64 in the Introit of the Requiem
Mass. We will sing both the antiphon and the psalm verses to
Tone Sa.

Antiphon

Requiem aeternam dona eis, Domine: * et lux perpetua luceat eis.
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Psalm 64

1. Te d~cet hymnus, Deus in Sion: * et tibi reddetur votum z,n Jerusalem.
2. Exaudi orationem meam: lie ad te omnis caro veniet.
3. Verba iniquarum praevaluerunt super nos: lie et impietatibus nostris tu

propitiaberis.
4. Beatus, quem elegisti, et assumpsisti: :J(c inhabitabit in atriis tuis.
5. Replebimur in bonis domus tuae: ... sanctum est templum tuum, mirabile

in aequitate.
6. Exaudi nos, Deus, salutaris noster, ... spes omnium finium terrae, et in

mari longe.
(English Translation )24

Antiphon

Eternal rest give unto them, 0 Lord: :II and let perpetual light shine upon
them.

Psalm 64

1. A hymn, 0 God becometh thee in Sion: • and a vow shall be paid to
thee in Jerusalem.

2. 0 hear my prayer: • all flesh shall come to thee.
3. The words of the wicked have prevailed over us: :II and thou will pardon

our transgressions.
4. Blessed is he whom thou hast chosen and taken to thee: :II he shall dwell

in thy courts.
5. We shall be filled with the good things of thy house: • holy is thy

temple, wonderful in justice.
6. Hear us, 0 God, our Saviour, :II who art the hope of all the ends of the

earth, and in the sea afar off.

Responsorial Singing

Sung by a Soloist Sung by the Congregation (or Choir)

Antiphon - followed by - Antiphon (used here as a
responsory or refrain)

Verse 1 - followed by - Antiphon
Verse 2 - followed by - Antiphon
Verse 3 - followed by - Antiphon
Verse 4 - followed by - Antiphon
Verse 5 - followed by - Antiphon
Verse 6 - followed by - Antiphon

24 Both the Latin and the English translation are from The New Psalter, edited by
E. P. Graham (New York: Pustet, 1935), p. 266.
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Antiphonal Singing
1st Choir 2nd Choir

Antiphon intoned and completed by both choirs together
Verse 1 - followed by - Verse 2
Verse 3 - followed by - Verse 4
Verse 5 - followed by - Verse 6

Antiphon sung by both choirs together

The style of antiphonal singing did not always follow this
pattern - for example, the antiphon was sometimes sung by the
combined choirs after each alternating verse; nor was the style of
responsorial singing always thus - we find others in the Offertory
and Communion of the Requiem Mass. This plan, however, will
suffice to enable us to understand the fundamental difference be
tween responsorial and antiphonal singing.

"Of less importance was a third kind of psalmody, the Cantus
in directum, or directaneus, which consisted in the psalm being
performed from beginning to end without responsorial or antiph
onal additions."25

The extent of the singing done at the definitely Christian assem
blies - for example, at the celebration of the Eucharist - is a
matter of which we cannot be certain. Authors take absolutely
opposite views on this point. The details of the liturgy, as we
know, could be varied in different places. Moreover, wherever
Christians were suffering persecution, the liturgy would have to
be offered as secretly and as quietly as possible. Thus we may
conclude that the singing varied from place to place according
to circumstances.

Although some early Church Fathers, for example, Clement of
Alexandria, permitted the use of the lyra and the kithara because
King David used them, the music of the liturgy was vocal and
not instrumental. This was true, first of all, because instruments
were associated with pagan life, but above all, because the voice
can unite itself completely with the expression of worship in word
whereas an instrument cannot.26

25 Wagner, op. cit., p. 24.
26 Chapter IV discusses the importance of the words, or text, of the liturgy and the

relationship which must exist between the text and the music which accompanies it.
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REVIEW QUESTIONS

79

1. What was the form of the Hebrew Synagogue service?
2. Give proof that our Lord followed this form of worship.
3. Why do you think that our Lord may have sung the Laudate Dominum

omnes gentes at the Last Supper? When do we sing it?
4. How did the Christian Synaxis resemble the Synagogue service? How

did they differ?
5. What was the form of the Eucharist? Where did the early Christians

get this form?
6. What early service later developed into Matins? What is the origin

of Vespers?
7. Was there uniformity of worship in the first three centuries of the

Church? Explain.
8. What influence did the Greeks have on the liturgy itself?
9. What contributions did the Jews make to our liturgy? Name at least

five.
10. List four contributions made by the Jews to our liturgical music.
11. List four contributions made by the Greeks to our liturgical music.
12. How does responsorial singing differ from antiphonal singing?
13. What is a responsory? What is an antiphon?
14. To what extent was there singing in the early Christian assemblies?

Give proofs that the early Christians did sing their prayers.
15. Why is the music of the liturgy predominantly vocal?

B. Liberated Christendom - A.D. 313-600

HISTORICAL SETTING

In 313, Constantine the Great legalized the Christian religion by
the Edict of Milan. After this decree the Church expanded to the
boundaries of the Empire, and developed in freedom its body of
doctrines and practices. In this growth two influences were out
standing: (1) the prestige of the popes and (2) monasticism.

When Constantine left Rome, taking the government of the
Empire to Byzantium, renamed Constantinople, Rome was left to
become the City of the Popes. The full significance of this event
did not unfold itself until later centuries. The invasions of the
barbarians, beginning about the fourth century, presented the
Church with the great task of converting and Christianizing them,
while she watched the ancient Empire crumble about her. Her
"eldest daughter" among the tribes was the Frankish nation"
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which was converted mainly through the efforts of its king, Clovis,
about A.D. SOO. During these same years, though the Church was
fighting such heresies as Donatism, Arianism, Monophysitism,
Monothelitism, Pelagianism, and Nestorianism, she emerged as the
greatest political power in Western Europe.

During this same period we see the founders and leaders of
monasticism: St. Anthony, St. Pachomius, St. Basil, St. Benedict,
and others, as well as those who are classed among the early
Doctors of the Church - St. Ambrose, St. Augustine, St. Jerome,
and finally St. Gregory I, surnamed the Great.

THE FORMATION OF THE ROMAN RITE

As we have stated, to get a true idea of our liturgy, the develop
ment of the liturgy and the music of the liturgy must be con
sidered together. For this study to be complete we should consider
the history of each prayer as well as all its attendant ceremonies
as the expression of our worship. Chapter VI of this text discusses,
in part, the liturgy of the High Mass. Speaking generally, we may
say that the form of our present-day High Mass is the form in use
at the close of this period, that is, the early seventh century.

I. DOCUMENTARY EVIDENCE

We shall not discuss the origin of the Roman Rite in any detail,
for in some respects its origin is not an easy question even for those
who have spent years of research on the subject. This rite, which is
certainly the most widespread rite of all, is definitely different from
all others. "In the second century Rome used much the same liturgy
as Antioch and the other Eastern Churches; by the VIIth century
she had evolved from that her own particular rite, differing in
important points from any other."27

During the first three centuries the prayers were extemporaneous
and the ceremonial was not fixed, although habit gradually
developed customs which became established as such. Little by
little it became the rule that the prayer texts should be put into

27 Fortescue, op. cit., p. 112.
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writing. How long before the fourth century this was the practice
we do not know. The twenty-fifth canon of a synod at Hippo in
394, which "forbids anyone to use written out prayers of other
Churches till he has shown his copy to the more learned brethren,"28
proves that some prayers were written out and subject to approval
at least by this time.

The various kinds of books necessary for the complete ceremonial
celebration of the Roman liturgy of this period are explained in
Number IX below. There we note that the book which contained
the prayers the celebrant needed for his part of the liturgy is called
a sacramentary. Several ancient sacramentaries are extant. The
Leonine Sacramentary (named after Pope Leo, 440-461), the Gela
sian Sacramentary (attributed to the time of Pope Gelasius I,
492-496), and the Gregorian Sacramentary (attributed to Pope
Gregory I, 590-604) are among the most important sources of
information concerning the origin of the Roman Rite. (1) The
Leonine Sacramentary, of which we have a manuscript written
in the seventh century, "represents a pure Roman use with none
of the later Gallican additions.29 But it is only a fragment.... It
contains very much old matter and is invaluable as being our
oldest source of the Roman Rite."30 (2) The Gelasian Sacramentary
has two forms, yet it is still a Roman book Gallicanized. Its manu
script was written in the seventh or eighth century. It is so definitely
colored by usages of years much later than Pope Gelasius, that
we cannot secure from it much information regarding the early
Roman Rite. (3) Tradition ascribes the Gregorian Sacramentary to
Pope St. Gregory the Great. Some late writers dispute its author
ship. However, "that the essential part of the Gregorian Sacra
mentary goes back to St. Gregory's time, indeed to a much earlier
period, is certain."31 This Sacramentary, with additions and modi
fications, is the foundation of our Roman Missal of today.

28lbid., p. 115.
29 As we will see later, all additions coming from the countries north of the Alps are

styled Gallican additions.
30 Fortescue, op. cit., pp. 118-119.
3tlbid., p. 123.
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De Sacramentis, a work probably of the late fourth century or
early fifth century, is of particular inlportance because, with the
Apostolic Tradition of St. Hippolytus (third century), it is an
important witness of the Canon of our Mass.32 This work is often
credited to St. Ambrose, but we cannot be certain of its authorship.

The Roman Ordines (Ordines Romani) are also documents of
importance. These are collections of rubrics and directions for
carrying out the Roman ceremonies. Fifteen in number, they give
descriptions of Roman usages from the seventh to the fifteenth
centuries. We shall see that some of the Roman Ordines are not as
completely Roman as we might expect from the general title.
Ceremonies in use at Rome in a Papal Mass would need adapta
tion at other Masses elsewhere. This fact, and the custom of litur
gical practices differing in part from the practices at Rome, would
influence the Roman Ordo as it was followed outside of Rome.

Other documents discuss the Roman liturgy of this period. The
documents named above are generally considered of the greatest
importance.

II. HYMNS

We have not said anything about hymns except to state that they
were sung. Even at an early age, new Christian song creations were
composed in the poetic form of the times; these were all con
sidered under the general title of hymns. The heretics found hymns
a wonderful means of spreading their false teachings. In fact, the
heretics made such a use of hymns that some Church councils,
such as the Council of Laodicea (fourth century), felt obliged to
ban from use in the liturgy all hymns using texts not scriptural
in origin.33 The ban was not so general that no hymns were com
posed, but their development throughout the Christian world as
a whole was certainly retarded.

The subject of Christian hymnody is a large and interesting field
which we cannot enter in such a short study. St. Ambrose, who

32 The work entitled Apostolic Constitutions, dating about 400, is also claimed by some
to be an important document of the very early Roman Rite. Opinions on this point vary.

33 Wagner, op. cit. Read Chapter X.
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introduced antiphony and hymnody into the West (in Milan), is
known as the "Father of Ecclesiastical Music." We will but mention
certain other great hymn writers, chosen from a long list: St.
Clement of Alexandria (150-220), Aurelius Clemens Prudentius
(348-413), St. Hilary of Poitiers (fourth century), Sedulius (fifth
century), Claudius Mamertus (died 473), Pope Gelasius (died 496),
Venantius Fortunatus (530-609), St. Gregory the Great (540-604),
Venerable Bede (673-735), Theodulf of Orleans (eighth century),
Hermann Contractus (1013-1058), St. Bernard of Clairvaux (1091
1153), and St. Thomas Aquinas (1227-1274).

III. DEVELOPMENT OF THE LITURGICAL YEAR AND SOME OF
ITS ACCOMPANYING RITES

1. THE LITURGICAL YEAR

As the first Christian converts from Judaism "had all their lives
been accustomed to observe a weekly day of rest and prayer, it
must have been almost inevitable that they should wish so to
modify this holiday that it might serve as a weekly commemora
tion of the source of all their hopes. Probably at first they did
not wholly withdraw from the Synagogue, and the Sunday must
have seemed rather a prolongation of, than a substitution for, the
old familiar Sabbath. But it was not long before the observance
of the first day of the week became distinctive of Christian wor
ship."34 Early writings, even books of the New Testament, seem
to indicate that Sunday was the day of the Eucharist: "And on
the first day of the week, when we were assembled to break
bread ..." (Acts 20:7).

In Chapter 23 of Leviticus we read of the establishment of the
Jewish calendar and of the sacrifices which God required of His
chosen people on certain days. In the Christian liturgy, two of
these days, Easter and Pentecost, are two of the greatest feasts of
the year, because the Resurrection of Christ occurred on the first,

34 Herbert Thurston, "Calendar," Catholic Encyclopedia, Vol. III, p. 159. This copyright
is now held by the Gilmary Society of New York.
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and the descent of the Holy Spirit upon our Lady and the Apostles
on the second.

The feasts of Easter and Pentecost, Jewish feasts which had
thus taken on a new meaning after Christ's death, easily became
Christian liturgical days. The feast of the Ascension, celebrated
between Easter and Pentecost, appears to be the oldest feast of
purely Christian origin. It was a normal development that Christ
mas should also take its place in the liturgical cycle, although
this feast did not appear until the fourth century. With the cele
bration of days preparatory to, and following, these feasts, and
with the addition of new feasts, the great liturgical cycle de
ternpore was established, a cycle that has been developing ever since.

The Greeks and Romans had long been accustomed to celebrate
the anniversaries of the death of a great man with a joyous banquet
held in his honor. Thus, too, in the early days of the Church, the
anniversaries of the deaths of martyrs were kept with the offering
of flowers and prayers at the tomb, followed by a memorial feast
or banquet. Private celebrations easily became liturgical celebra
tions, and the anniversaries of the deaths of martyrs and outstanding
Christian saints were then celebrated with the offering of the
Eucharist and the partaking of the Eucharistic Banquet. Though
these were at first local celebrations and connected with the tombs
of the martyrs, the commemoration of the anniversaries spread
with the communication between churches. This communication
included not only the interchange of accounts, such as the "Acts
of the Martyrs," describing their lives and the circumstances of
their deaths, but also the interchange of the relics of the martyrs.

The fourth century witnessed a growth in devotion to the
martyrs. Churches began to be built over their tombs, or their
relics were inserted in the altar stones. Feasts were established
to honor these holy men and women, and these feasts were
admitted to the liturgical year in the sanctoral cycle. The calendar
of the Church was outlined by the end of the fifth century, and
through the years it has been filled in and expanded.

Every calendar, civil or religious, becomes a means of com-
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memorating past events which have special significance for us,
events which we relive because of the relationship they bear to us.
The liturgical calendar and the events relived by the members of
the mystical Christ should mean much to us. As we meditate on
them, as we enter into them,35 the graces secured for us through
them should enter into us and reanimate our spirit and change
our lives. The liturgy "contains the reality it symbolizes."36 As
our Holy Father declares: ". . . the liturgical year, devotedly
fostered and accompanied by the Church, is not a cold and lifeless
representation of the events of the past, or a simple and bare
record of a former age. It is rather Christ Himself who is ever
living in His Church. Here He continues that journey of immense
mercy which He lovingly began in His mortal life, going about
doing good, with the design of bringing men to know His
mysteries and in a way live by them."37

2. SOME RITES ENTERING THE LITURGY IN THIS PERIOD

The study of the origin and, in particular, of the meaning of the
various practices present in our modern-day liturgy is very bene
ficial and should not be neglected. Only thus will we be enabled
to enter into the spirit expressed by these practices and to obtain
from them the graces meant for us.

Many of the rites and practices which accompany the celebration
of the liturgy were originally forms of expression in the religious
and secular life of the people. The Church "Christianized" these
natural and habitual forms of expression and took them into the
official form of the worship of the Mystical Body. For any pagan
interpretation the Church substituted one which would bring her
members into a closer relationship with the one true God. She
then incorporated the custom in her worship. This is probably
the origin of processions, of seasonal observances, e.g., the Ember
Days, and of various other practices and customs.

35 See Marmion, Christ in His Mysteries (London: Sands and Company, 1931; American
Edition, St. Louis: B. Herder), Chaps. I and II.

36 "The Apostolate," Orate Fratres, April, 1936, p. 269.
37 Mediator Dei, p. 165.
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Soon after the Edict of Milan, a large basilica was built at the
place of the Holy Sepulcher in Jerusalem; then from the Christian
world pilgrimages to the Holy Places began. Pilgrims' accounts of
the ritual celebrated at Jerusalem probably influenced the liturgy in
the West. It has been thought that at least the Palm Sunday pro
cession and the adoration of the cross on Good Friday were
derived from these accounts. We shall see later that our liturgy
of Palm Sunday and Holy Week was affected by a strong Gallican
activity, itself influenced by early Eastern rites.

IV. THE DIVINE OFFICE

It is not necessary that there be a uniformity of rite throughout
the world, for although the liturgy is one, the ways of offering it
may, and do, vary. There may have been some who desired a
uniformity of rite between East and West, but these desires were
not achieved after the rites became established as such. Each rite,
however, certainly influenced the other. The influence of the East
is very apparent in the development of the Divine Office.

The disciples of our Lord, long accustomed to the Jewish
practice of prayer at certain hours of the day, very naturally con
tinued to pray at these times.38 Thus we know that the Holy
Ghost came down upon the Apostles as they were assembled in
prayer at the third hour. The Acts of the Apostles bear witness
to the fact that it was at the sixth hour (Acts 10:9-10) when Peter
was at prayer that he saw the vision of the great sheet let down
from heaven to earth. Peter and John went "into the temple at
the ninth hour of prayer" (Acts 3:1). At midnight Paul and Silas
prayed in prison (Acts 16:25).

Early Christian writings, for example, the writings of St. Paul,
St. Clement, Pliny, and St. Hippolytus, testify to the fact that
specified Hours of prayer were observed in the course of the first
three centuries of the Church. After freedom of worship was
officially granted by the Edict of Milan (313), our present Hours
of the Divine Office, Matins, Lauds, Prime, Terce, Sext, None,
Vespers, and Compline, began to take form.

38/bid., No. 140.
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We have already traced the origin of Vespers and of Matins in
the vigil services. Up to the fourth century, daily vigil celebration
was considered a private prayer; during the fourth century, the
Church recognized it as an official or liturgical prayer. In the Syrian
Church at the beginning of the fourth century, there was a service at
morn before the Eucharist. This was probably the origin of Lauds.

After the Edict of Milan, ascetics (early "religious") who were
everywhere in the East, were free to meet together at the third,
sixth, and ninth hours (Terce, Sext, and None) for prayer. These
hours, which were the Jewish hours of prayer, hallowed by the
occurrences of our Lord's Passion, were now for Christians even
more significant. Thus began the day Hours. Prime, an early
morning day prayer, was introduced at Bethlehem in the late
fourth or fifth century. Weare not certain of the origin of
Compline, the Church's official night prayer, although it is believed
that it was in use sometime before the fifth century.

We will not consider the subject of the time and circumstances
of the introduction of the Hours into the West. We know definitely
that the offering of the Divine Office - the Opus Dei or Work of
God - was made obligatory for the Benedictines by the year 529
or 530. St. Benedict established the order of the Hours for his own
monks, and most authorities agree that the Roman Office was
influenced by his arrangement. St. Benedict himself had been influ
enced in his arrangement by practices at Rome and elsewhere.
St. Gregory I, who had been both a monk and an abbot of one
of the Benedictine monasteries in Rome and who was pope from
590 to 604, made changes in the Roman Office of his day, leaving
it, in broad outline, the Office of the present-day Breviary.

Peter Wagner, in his Introduction to the Gregorian Melodies,
Chapter VII of Book I, surveys the development of the Office. He
considers among other details, the influence of the monastic on
the Roman Office.39 This, again, is a vast and interesting subject
which we cannot consider here. There is a difference between the

39 See also Dom Ernest Graf, O.S.B., The Church's Daily Prayer (London: Burns, Oates
and Washbourne, Ltd., 1938), Chaps. II, III, and others.
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monastic and the Roman Office but "the difference is even now
inconsiderable, and does not concern any single form which is of
the essence of the Office."40

The Office, offered in common, was intended to be sung, not
said. This fact explains its form as nothing else can. Saying the
Office was sanctioned by the Church in the thirteenth century
when circumstances made it impossible for many priests to offer
it in common.

Where did the founders of the Office get their prayers? The
Psalms form a large part of the Hours. We cannot but agree that
the Psalter acquired an importance in the Christian Church that
far surpassed the importance it had possessed in Judaism.41 There
was scarcely a Christian practice where the Psalter did not have
a place of honor. Consequently, we are not surprised to discover
that it was the custom of the faithful to learn the psalms from
memory. Early religious communities made this memorization a
matter of obligation for their members.42

Let us study and sing Compline for Sundays in the form in which
it is now used in the Roman Rite. Let us notice its use of the
lessons, its antiphons and psalms, its hymn, canticle, and responsory.
Do we know why each selection bears its particular title? Can we
do the same for Vespers? for the other Hours?

v. OTHER LITURGICAL DEVELOPMENTS OF THE FOURTH, FIFTH,
AND SIXTH CENTURIES

Let us mereIy summarize three other developments.
1. The Mass and the Divine Office began to assume a fixed type

of song. The Antiphon, which had hitherto belonged exclusively
to the Office, was included definitely in the Mass and became the
foundation of the three processional chants during the movements
to and from the altar: the Introit chant, Offertory chant, and the
Communion chant. The chants during the Offertory and Com
munion processions were probably instituted in the fourth century.43

40 Peter Wagner, op. cit., p. 155.
41 Ibid., p. 5.
42 Ibid., p. 9.
43 Cabrol, The Mass of the Western Rites (St. Louis: B. Herder, 1934), p. 29.
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The psalm melodies of the early Church were quite simple and
truly psalmodic. During the last part of this period the melodies
became more florid and richly melismatic. This is especially true
of the responsorial psalm between the readings in the Mass, which
was thus also abbreviated to one or two verses.

2. Latin became the liturgical language. In the beginning there
was no thought of a liturgical language. The prayers of the liturgy
were said in the vernacular, or language of the people, which
originally was Greek or Aramaic. We are not certain when the
language of the Roman liturgy became Latin. Most authorities
agree that probably both Latin and Greek were used for some
time, and that about the fourth century Latin began definitely to
supplant the Greek in liturgical use.

We will see that the use of Latin, after it was no longer spoken
as a common tongue, contributed its share to the gradual decline
of the voiced liturgical participation of the laity. Many of the
branches of the Eastern Rite still have the Mass in their tongue.
In the West, Latin was for centuries the international language
and it was normal that the international, or rather supranational,
Church should use this language for the worship of the Western
peoples. Perhaps the liturgy of the Western Rite will allow the
vernacular language again. There are advantages in the use of
the vernacular that balance the use of the Latin. The Holy See
will decide which is more beneficial for souls. In the meantime,
vernacular translations of the Missal (and the study of Latin or of
interlinear translations of the prayers) assist us to follow the
thought and to participate actively in the liturgy of our Roman Rite.

3. The Schola Cantorum was founded. This will be discussed
in some detail later.

VI. THE EARLY FATHERS AND MUSIC IN THE LITURGY

Only a few Fathers will be mentioned here as proof that from
the beginning there was an interest in the use of music in the liturgy.

St. Clement of Alexandria (150-220) was noted as a great hymn
writer. His most famous hymn is the "Hymn to the Creator." St.
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Eusebius (260-340) remarks that the voice is to be preferred to
instruments in the church. St. Athanasius (298-373) strove against
the use of overelaborate melodies for the psalms. St. Basil (330
379), after whom the Liturgy of St. Basil is named, encouraged
the vigil celebration in his various churches. He used to visit these
churches one after another on the same night to show his approval
and to take part in the service.44 He introduced antiphonal singing
at Caesarea.45 St. Gregory N azianzen (325-390) found it hard to
leave Constantinople where the whole congregation chanted the
psalms.46 St. Hilary of Poitiers (died 368) unsuccessfully strove to
introduce Syrian hymnody into the West. St. Jerome (340-420)
translated the text of the Bible to the Latin Vulgate. He approved
of the singing of the jubilus47 but opposed the use of instruments."8
He was the counselor of Pope Damasus, who in his turn did
much to organize the Roman liturgy. St. Jerome advised him to
add to the Mass the Alleluia which was widely used by the people
in the East as a refrain to the solo psalmody.49

St. Augustine

St. Augustine (354-430), who wrote a treatise on music, intro
duced psalm singing at the Offertory of the Mass in Africa. He
who was able to resist the powerful influence of the sermons of
St. Ambrose was not able to resist the effect of the psalmody of
the Church, as he himself confesses: "I wept at the beauty of
Your hymns and canticles and was so powerfully moved at the
sound of Your Church's singing. Those sounds flowed into my
ears, and the truth streamed into my heart: so that my feeling
of devotion overflowed, and the tears ran from my eyes, and I
was happy in them."50 Later he worried that he took too much

44 Lang, Music in Western Civilization, p. 44.
45 Aigrain, op. cit., p. 23.
46 Wagner, op. cit., p. Ill.
47 A jubilus is a florid melody on a single vowel- as on the "a" of Alleluia.
48 Thuis, Gregorian Chant A Barometer of Religious Fervor, p. 13.
49 Lang, op. cit., p. 46.
50 From Confessions of St. Augustine, p. 193, translated by F. J. Sheed, copyright Sheed

and Ward, Inc., New York.
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natural joy in hearing psalms sung. However he again reasons
thus : "Yet when I remember the tears I shed, moved by the songs
of the Church in the early days of my new faith: and again when
I see that I am moved not by the singing but by the things that
are sung - when they are sung with a clear voice and proper
modulation - I recognize once more the usefulness of this practice
[of psalmody]."51

The words of St. Augustine are often used to justify the jubilus.
"He who jubilates utters no words, but a sound of joy without
words: for it is the voice of the spirit lost in joy, expressing that
joy to the utmost of its power but unable to define its meaning."52
Elsewhere he says that if we must praise God and we cannot praise
Him adequately in words, what else can we do but jubilate.53

St. Ambrose

St. Ambrose (340-397), the Bishop of Milan, and Pope St.
Gregory the Great (540-604) are particularly to be noted.54 The
hymns of St. Ambrose, profound in meaning and exquisite in
expression, were clothed in classic phraseology and yet had great
popular appeal. Other writers imitated his style, and their hymns
are also called Ambrosian; therefore, it is not possible to determine
how many he actually wrote himself. We do know that he com
posed these four: Aeterne rerum conditor, Deus creator omnium,
lam surgit hora tertia, and Veni redemptor gentium. St. Augustine
tells us that St. Ambrose introduced the Eastern style of hymn
and psalm singing among the Milanese, as they spent the night
in prayer in the cathedral with him when he was suffering persecu
tion from the Arians.55 The style of psalm singing that he intro
duced was antiphonal.

To St. Ambrose is also credited the style of singing called
Ambrosian or Milanese. It is characterized by great simplicity

51 Ibid., p. 243.
52 St. Augustine quoted by Maurice Zundel, The Splendour of the Liturgy, p. 84, copy-

right Sheed and Ward, Inc., New York.
53 Zundel, The Splendour of the Liturgy (New York: Sheed and Ward, 1944), p. 85.
54 Read a summary of their lives in your Church History text.
55 Confessions of St. Augustine, p. 193.
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based on a psalm tone with an occasional inflection and the use
of the jubilus on some words. It is a style of chant that is pre
dominantly syllabic. The Gloria, Alii Cantus ad Libitum in the
K yriale is Ambrosian.

Some authors attribute the adoption of the four authentic modes
in plainsong to St. Ambrose, but this claim is generally discredited.

St. Gregory I

In the years during which he reigned as pope, St. Gregory I (590-
604), also called the Great, did so much for the liturgy and its
music that the official song of the Church has been named
Gregorian Chant. (1) He revised, corrected, and completed the
work of his predecessors, either by himself or with the aid of
chanters of the Roman Schola Cantorum who worked under him.
(2) He regulated the use of all the chants of the year according
to the Church year then existing. So universally respected was this
work that for many years no one changed it. (3) He has been
credited with the composition of new chants. (4) He reorganized
the Schola Cantorum (this will be discussed later). (5) A Sacra
mentary, as we have seen, and a Cento, or compiled Antiphonale,
are attributed to him. (6) He regulated the part of the deacon as
soloist in the liturgy. In Jewish responsorial psalmody, the soloist,
who was a trained singer, sang long groups of tones (a melisma)
at the textual punctuation marks. This improvisation, if sung well,
was capable of giving much honor to God. It was both an offering
of an art to God and, above all, an expression of interior worship.
Here the soloist sang in the name of the people. The same practice
had been adopted by the Christians and was considered so important
a function in the worship, that only one whose probity of life was
recognized by the celebrant (the pope) could sing the solo chant
the Gradual solo in the Mass. The Gradual was the musical climax
of the Mass and the honor of being chosen soloist was valued.
It is thought that St. Gregory did not wish the singing voice to
be considered in the qualifications of the rank of deacon and that
he felt that deacons were sometimes distracted from their other
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rights and duties because of the prestige given to them as soloists.
Therefore he forbade deacons to sing as a solo any musical portion
of the Mass other than the Gospel.56

(7) Other modifications in the pre-existing practices have been
attributed to St. Gregory. We can truly admit his action in the
following: (a) the insertion of a few phrases in the Canon (St.
Benedict XIV, 1740-1758, claims that no pope has added to or
changed the Canon since Gregory57); (b) the inclusion of the Pater
N oster before the breaking of the bread; (c) the provision that the
Alleluia be chanted after the Gradual out of Paschal time; (d) the
prohibition of the use of the chasuble by the subdeacons assisting
at Mass.58

VII. STATION PROCESSIONS

The Roman word station meant a watch or vigil. In early Chris
tian usage the term was taken to mean a large church assembly,
or to designate a day of prayer and fasting. It is used in this latter
sense when the Wednesdays and Fridays of Lent are called Station
Days. But in the sense of the stational observance, it referred to the
gathering of the faithful offering the Mass celebrated by the pope.59

The station observance, which had begun in the fourth and
fifth centuries, reached the height of its development under St.
Gregory the Great. On certain days of considerable liturgical
importance, the celebrant (the pope) and his clergy, with the
faithful, met in some church called the church of the assembly.60
After a Collect recited by the celebrant in the name of the people,
they walked in solemn procession to a stational church. During
the procession, prayers in the form of litanies were chanted, the
people frequently repeating "Kyrie eleison." After a solemn entry
into the stational church, the Mass was celebrated.61

56 See Wagner, Introduction to the Gregorian Melodies, p. 76; also Fortescue, The Mass,
p.266.

57 Fortescue, op. cit., p. 172.
58 G. Roger Hudleston, "Gregory I," Catholic Encyclopedia, p. 786.
59 See Cabral, Mass of the Western Rites, p. 45.
60 Pius Parsch, The Liturgy of the Mass, translated by Frederic C. Eckhoff (St. Louis:

B. Herder, 1940), p. 54.
61 The arrangement of the station observance varied somewhat throughout the years.
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In the beginning, the place of station was chosen by the pope
and announced to the faithful at the previous station observance.
Gregory I established an order of stations in Rome, assigning certain
days to definite churches or basilicas. This order, which with addi
tions has prevailed until our day, may be ascertained by referring
to our missals. At the beginning of about 87 of our Masses, we
find the place of station noted. The place of the station, or the
saint whose church is thus honored, has at times influenced the
Proper for the day, as we may easily see in the missal.

Stational observance was continued until the ninth century.
Beginning to decline at this time, it was finally completely dis
continued in the fourteenth century.62

VIII. THE SCHOLA CANTORUM

Tradition tells us that the first Schola Cantorum J or School of
Singing, was founded at Rome under Pope Sylvester. It was
simply a body of singers who went as a choir to the basilica where
the procession or feast was to be celebrated. Since Sylvester was
pope (314-336) immediately following the Edict of Milan, we
are not surprised that each basilica had not as yet a college of its
own singers. Pope Hilary (461-467) established a group of seven
subdeacons to be responsible for the music of all the services at
which he officiated, and applied the name Schola Cantorum to
this body.

St. Gregory reorganized the Schola Cantorum. Until then its
members had two duties: (1) to produce, improve, and sing the
music for all papal functions; and (2) to train perpetuating mem
bers. Gregory developed two Schola which had previously existed
and which continued to fulfill the first duty. These Schola were
practically theological seminaries. He also founded and endowed

Father Pius Parsch in his The Liturgy of the Mass, pp. 56-59, quotes Father Kramp's descrip
tion of the Easter stational observance based on the Ordo Romanus 1. This is generally
accepted as the type of stational observance in the time of Gregory 1. (See also Fortescue,
The Mass, pp. 174-176; and Jungmann-Brunner, The Mass of the Roman Rite [New York:
Benziger Brothers], pp. 67-73.)

62 Read Parsch, The Liturgy of the Mass, pp. 81-82, for a short description of the revival
of station observance in our day.
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two others of an entirely different character, one at the Lateran
Church and the other at St. Peter's. These were also responsible
for the choir singing at papal functions, but their particular duty
was to train perpetuating members. The students were small boys,
mostly orphans. "The lads were given a sound, general, musical,
and religious education by the members of the Schola Cantorum
which thus became a self-perpetuating body."63 The Schola Can
torum existed until the fourteenth century. "So highly successful
was this foundation in supplying competent musicians that the
Schola itself came to be popularly called, after the orphanages, the
Orphanotrophium. It was the first musical Conservatory."64

We will not enter into the discussion of whether or not more is
attributed to St. Gregory than is his due in regard to the Schola.
We safely claim what is set forth in this section and also what is
stated by Rene Aigrain. We quote: "First as deacon, then as arch
deacon, he had had the direction of the Roman Church, and came
to know better than anyone how to guard against possible abuses."
Later the same author says: "Gregory gives to the school [that is,
to the Schola Cantorum] its constitution .' .. which it retains
almost exact!y in the following centuries: to this the testimonies
are sufficiently numerous and precise.... He gave lessons there,
probably at the time when he was yet only an archdeacon; he
transmitted to the school, therefore an interpretation of the melo
dies, which we shall be justified in calling, in these conditions, a
Gregorian tradition."65

We would not easily imagine the importance either of the Schola
or of its members in the life of the Church. Peter Wagner supplies
us with most interesting details on this point. Most of the popes
of the seventh century either were closely connected with it or
came from its ranks.66

Liturgy and music, unified in the Antiphonale Missarum and
63 Winfred Doug!as, Church Music in History and Practice (New York: Scribner's Sons,

1937), p. 54.
64 Ibid.
65 Aigrain, Ope cit., pp. 32, 34.
66 Wagner, Ope cit. See Chap. VI.
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performed and developed by the skill and genius of those con
nected with the Schola Cantorum, "stood as a complete model and
standard for the worship of the Church; and though this work
was primarily undertaken for the city of Rome alone, its very
excellence brought about a wide dissemination, not only of the
actual services and the music, but as well of the method of organiza
tion that had made them possible."67

IX. ACTIVE PARTICIPATION IN THE LITURGY

In the early days of the Roman Rite, it was customary that the
Mass at Rome be celebrated either by the pope or by his representa
tive, and that the clergy and people of Rome be present, all, need
less to say, actively participating in the rite. In early times, and
throughout the years into the thirteenth century, bishops and their
priests celebrated Mass together, either consecrating together (con
celebratio sacramentalis) or individually fulfilling their own hierar
chical functions with the bishop alone consecrating (concelebratio
ceremonialis). The former practice survives in ordination Masse,s
of the present day; the latter in our solemnized Mass. What we
now call a Low Mass was celebrated as early as the seventh
century, but we know that the Low Mass was not ordinary at
this early date.

Our present-day liturgical books furnish us with all the prayers
and readings for particular services. Originally, liturgical books
filled the need, not of a service, but of individual participants, that
is, the celebrant, the lectors, the singers.68 The celebrant's book,· the
sacramentary, contained only the prayers proper to him in his
sacerdotal function; it did not contain, as our missal does, the
parts intended to be sung by others. The lectionary, or book for
the lectors or readers, contained the readings. The chants for the
choir were contained in books which bore titles suggesting the type
of song found therein: Antiphonale, Graduale, or Liber responsalis,
psalterium, and later, hymnarium, troper, sequentialis, and so on.

67 Douglas, op. cit., p. 55.
68 Note that these books were written by hand, and were thus called "manuscripts."
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In the early Antiphonale, there was only the text without its ac
companying music. As we have noted, the choir had to memorize
the melodies; as they sang these melodies, they followed the hand
gestures (chironomy) of the choir leader.

There was no such thing as a Kyriale as we know it. The con
gregation sang very simple melodies for the Kyrie, Sanctus, and
Agnus Dei - probably the ones of Mass XVIII in the present-day
Kyriale. An early Gloria melody is supposed to be the one given
in Mass XV, and an early Credo, our present Credo 1.

From its earliest beginnings, the Christian liturgy was offered,
not only for the people, but with the people. Father Ellard sum
marizes the development of lay participation in the liturgy up to
the seventh century.69 This participation, personal and corporate,
was expressed in song and action. (1) Sung participation. With the
exception of the Gradual, there was lay participation in each new
choral element as it was added to the liturgy. (2) Personal partici
pation. By personally presenting a gift, symbolic of the gift of them
selves, the faithful participated more fully in the sacrificial rite.
(3) Participation in action. Group movement united the people cor
poreally and tended to develop and strengthen a spiritual unity.
There were processions to the church for Mass, to the altar as they
gave their gifts at the Offertory, to the altar as they received from
God the Gift-of-Gifts in Holy Communion. Singing accompanied
all these processions.70

REVIEW QUESTIONS
1. Under four points summarize shortly the historical setting of this period.
2. Our text lists several documentary sources of our knowledge of the

Roman Rite of this period. What are they?
3. Why did some Councils forbid the singing of those hymns in the liturgy

which used texts not scriptural in origin? What was the effect of this ban?

69 Gerald Ellard, S.J., Dialog Mass (New York: Longmans, Green and Company, 1942),
p. 18.

70 In these pages are included pictures of some present-day personal and corporate par
ticipation expressed through song and action. Other present-day expressions could also have
been pictured. Noteworthy among these latter is that with which, thank God, we are
familiar, namely, the procession to, and the reception of, Holy Communion.
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4. Explain the origin of the Temporal Cycle.
5. Explain the origin of the Sanctoral Cycle.
6. What is the purpose of the Liturgical Year?
7. What are the Hours of the Divine Office?
8. Can you trace the origin of each Hour?
9. When did saying the Office receive the sanction of the Church? How

was it prayed before that?
10. Of what prayers is most of the Office composed?
11. List three "further liturgical developments of the fifth and sixth cen

turies" as given in this text.
12. Select three Church Fathers, not including St. Ambrose and St. Gregory,

and give a proof that each was interested in the sung liturgy.
13. What is a jubilus?
14. List two contributions to the sung liturgy made by St. Ambrose.
15. Summarize under at least five points St. Gregory's work for the liturgy.
16. Describe the stational observance.
17. Discuss shortly the formation of the Schola Cantorum.
18. What are the titles of the books compiled for use in the liturgy of this

(and the next) period of the chant?
19. Did the people - the congregation - have a book? How did they know

what to sing?
20. Summarize under three headings the participation of the laity in the

liturgy of this period.

SECOND PERIOD - PERIOD OF DIFFUSION AND
PERFECTION - 600-1300

A. The Golden Age of Gregorian Chant - 600-1000

THE EARLY MIDDLE AGES-HISTORICAL SETTING

The fifth, sixth, and seventh centuries have been called the "Dark
Ages" because there was no flowering of the arts during these years.
A certain amount of peace and tranquillity, coupled with a general
sense of refinement of taste, is a necessity if the arts are to be devel
oped among the people. The troubled conditions of these years were
not conducive to artistic expression.

The West was the source of the most confusion. Italy was divided
between invading Lombards and occupying Goths, with native
Romans caught helplessly between them, and the Papacy apparently
doomed until rescued by the Franks (about 754). From then on,
the Papal States, given to the Pope by Pepin the Short, King of the
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Franks, dominated Italy, although much of Italy was subject to
the Franks.

The Franks, under the successors of Clovis, increased their power
and holdings. (1) Charles Martel (714-741), Mayor of the Palace
under a Merovingian, defeated the Moors (732) at Tours. (2) Pepin
the Short (751-768) founded the Carolingian Dynasty, conquered
the Lombards, and bestowed the Papal States on the Pope. These
included Rome and Ravenna and the strip between them. (3)
Charlemagne, the greatest medieval ruler, achieved unity for the
West. (a) He was crowned by Pope St. Leo as Emperor of the Holy
Roman Empire in St. Peter's on Christmas Day in the year 800;
(b) he enlarged the Frankish realm into one Romano-Teutonic state,
which replaced the old Empire and which supported Christianity;
(c) he Christianized Gaul and its neighbors; (d) he spread culture
and learning by establishing schools and importing scholars - such
as Alcuin and St. Paulinus of Aquileia - from England, Ireland,
and Italy; (e) he defended the Papacy; and (I) he reorganized
civil society.

In England, Alfred the Great, after restoring military supremacy
by defeating the Danes, restored Anglo-Saxon rule, built up towns
and monasteries, and restored Christianity and learning. Ireland,
the "land of saints and scholars," was a lighted lamp during these
"Dark Ages." The monasticism and culture which flourished there
was an influential source of Christianity and general knowledge
for England, Scotland, and Wales, as well as for the more northern
isles and the continent itself.

The East also saw disorder amounting to chaos with but one
glimmer of light. Constantinople was allowing its brilliant culture
to crystallize.

Mohammedanism began and developed. Mohammed left Mecca
in 622 - the Hegira. Islam took such a hold of the people that it
formed a crescent around the Mediterranean Sea. Alone it produced
a distinctive culture and rule; in some places this culture was influ
enced by Christianity. The Moslems, defeated at Tours, remained a
constant threat to Christianity, especially in the East.
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B. The Period of Preservation and Transition of
the Chant - 1000-1300

THE LATE MIDDLE AGES-HISTORICAL SETTING

This was an Era of Christian Unity. It was characterized by the
close union of Church and State in a Feudal Society. In its military
aspects, the age produced, on the one hand, the institution of
chivalry, and on the other, the interducal wars and eventually the
Truce of God. In its social aspects, it resulted in a stratified society.
Politically, the people were conscious of their unity in the Church,
and, under the Holy Roman Empire, the influence of the Church
pervaded political and military affairs.

In this era the fine arts flourished. Evidences were (1) the flower
ing of Gothic art; (2) the rise of great universities such as that of
Paris and that of Bologne; (3) the beginning of a vernacular (na
tional) literature; and (4) Scholasticism (St. Thomas Aquinas, St.
Bonaventure, etc.).

The political and social picture was colorful and varied. Most of
Christendom was bound together in the "Holy Roman Empire of
the German Nations," which brought Rome and the Papacy into
close relationship to the civil government. Otto the Great was the
first leader of the new Empire. Under him were countless princes
and dukes. Some relatively large cities - called "City-States"
governed themselves and the territory around them. Many formed
powerful leagues, such as the Lombard and the Hanseatic Leagues.
Within these city-states the guilds developed high social and reli
gious values.

Outside the Empire there were only two Christian governments
of any size. There was France which the strong Capetian kings were
wielding into a proud and Catholic nation under an absolute mon
arch. Her most glorious king was St. Louis IX; her most devastat
ing heresy, the Albigensian heresy. Then there was England where
circumstances were shaping a people with representative forms of
government. As the result of the Norman conquest of 1066, the
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Norman-French fused with the Anglo-Saxon and brought the Eng
lish Church closer to Rome.

These were the centuries of the Crusades, that glorious pageant
of clergy, nobles, and common people who surged eastward to wrest
the Holy Lands from the bloodstained hands of the Mohammedans.
Knightly orders grew up to make permanent the achievements of
the Crusades. Despite the magnificent display of enthusiasm for the
faith, these same centuries saw hideous abuses flourishing in the
Church's administration - simony, lay investiture, nicolaitism, and
nepotism. Popes outstanding in zeal and holiness battled to retain
or regain the purity of Church discipline and her freedom from
secular domination. Gregory VII and Innocent III are most famous
for their fearless defense of the Mystical Body. These popes were
greatly aided by the reforms of Cluny and by the rise of the
mendicant orders. These centuries, like our own, were remarkably
good and at the same time remarkably evil.

THE LITURGY AND ITS MUSIC-INTRODUCTION

As we note in the historical setting, this second period has really
two aspects which we must keep in mind. The times, influencing
the life and expression of the people, also influenced the "human
elements" of the liturgy. Many elements, however, flowering in the
years 1000-1300, found their beginnings in the preceding years.
Therefore we shall develop the liturgical aspects of the years 600
1300 as one unit. But at the same time we will remember that poli
tically, socially, and culturally this period is not one unit.

I. DIFFUSION OF THE LITURGY

Uniformity of Rite. The East held the principle that the Patri
archal Rite was to be imitated by the suffragan Churches. This was
not true of the West. No one denied that the Bishop of Rome was
the Patriarch of the West, yet the Western Churches did not all
follow his rite.

During these years there was not the ideal of exact uniformity
of rite that there is now. The reforms made by Gregory I were
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intended for the liturgy as celebrated at Rome. In fact, the liturgy
celebrated there had to be somewhat adapted to fit the situation
elsewhere. Comparatively difficult means of communication be
tween countries, absence of uniform laws, development of local
usages, and, as regards the music, a lack of universally understood
notation, contributed to nonessential modifications of the human
elements of the rite celebrated at Rome.

In the West there was another rite, non-Roman in origin, which
was also very popular. This rite was the Gallican Rite. Some au
thorities group under the term "Gallican" all the Western non
Roman rites. 71 Thus we may consider the Milanese and Mozarabic
Rites as Gallican if we so wish. Strictiy, of course, the Gallican Rite
is the rite used in Gaul. The origin of the Gallican Rite is not a
matter of great importance to us here. Some believe it to be a form
of the very early Roman Rite; some, a development of the Eastern
Rite (either early or late). At any rate it certainly differs from the
Roman Rite and it does show Eastern influences.

England. During the time of Pope St. Gregory the Great, that is,
in 597, missionaries under St. Augu~tine of Canterbury were sent to
England. St. Gregory cautioned Augustine not to force the Roman
Rite on England, but to choose the Roman or Gallican elements
he thought best.72 Nevertheless, St. Augustine brought with him a
copy of the Gregorian Antiphonary, and he and his companions,
as they approached King Ethelbert of Kent, sang a Roman proces
sional hymn, ({Deprecamur te."73 Thus the Roman Rite made en
trance and began to supplant the former rites of the country.

"Every monastery founded in the savage forests of Germany,
Gaul, or Britain became at once a singing school, and day and
night the holy strains went up in unison with the melodies of the
far distant city."74 A Schola Cantorum was established at Canter
bury; one was also established at York under James, the Deacon

71 Fortescue, op. cit., p. 98.
72 Ibid., p. 179.
73 Aigrain, op. cit., p. 41.
74 Edward Dickinson, Music in the History of the Western Church (New York: Charles

Scribner's Sons, 1902), p. 118.



HISTORY OF THE SUNG LITURGY 103

of York, in the seventh century. In 680, John, the Archicantor of
St. Peter's, came from Rome to Wearmouth, where he stayed a year
instructing in the Roman Chant. England did not easily yield to
the change in its liturgical practices, but union with Rome was
affirmed frequently. Finally, although in some places there were
still slight additions, by the eighth century all the churches fol
lowed the Roman Rite. The Celtic Rite lingered on in Ireland
and Scotland until the eleventh or twelfth century.

Gaul (France and Germany). The Roman style of singing was
introduced into Gaul at an early date. We cannot say definitely
when the Roman Rite was first introduced, but it must have been
at least by the seventh century, for, as we noted previously, the
seventh- or eighth-century manuscript of the Gelasian Sacramentary
is a Roman book Gallicanized.

Pope Stephen II in 754 visited the court of Pepin the Short. The
differences between the rite of the Romans and that of the Franks
were thus made apparent, and Pepin resolved to introduce the
Roman practices. The instruction of the Franks in the Roman style
of liturgy and chant was begun immediately. These lessons were
not according to the desire of some of the Frankish clergy, as we
can easily understand. Bishop Chrodegang of Metz, however, sup
ported the decrees of Pepin by introducing Roman ceremonies in
his own cathedral and throughout his diocese. A Roman Antiphonal
and Responsorial were sent with a teacher from the Roman Schola
Cantorum to the Schola of Metz. Later, monks went from Metz to
Rome, and on returning home became the teachers of their own
people. The Song School at Metz attained great fame even during
the lifetime of Pepin. It was considered as excellent as that in Rome
and was attended even by the English. It was said that Sigulf
learned liturgical usages in Rome but church singing in Metz.75

The work of Pepin "represents also the beginnings of a political idea
of a united empire built on a uniform liturgy and ritualistic music."76

Charlemagne completed the work begun by his father. He de-
75 Wagner, Ope cit., p. 207.
76 Lang, Ope cit., p. 67.



104 SINGING THE LITURGY

manded submission to numerous decrees and ordinances concern
ing the liturgy. In this work he was, of course, assisted by some
clergy in his realm and resisted by others. To Charlemagne is at
tributed the phrase which Pius X made his own: "Let us return
to the pure fount of Gregory." By the time of the death of Charle
magne the Roman liturgy and the Gregorian Chant had officially
replaced the Gallican liturgy and chant throughout his empire.

The fact that the Gallican Rite was not quickly supplanted by
the Roman deserves more explanation than that of unwillingness
to change. As we have seen, the liturgical customs of Rome were
devised for Rome and needed adapting before they were practicable
in Gaul. Various bishops had tried to do this in various ways.77
Their commendable action did not lead to uniformity. Charlemagne
entrusted the work of uniform adaptation to Alcuin whom he
had brought from England to be his liturgical adviser and to
lead in the education of his people. Later, a pupil of Alcuin,
Amalarius of Metz, attempted to bring some of the chants of the
Office into more perfect agreement with the Roman originals. To
his amazement, he found the Office at Metz in a more pure form
than that in use at Rome at the time. Eventually the compilation
of Amalarius influenced the form of some of the Office chants
(for example, the Responsory) in the Roman Office and became the
foundation of the Roman-Gallic form.

"The centers of Carolingian-Ottonian musical culture, including
secular music, were the monasteries. (We must, of course, remem
ber the unique position held by the royal court.) Following the
inspired leadership of Alcuin at the Abbey of Tours, the culture of
the Middle Ages was concentrated in them. In this intellectual cul
ture music occupied an important position. The reformatory activi
ties of Charlemagne caused a sudden development of monastic
schools and learning both in France and in Germany. The old
Benedictine Monasteries found a happy and harmonious middle
way between the sacred and the secular [learning]."78

77 Wagner, op. cit., p. 209.
78 Lang, op. cit., p. 68.
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Frankish Song Schools flourished everywhere in the ninth, tenth,
and eleventh centuries. Especially famous were those of Metz, St.
Gall, Paris, Dijon, Cambrai, Chartres, Nevers, and Toul. St. Gall,
which became a regular Benedictine monastery about the middle
of the eighth century, is particularly important in the liturgical and
cultural life of the West. St. Gall and Reichenau continued the
work begun among German-speaking peoples by St. Boniface.

Spain. The people of Spain also had a liturgy and a chant of their
own - the Mozarabic - which they were not anxious to give up.
Near the close of the eighth century there began a movement
toward the Roman Rite. But it was not until the eleventh century,
under Gregory VII and King Alfonso VI, that the Mozarabic Rite
was displaced and even then not everywhere. It still survives in some
churches in Toledo - a truly venerable rite and perfectly approved
by the Holy See.

Dom Mocquereau, a monk of Solesmes, had the theory that the
four Western chants, the Mozarabic, the Gallican, the Milanese,
and the Gregorian, were but four dialects of the same musical lan
guage. We may still have positive proof that this is so. Although
much has been ascertained in late years, the origin of the Mozarabic
Chant, and as a matter of fact, the origin of the various Western
liturgies and their chants, still offers matter for interesting research.

Italy. Southern Italy had received copies of the Gregorian An
tiphonale even during Gregory's time. Yet even in Italy its accept
ance was not universal. It is reported that a monastery quite close
to Rome had to be commanded, in 850, to give up its pre-Gregorian
chant and embrace the Gregorian (Roman) practice~79 In Milan
particularly, there was energetic opposition to the introduction of
the Roman liturgy and chant. The people of Milan could claim
for their liturgy - the Milanese or Ambrosian - a continuity from
the time of Ambrose. Charlemagne attempted to force its displace
ment, but did not succeed. Later attempts by others were also in
effectual. Finally, Alexander VI, in 1497, granted the Milanese the
right of the use of their own liturgy. Outside of the places influ-

79 Aigrain, op. cit., p. 41.
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enced by the Milanese Rite, the Roman Rite held sway in Italy.
Many places imitated the establishment of the Roman Schola Can
torum. Outstanding are those of Naples, Arezzo, and Monte Cassino.

II. THE SCHOLA CANTORUM

We cannot avoid noticing the influence of the Roman Schola
Cantorum during the years we are here considering. The most im
portant source of the diffusion of the Gregorian liturgy and chant
was the Schola Cantorum. Peter Wagner declares: "The Schola
Cantorum in a short time acquired an unforeseen importance. In
every country it proved itself to be the powerful promoter of all
efforts toward the introduction of the Roman liturgy."so

Winfred Douglas, speaking of the Roman Schola Cantorum and
its imitators elsewhere (especially at Metz and St. Gall and in other
parts of Charlemagne's dominion) says: "This wide-spread diffusion
of its musical ideas and of its practical plan of organization for
putting them into practice was of immense service to the Christian
world. As a result, liturgic choral music became an integral part of
the devotional and intellectual life of all Europe, having been in
effaceably stamped upon it during the formative period when the
mediaeval world was being slowIy molded throughout the so-called
Dark Ages. In all that welter of migration, war, political turmoil,
and social-transformation, the Song Schools of many a monastery
and cathedral, faithful children of a great mother, preserved the
ideals and advanced the practice of purely religious music."sl

III. ROMANO-GALLICAN LlTURGYS2

The Roman liturgy may have supplanted liturgies followed else
where in the West but in the end it was influenced by them, par
ticularly by the Gallican liturgy. All non-Roman influences on the
Roman Rite are generally referred to as the Gallican influence.

so Wagner, op. cit., p. 191.
S1 Douglas, op. cit., pp. 55-56.
82 Various available works summarize this point interestingly and well: see Fortescue's

The Mass, pp. 182-184; Dom Fernand Cabrol, The Mass of the Western Rites (St. Louis:
B. Herder), Chap. IX; Joseph A. Jungmann, S.J., The Mass 01 the Roman Rite, Vol. I
(New York: Benziger Brothers), pp. 74-103; Theodor Klauser, "A Brief History of the
Liturgy in the West," Orate Fratres, Vol. XXIII, No.2, pp. 64-67.
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Most of this Gallican influence came from the countries north of
the Alps; some of this influence may have come from the East
although through these northern countries.

. . . in the franco-germanic territory ... from the eighth to the tenth
century, there was distinct vitality and creative activity. It was formerly
supposed that the solemn anointings in the ordinations of the clergy, the
imposing rite for the consecration of churches with its rich symbolism, the
splendid and dramatic liturgy of Palm Sunday and Holy Week, were in
the main originally features of the old Roman Liturgy. This opinion has
been shown to be quite erroneous. We know now that of the sacramental
rites only that of baptism has the major part of its rich ritual from early
Christian origin. The ritual structure of all the other sacraments and the
sacramentals as we have them today is the result of franco-germanic creative
activity, although indeed based upon very ancient sources including eastern
ones. The same is true ... of the liturgy of Palm Sunday and of Holy
Week....

The old Roman liturgy was in general almost puritanic in its simplicity
and brevity. Greater depth of emotion, greater wealth of language and
symbolism, and a certain amplitude of treatment - all this, except in the
case of baptism, was contributed by the germanic and celtic clergy of the
carolingian empire."83

In the chapter outlining the liturgy of the Mass, we note late
additions to the Mass prayers. These additions came from the
North; they are the prayers at the foot of the altar, the inclusion
of the Gloria and Credo in the Mass, the Offertory prayers, the
Lavabo, the three prayers before Holy Communion, the prayer be
fore the last blessing, the blessing itself, and the Last Gospel.
Fortescue comments: "If one may venture a criticism of these ad
ditions from an aesthetic point of view, it is that they are exceed
ingly happy. The old Roman rite, in spite of its dignity and archaic
simplicity, had the disadvantage of being dull. The Eastern and
Gallican rites are too florid for our taste and too long. The few
non-Roman elements in our Mass take nothing from its dignity
and yet give it enough variety and reticent emotion to make it most
beautiful."84

Two influences which came into the Roman liturgy from north
83 Theodor Klauser, Ope cit., No.2, p. 66.
840p. cit., p. 184.
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ern lands had far-reaching effects which surely were not intended.
(1) One was a new version of "the discipline of the secret." In the
early days of the Church only the faithful were allowed to stay for
the Eucharist, that part of the Mass which we call "the Mass of the
faithful." But in these years, in Gaul, there arose a new idea of
saying the Canon in a low voice out of reverence and accentuating
the truth that there is a difference in the offerers of the Sacrifice
the celebrating priest and the laity. But the implication that the
laity do not participate in the offering of Christ made present in
the Consecration is erroneous. The priest alone, in the name of
Christ and through the words of Consecration, effects the unbloody
immolation of Christ. "It is because the priest places the divine
victim upon the altar that he offers it to God the Father as an
oblation for the glory of the Blessed Trinity and for the good of
the whole Church. Now the faithful participate in the oblation,
understood in this limited sense, after their own fashion and in a
twofold manner, namely, because they not only offer the sacrifice
by the hands of the priest, but also, to a certain extent, in union
with him."85 Thus speaks Pius XII.

The symbolic and allegorical explanations given to the laity from
the ninth century on, "explaining" the parts of the Mass, seem to
imply that the Mass was at least beginning to be less a doing by
the people than a watching. It is at this time, also, that the style of
architecture fitting the form of the early rite, was changed to our
form in which the laity are no longer standing around (circum
stantes) the altar, but are separated from it by railings. The altar
itself had originally stood away from the wall, and the bishop's
throne, from the people's point of view, behind it; now the altar
was against the wall and the throne to the side. The Mass, which
had formally been offered by the celebrant facing the people, had
begun, about the year 1000, to be offered by the priest with his
back to the people.

(2) As we have seen, probably for centuries both leavened and
unleavened bread were used in the Mass, although we suppose that

85 Pius XII, Mediator Dei (New York: America Press, 1948), No. 92. For a further
discussion, see Nos. 92-104.
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the bread was generally leavened. Our Lord, in all probability,
had used unleavened bread in His (first) Consecration; this
thought influenced the type of bread used in the rite north of the
Alps. The use of unleavened bread, common in the North after the
eighth century, was established as a custom in the West by the
eleventh century.86 The change from leavened to unleavened bread
was probably a minor but contributing point in the forces which
led to the discontinuance of the offering of bread at the Offertory
and in the eventual dropping of the Offertory procession.

OTHER RITES

During the Middle Ages other rites came into existence, all
derived from the Roman Rite and not differing greatly from it.
These are the rites of certain orders, such as the Dominican Rite,
the Carthusian Rite, the Cistercian Rite, and the Benedictil1e Rite;
and the local variations of the Roman Rite in such cities as Paris,
Lyons, Salisbury, and York. As we shall see, the Roman Rite was
made uniform and obligatory for the West by the Missal of St.
Pius V in 1570; however, rites which could claim existence for more
than 200 years were allowed to continue.

IV. LOW MAS,S81

We might think that the common mode of offering the liturgy
was the Low Mass and that the High Mass (Missa solemnis) was the
more ceremonious but exceptional offering. Such was not the case.
The Mass is essentially Christ's sacrifice and ours, offered by the
whole Church. This was originally expressed even in the exterior
celebration of this central act of our liturgy. We have seen that
from the early days of the Church until about the year 1000 the
laity took an active part in any Mass at which they were present,
a part which they expressed in word and action. The prayers were
offered in common: some prayers (sung) by all the laity, some by
a select group of singers (the choir), some by the celebrant or the

86 Fortescue, op. cit., p. 302.
87 Read "The Priest Supplies the Other Roles," Chapter VII in Mass of the Future by

Gerald Ellard, S.]. (Milwaukee: The Bruce Publishing Company, 1948).
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deacon or the subdeacon alone. It was the rule, even in the days
of persecution, that Masses offered in prison were solemnized.

From at least the sixth century, however, there were Masses of
fered which did not allow for such solemnity; such was the private
Mass. In our time practically all the days of the year are liturgical
days, that is, days on which Mass is offered officially, but in the
early days of the liturgy this was not so. On the days not liturgical,
private Masses could be, and often were, offered with only one or
two assisting the celebrant.

In the eighth century, pacts between monasteries promising to offer
Masses for the deceased monks, gave impetus to the private Mass.
Then, with the increased desire of the people for a Mass of petition
or thanksgiving offered to God through Christ, but honoring in a
special way our Lord, our Lady, or some saint, votive Masses
became popular. Through these and other contributing circum
stances, private Masses became so popular that a celebrant occasion
ally offered as many as eight or nine Masses a day, while the offer
ing of three Masses was common enough. (A large number of
private Masses contributed to the change in Church architecture
which provided numbers of altars.) In the twelfth century88 one
Mass a day for each priest became the rule, but three or four Masses
a day were allowed. Since the thirteenth century the number of
Masses permitted to each priest has been limited. The general rule
in our Western Rite now allows three Masses on Christmas and All
Souls' Day, and two or even three on Sundays and some other days,
if there is a real necessity.

But, as we have seen, the early Mass books contained the sung
prayers of the persons participating and not prayers for a service.
With the increasingly common private Masses, there came into be
ing, first of all, books which contained a few complete Masses in
honor of our Lord under some special title, of our Lady, or of some
saint; then we have (around the tenth century) the Missale
plenarum; and finally, still later (1570), the Roman Missal. The
Missale plenarum and the Roman Missal will be discussed later.

88 Fortescue, Ope cit.} p. 188.
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In the private Masses, the celebrant said not only the prayers he
would sing at a Solemn Mass but the prayers that would be sung
by others. It had also become the practice for the celebrant to say
private and personal prayers at Solemn Mass during the Introit, sung
at the beginning of Mass, and during the Offertory procession. Both
these practices have entered the now uniform Western Rite and are
part not only of the Low Mass but also of the Solemn Mass.

v. CHANT NOTATION

1. NOTATION OF MELODY

Notation in some form must have existed even at the time of
Gregory, but just what it was we cannot say. Although there are
extant fragments written in the eighth century, the first complete
manuscript, containing neums, dates from the ninth century.89
There had been, before the ninth century, various attempts toward
a musical notation, but the neumatic notation is the only type of
notation which survived.

The modern neums grew out of the grammatical accents of the
words. We have said elsewhere that the melodies originally fol
lowed the natural rise and fall of the voice when declaiming the
prayers. Thus the acute accent, on which the voice rose, and the
grave accent, on which the voice fell, le4 to:

a podatus vi - grave+ acu~e;

a clivis /\ - acute + grave;
a torculus ./' - grave + acute + grave;
a porrectus AI - acute + grave + acute;
a scandicus l:. - grave + grave + acute;
a climacus I. - acute + grave + grave;

and so on. (The quilisma does not seem to have its origin in the
grammar.) This type of neumatic notation - called "oratorical" or
"cheironomic" notation - did not give the intervals between the
tones. The neums were written in an "open field" (campo aperto)
above the text.90 The melodies had to be memorized, and this nota-

89 Gustave Reese, Music in the Middle Ages (New York: W. W. Norton, 1940), p. 133.
90 Ibid. Read pp. 130-148.
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tion only recalled what had been learned. Weare told that the
members of the Schola Cantorum needed nine years to memorize
the entire required repertoire.91

By the tenth century, the neums were grouped around a line
first an imaginary and then a real line - in such a way as to signify,
by their height, the intervals to be sung. This was the beginning
of the intervallic or "diastematic" notation. Near the beginning of
the eleventh century, a red line to represent F was introduced; later
a line, either yellow or green, was added for C. It was easy to pass
from the use of these lines to the idea of the four-line stafl.92

The invention of the staff is often credited to Guido, a monk of
Arezzo (995-1050). What he really did do was to perfect its use and
to introduce the F and C clefs. He also introduced the idea of the
sol-fa system for the scale. He noticed that in the Church's hymn
honoring St. John the Baptist, the first word syllable of each line
of the stanzas began one tone higher than the first tone of the
preceding line. In the first stanza these first syllables were, as they
still are in the liturgical books: ut, re, mz', fa, sol, lao With the later
change of do for the ut, and the addition of the one remaining
tone, called si from Sancte Ioannes (or Joannes), we have the sol-fa
syllables for all the tones of the scale.

The early forms of the neums differed a good deal in appearance.
Thus we read of the notation of St. Gall, Metz, Aquitania, Chartres,
Nonantola, and so on. By the twelfth or thirteenth centuries, neums
became square or quadratic as we have them now.

Accustomed to the swift communication of ideas, we may be
surprised to realize how slowIy the perfected staff made its accepted
appearance in various countries. Reese tells US

93 that by the twelfth
century it had spread to Italian, French, English, and Spanish
monasteries, but that in some German monasteries it was not used
until the fifteenth century.

Every new invention, every form of advance, contributes to
growth, but it also has within it seeds that must be watched so that

91 Aigrain, Ope cit., p. 38.
92 And later to the five-line staff and finally to the grand staff.
93 Reese, Ope cit., p. 138.
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only good may come to fruition. This is true even of the invention
of notation. From then on it became much easier for the singers
to learn the melodies, and a great impetus was given the music
in new and original compositions. As notation became more habitu
ally used, less practice in the singing was demanded and probably
less perfection attained. New compositions gradually took the lit
urgy more and more from the people and finally, in a later period,
destroyed the beauty and expressiveness of the chant itself.

2. NOTATION OF RHYTHM

In some manuscripts two kinds of rhythmical signs were inserted
above the neums. One was the short line, the episema, added to the
neums themselves, and the other sign was found in the accompany
ing letters over the neums. The episema is present in manuscripts
of many schools. The letters, called Romanian letters, are found par
ticularly in the manuscripts of St. Gall and, to a lesser degree, in
those of Metz and Chartres. Romanus was the name of the legend
ary singer who was supposed to have introduced the chant at St.
Gall. Some of these letters are: t - tenere (to hold), c - celeriter
(quickly), x - expectare (to retard), and so on. Naturally, the fol
lowing of the direction· of these letters influenced the expression of
the chant.

With regard to the plainsong rhythm as it was in the Middle
Ages, there has been in our present day much controversy. There are
three main schools of thought: the accentualists, the mensuralists,
and the Solesmes school. Each school holds a different explanation
of the rhythm of the chant in its "Golden Age" and consequently a
different explanation of the Romanian letters. We may briefly sum
marize their theories.

The accentualists believe that the chant, brought to formation
around the fifth century, adopted the equal time values of the word
syllables in the Greek and Latin of the day. But they hold that the
accent was then expressed by stress. Dom Pothier (of Solesmes) is
supposed to have been the head of this school. It is interesting to
note that some authors deny that stress, as we understand it, was
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the rhythmic element at the time of the formation of the chant
and especially deny that Dam Pothier believed this stress to be a
necessary element of plainsong.94

The mensuralz'sts do not even agree among themselves. In general
we may say that they believe that the accent is to be stressed, but
that the time values of the notes were not equal. Thus their views
are absolutely contrary to the views of Solesmes.

The Solesmes School claims Dam Mocquereau as its head. This
school teaches that the time values of the notes were equal and
that the accent of the word was given prominence by other means
than stress - by a higher melodic tone, or by the shortness of the
melody sung on the accent. (We must note that the accent of the
word is often given only one tone even in quite florid chants.)

There are historical justifications for all of these views. And
indeed, it may have been that practice varied somewhat in dif
ferent monasteries. However, we must have a common interpreta
tion if we are to have a uniform rendition.95 We know the Solesmes
theory results in an artistic expression; therefore we follow it. More
over, we are using the edition of the liturgical books printed with
the rhythmical signs of Solesmes, and thus we may more easily
unify our performance.

VI. TROPES AND SEQUENCES

We cannot state for certain the orIgIn of the trope. Wagner96

believes that it is of Greek origin. It is generally attributed to
Tutilo, a monk of the Abbey of St. Gall, who died about 915.

The trope was a verbal interpolation (or farce) of the liturgical
text. It developed into three forms: (1) the liturgical text plus the
interpolation; (2) the interpolation and then the liturgical text; or
(3) the combination of the two preceding forms. Here we are
speaking of the words only. We will see that there were also three
forms in the music to which the tropes were sung. (1) One type

94 Dom Joseph Gajard, The Rhythm of Plainsong (Liverpool: Rushworth and Dreaper,
1943), pp. 45-46.

95 We will study the nature of rhythm in a later chapter. See page 148 in Reese for a
sample of three different rhythmical interpretations of the same piece.

96 Op. cit., pp. 243-244.
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of trope broke the groups of neums of the original melody into
single tones and set a syllabic text to them. (2) Another type com
posed a new melody and a new text, and placed them either before
or after the original plainsong composition as it was. (3) Some
tropes combined the two preceding types of melodic and textual
interpolation. The type most frequent!y used was the hrst here
explained.

The following "Ite missa est" contains an example of a trope.
The verbal interpolation is italicized.

"Ite nunc in pace, spiritus sanctus super vos sit, iam missa est.
Deo semper laudes agite in corde gloriam et gratias."91

The interpolated words were sung to the individual tones of the
neums in the florid melody of the Ite and Deo.

Although tropes to the Credo were very rare, every part of the
sung liturgy, with the exception of the Gradual and the Tract, were
troped. Kyrie tropes were particularIy popular. The Gregorian
Masses in the Kyriale are published with accompanying titles. These
titles survive from the previous tropes. Thus the trope to Kyrie IV
begins "Cunctipotens genitor Deus," the trope to Kyrie XI begins
"Orbis factor," the trope to Kyrie II begins "Fons bonitatis," and
so on.D8 The trope was at its height in the tenth century.

The sequence is often considered a type of trope; this was true
in some aspects but not in all. It was a type of interpolation which
finally grew into an independent form, and this by the tenth cen
tury. It may have originated in northern France ;99 it may have been
of Greek origin.10o But its adoption by Notker Balbulus, a monk
of St. Gall, who died in 912, gave it an impetus which led to de
velopments of which he never dreamed. Originally the sequence
was an addition, or trope, to the Alleluia melody which had been
sung in the liturgy. for years. Later, as the sequence tended more

97 Karl Young) The Drama of the Medieval Church (Oxford: Clarendon Press) 1933»)
Vol. I) p. 178.

98 The full trope "Kyrie, fons bonitatis" may be found in Cantus ad Processiones et
Benedictiones SSmi Sacramenti (New York: J. Fischer, 1927), pp. 51-52.

99 Reese, op. cit., p. 188.
100 Wagner) op. cit., p. 223.
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and more to become an independent piece, it had no connection
with these Alleluia melodies at all. The sequence became exceed
ingly popular and its form was most varied. It tended to be a
syllabic chant with its text in strophic form repeated. Adam of St.
Victor (died about 1192) brought the sequence-form to its highest
point of perfection. The sequence is often called "sequentia" or
"sequentia cum prosa" or simply "prosa" or "prose."

As we have said, the sequence was a most popular form of com
position, and its number was truly countless. (Some say there
were as many as 5000.) Weare not surprised to find that these
sequences became incorporated in the liturgy, although they were
not originally so intended. Officially they were not recognized as
liturgical. Of the vast number, all except four were later banned
from use in the sung liturgy by the Council of Trent:

1. The Victimae Paschali laudes - the sequence for Easter, at
tributed to Wipo of Burgundy who died about 1048.

2. The Veni Sancte Spiritus - the sequence for Pentecost, attrib
uted to various people, among them Pope Innocent II who died
about 1216.

3. The Dies Irae - the sequence of the Mass for the Dead, sup
posed to have been composed by Thomas of Celano (1220-1249).
(This sequence grew out of a rhymed trope to the responsory,
Libera me.)

4. The Lauda Sion - the sequence for Corpus Christi, composed
by St. Thomas Aquinas (1227-1274). (Its form and melody are
evidently based on Adam of St. Victor's Sequence of the Holy
Cross.)101 Later, in 1727, the Church admitted the use of one other
for the Mass of the Sorrowful Mother and thus we now have

5. The Stabat Mater-the sequence of Our Lady of Sorrows,
attributed by some to Innocent and by others to Jacopone da Todi
who died about 1306.

The sequences were. much loved even outside the liturgy. They
were translated into the vernacular and gave impulse to the ec
clesiastical folk song. Part of the Victimae Paschali laudes was

101 Ibid., p. 240.
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transformed into the German choral Christ ist erstanden.l02 Christ
lag in TodeJbanden practically incorporates the third stanza of the
Victimae Paschali laudes. This Easter melody was later used as
a motif by Bach in his Easter cantata, Cantata No.4.

VII. THE ECCLESIASTICAL DRAMA

The ecclesiastical drama is often called the liturgical drama) but
as it was never part of the official prayer of the Church, the first
title is more exact. That this subject lends itself to a study that is
great, intensive, and extremely interesting is proved by the fact that
Karl Young has brought forth, as the result of his efforts, an au...
thoritative two-volume work, The Drama of the Medieval Church.

The church drama grew directly out of troping. "The tropes, or
literary embellishments, from which the first dramatic representa..
tions arose, were inserted into the liturgy for the serious purpose of
adornment and exposition, and they were eventually dramatized in
a manifest desire to convey edifying instruction."lo3

To illustrate what I have been saying with a few examples, let me quote
as an example of an interpolated trope-melody with words ... a text
which is sung as Introit and Communion on the Feast of St. Peter's
liberation from the prison at Jerusalem.... The words of the Introit are
as follows ... Now I know in very deed that the Lord hath sent his
angel; and hath delivered me out of the hand of Herod and from all the
expectation of the people of the Jews.

This Introit text, taken from the Bible, was preceded by way of intro
ductory trope by the following paraphrase on the Scriptural context.

"A damsel came to Peter, who was knocking at the door, and asked
him saying: 'Who art thou, Lord, that knockest so hard at our door?'
'It is I,' answered Peter, 'I, who for the Christian faith was thrown into
the dungeon. Open the door, Roda!'

"And she who had wept, knowing his voice opened not the door for
joy but ran and announced it to the brethren, Alleluia, Alleluia. And
they who had wept so hard, when they saw Peter were all overwhelmed
with joy and Peter said: 'Now I know in very deed ...' etc. (as above).

As can be seen, this introduction to the Introit is already an approach
to the liturgical drama; Peter and Roda both appear in a speaking part
and with the narrator as the third character one can see in the dramatic

102 Young, op. cit., Vol. I, p. 176.
l03/bid., Vol. II, p. 410.
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presentation of such texts the origin of the mediaeval play or musical
drama.104

It had the following forms:
a) Dramatized liturgy,
b) Dramatized additions to the

liturgy in Latin, and
c) Dramatized additions to the

liturgy in Latin with a further
addition in the vernacular.

interna-essentially

tional - catholic.

formance,

It was an edifying, dramatic per-

The "Quem quaeritis" trope - for which we have the "stage
directions" of the tenth century105 - was also used as a preface to
the Easter Introit. In this short study we can only sketch the devel..
opment of the church drama.10G We can easily see that it led to the
miracle and mystery plays. In fact, it was the ancestor of the various
forms of the sung and spoken drama. It was never really liturgical,
in our meaning of that word, although it was not formally con..
demned for use in the liturgy until the Council of Trent.

We will outline, simply for our better understanding, the sum..
mary of the development of the early drama as given by Karl
Young.101

1. In the Church:

2. Transferred to Secular Auspices: It gave greater scope for develop
ment in

It retained common sources in a) A vernacular text,
b) The person of the actors,

Scripture, in the teachings of the c) The use of the comic element,
and

Church, and in legend. d) Many national differences.

VIII. SECULAR SONGS

This subject, while not part of our work, is so closely connected
that it may as well be touched upon here. The term "secular songs"
applies to all nonliturgical forms of song (except the trope) whether

104 Jos. Smits Van Waesberghe, Gregorian Chant and Its Place in the Catholic Liturgy
(Stockholm: Continental Book Company, n.d.), pp. 47-49.

105 See Reese, p. 194, and also Karl Young.
106 Lang's Music in Western Civilization, pp. 89-96, gives a rather complete but simply

styled discussion.
107 Ope cit., Vol, II, pp. 421-426.
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the subject is religious or not. Naturally, such songs existed, but
since the means of notation was what it was, and since there was
no Schola to preserve these melodies, we cannot restore the earliest
ones with any exactness.

Chapters VII and VIII of Music in the Middle Ages7 by the emi
nent musicologist, Gustave Reese, are devoted to the subject of secular
monody, that is, secular unison songs. The performer of the secular
songs of this period is familiar to us under the .names of Jongleur,
Troubadour, Trouvere, Minstrel, Minnesinger, and Meistersinger.
All of the songs of this time are more or less influenced by the
melodies and forms of the liturgical pieces.108

IX. THEORISTS

The establishment of schools to study music led naturally to the
need of a theory to teach. Thus arose the theorists of this period
some of whom contribute much, and others little, to our real
knowledge. In most cases, practice preceded theory. Therefore we
can understand why it is that the theory does not seem to explain
everything - for instance, on the subject of Modality. It is not of
great importance to us to know who these theorists were. Never
theless we will mention Boethius, Cassiodorus, and Isidore of Seville,
who lived in the fifth and sixth centuries and whose theories were
studied in the schools of this period. There was also Alcuin (753
804), Hrabanus Maurus (died 856), Hucbald (840-930), Odo of
Cluny (died 942), Guido d'Arezzo (about 995-1050), Hermanus
Contractus (1013-1054), John Cotton (about 1100), Johannes de
Garlandia (1195-1272?), Philippe de Vitri (1291-1361), Franco of
Cologne (who flourished after 1280), and others.

X. EARLY FORMS OF PART SINGING

Part singing made its appearance as early as the ninth century
in the form of organum. This type of singing used a Gregorian
melody as a theme for the principal voice (vox principalis) and du-

108 Lang, Music in Western Civilization, p. 99. A very accessible book, Seven Centuries
of Solo-Song, Vol. I, edited by James Woodside and published by G. Schirmer gives us
some of the early forms of these solo-songs.
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plicated the melody (or, later, sang another) at the interval of a
fourth below or a fifth above. The duplicated voice was called the
vox organalis. The theory and practice in regard to organum varied
considerably through the succeeding centuries. For example, Guido
d'Arezzo (eleventh century) allowed more than one note of the
vox principalis to one of the vox organalis (and also contrary mo
tion and the crossing of parts). John Cotton allowed more than one
note of the vox organalis to one of the vox principalis.109 This sanc
tions a practice opposite to Guido's. Organum was either strict or
free; the distinction between them need not be made here.

To get the "flavor" of organum, take a Gregorian melody as a
vox principalis and build a melody, a vox organalis, note for note
against it. Two plans for so doing are given here. (1) Organize the
complete melody in strict fourths (below). (2) Start the melody
with both voices in unison, but keep the lower voice on the same
pitch until both voices are a fourth or fifth apart; then continue,
this fourth or fifth apart. Do not permit the lower voice to go below
the modal final in any case; only the upper voice sings the original
Gregorian melody in its complete form. End in unison. The melody
of the Gregorian Adoro te devote, so treated, will give a good idea
of the effect. Note that the Gregorian melody retains its own char
acter even with this treatment.

From now on we will call the vox principalis, or principal voice,
by the other names it acquired: the cantus firmus or tenor. It was
called tenor from the fact that it held (tenere) to the principal
melody.

The English developed a form peculiar to themselves - the
Gimel. The cantus firmus was accompanied by another voice, not
in fourths, but in thirds, upper or lower, and sometimes in sixths.
The beginning and the end was always either in unison or at the
octaves. Out of this form developed the Faux-Bourdon.

In organum both voices remained in the free rhythm of the
plainsong. In descant, however, florid figures above the cantus
firmus or tenor were admitted. In descant, therefore, the plainsong

109 Read pp. 259-261 of Reese, Music in the Middle Ages.
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melody, used in long notes as a cantus firmus, lost its originality.
The conductus was originally a form of the trope. Later (twelfth

century) it became a type of composition which used entirely
original melodies in all parts. These parts moved in practically the
same rhythm and used one set of texts.

The motetus is considered by some to be a type of descant. The
motet became the leading form of the thirteenth century. In gen
eral, a motet - which is not to be confused with the present-day
use of the word - is characterized by the use of a different text
for the accompanying voice or voices than for the principal voice.
This different text was originally in Latin. Eventually, a vernacular
paraphrase of the principal text was sung by the other voices;
finally, even a vernacular text using absolutely nonrelated thoughts
was used. We can see why this development of the motet had no
place in the liturgy.

With the introduction of the hotchetJ which interrupted the
melody and introduced a form of sobbing or sighing, and the
introduction in some places of the cantilenaJ which was essentially
secular, we can understand that there was a need for Church au
thorities to rise up in protest at their use in the liturgical services.

These forms of composition became the vogue the last few years
of this period and began to be introduced, to a greater or lesser
degree, into liturgical services. We can easily see the result of this.
We can also easily see what the use of a Gregorian melody as a
long-noted cantus lirmus did to the melody. In losing its character
istic rhythm, plainsong lost much of itself.

XI. INTRODUCTION OF TIME

When we speak of melodic figures above a cantus firmus, we
must realize that notes of equal time value, characteristic of our
use of the plainchant, were surely not retained in these part com
positions. In the course of the years 1150-1300 occurred the develop
ment of the use of uneven time values. Theoretical or practical ex
ponents of the idea of uneven values were called mensuralists and
the system using notes of uneven values was called the mensural
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system. Since one of the very important treatises on this subject was
written by Franco of Cologne, this period is often called the Fran
conian period. Explanation of the development of measure can
easily be found in music histories.110 In the mensural system, a
short note was represented by the punctum of plainsong notation;
a long note was represented by the virga. Later, either idea was
represented by the puntum or the virga. Such a theory applied to
chant notation would certainly affect the singing of the chant itself.

XII. ACTIVE PARTICIPATION OF THE LAITY

When the active participation of the laity is under consideration,
we may consider these years as two periods: from about the year
600 to about 1000, and from 1000 to 1300. For, speaking in general
terms, we may say that lay participation in (sung) word and in act,
continued to the late ninth and early tenth centuries, and from then
on began to decline.

By the ninth century, or even earlier, the common people in the
Northern lands rarely understood Latin. But, as we have said, Latin
was the literary language and the international language of all the
educated. Added to this was the great esteem for all things Roman.
Therefore the language of the Romano-Gallican liturgy, even in
the North, remained Latin. The language was, of course, a barrier
in the understanding of many of the prayers. However, the people
were still expected to sing their parts of the liturgy, as the people
of earlier ages had sung their parts.

It is generally agreed that up to the ninth and tenth centuries it
was still the custom of the people to sing the Ordinary parts of the
Mass together in simple unison chant. Yet during these years the
chant itself became more and more florid. "The 9th, 10th and
11th centuries were the best period of the liturgy and the chant.
The churches vied with one another in the splendor and embellish
ment of their services, and the faithful flocked in numbers to the
liturgical gatherings.HIll

110 See Theodore M. Finney, A History of Music (New York: HarcQurt? Brac;e and
Company, 1935), pp. 91-94.

:t11 Wagner~ 01'. cit., p. 218.
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We cannot say when the choir began to sing the Ordinary
with more florid chant melodies. The Kyriale tells us that these
melodies are found in manuscripts of such and such centuries;
that is, the manuscripts may be of the eleventh century, but the
melody itself may have been sung previous to the eleventh cen
tury. The more florid melodies for the Ordinary may have appeared
at first in monasteries, where all the singers were trained, and where
florid melodies would not cause a change in participation. But in
the regular churches, their appearance and more continued use by
the choir gradually paved the way for "the silent congregation."112

A very important force toward the discontinuance of lay partici
pation was, as we have said above, "the transition to a silent reci
tation of the sacrificial prayers," which Theodor Klauser says "was
an event of great moment. The bond uniting priest and people
was severed at a point which is the very heart of the liturgy. The
capital portion of the sacrificial service thus became the exclusive
concern of the bishop or priest, and the people were reduced to the
role of passive spectators; and if they might be excluded in this
way from the central part of the holy Sacrifice, why not also
restrict or omit their active cooperation in other parts of the liturgy,
for it often dragged and tended to retard the course of the service?
Thus, evidently, a beginning was made which would lead to grave

"113consequences.
The use in the Mass of a bread which the people did not have

in their homes, the developing custom of a pre-Mass offering (which
we call a Mass stipend), and perhaps other considerations, led to
the people no longer joining in procession at the Offertory to offer
gifts which had been "regarded and intended as symbolic expres
sion of all the faithful in the offering of the holy Sacrifice, while
at the same time they served to ground the virtue of fraternal
charity in this central act of worship."114

112 Read "Disruptive Singing in the Choir Loft" in Mass 0/ the Future by Gerald Ellard,
S.J. (Milwaukee: The Bruce Publishing Company, 1948), Chap. 8.

113 Theodor Klauser, "A Brief History of the Liturgy in the West," Orate Fratres, Vol.
XXIII, No.3, p. 117.

114 [bid., p. 119.
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But more important still is the point which we have brought out,
that it was at this time that "the holy Sacrifice itself had come to
be regarded as more or less the exclusive action of the priest....
For when once the understanding of the Mass as the united action
of all was no longer well grasped, when the Mass was regarded
as the action of the priest alone, the offertory procession had lost
the very reason in which it was founded."115 This one misunder
standing of the Mass could cause all lay participation to cease.

The change in participation was so gradual that its future results
probably were not at all foreseen. It never was the intent of the
Church that any of her children should take the part of an "audi
ence." In her plan for the corporate worship of God, we each have
our part. Let us ask God that we may return to its realization.

XIII. SUMMARY

As we said in the beginning of the discussion of this period, the
years 600 to 1300 present quite different aspects. Moreover, the
evaluation of this period will vary according to the criteria of
judging it.

The musical historian sees in the years 1000 to 1300 a source of
advancement for secular music - and he is right. The contribution
made by the musicians of these 300 years - especially during the
last hundred - becomes more apparent in the succeeding centuries.
Viewed from the standpoint of active lay participation in the
liturgy, however, we find in the musical development of the 300
years a source of decline. This decline also becomes more apparent
in the succeeding centuries.

Most of the pure melodies of the chant were composed before the
year 1000. From 1000 to 1300, as notation became more systema
tized, these melodies were written down. The chant melodies dur
ing the last 300 years were in part inferior to those of the preceding
years. Characterized by a straining for novelty, they were inferior
in "simplicity, naturalness and warmth of feeling."116

115 Ibid.
116 Dom Dominic Johner, O.S.B., A New School of Gregorian Chant, 2 English ed.,

p. 192.
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We know now to what the last years of this period were leading.
Nevertheless, at the time there was still a united Christian family,
sacrificing and praying together as one before God, still singing
their prayers as one, in the official musical language of the Church,
the Gregorian Chant.

REVIEW QUESTIONS

1. Summarize the historical setting for the years 600 to 1000. What was
happening in the West - in Italy, in France and Germany, in England,
in Ireland? What was happening in the East?

2. Summarize briefly the historical setting for the years 1000 to 1300.
3. Why do we consider two units in the historical setting and only one

unit in the liturgy and liturgical music?
4. Give four reasons why uniformity within the Roman Rite was retarded.
5. Discuss briefly the progress of the Roman Rite in England; in Gaul;

in Spain; in Italy.
6. Of what importance was the Schola Cantorum during this period?
7. What is meant by the Gallican influence on the liturgy?
8. Specify some additions to the Roman liturgy which are Gallican In

origin.
9. What is the fundamental distinction between the priest's and the laity's

offering of the Sacrifice?
10. What is unleavened bread?
11. Name some medieval rites derived from the Roman Rite. Do they differ

gready from the Roman Rite? Are they still in use?
12. Did the High Mass develop from the Low Mass, or is the Low Mass

an abbreviated High Mass? Explain.
13. Summarize shortly the development of the Low Mass.
14. Discuss the gradual development of the music staff.
15. Explain the origin of the sol-fa syllables.
16. Modern musical notation gives us both the melody and the rhythm

of the melody. Was this true of early notation? Discuss.
17. Name three modern schools of thought concerning the rhythm of the

chant. Which school do we follow? What does this school tell us of the
rhythm of the chant?

18. What was the trope? Give examples.
19. Why is Mass XI called the "Orbis Factor" Mass?
20. Name five sequences in present use in the liturgy. Can you name their

authors and tell when they are to be sung?
21. What do you mean by the church drama? What was its origin? To

what modern art did it lead?
22. Name some of the forms of part singing which came into being at

this time.
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23. Discuss active lay participation in the liturgy as it was up to the ninth
century.

24. Discuss active lay participation from the tenth to the fourteenth century.
25. Criticize the musical development of the last years of this age (1) from

the standpoint of the secular musician, (2) from the standpoint of the
church musician, and (3) from the standpoint of the liturgy and lay
participation in the liturgy.

THIRD PERIOD - PERIOD OF DECADENCE OF
THE CHANT - 1300-1517

HISTORICAL SETTING

Three movements or influences of this time set the stage for the
tragedy that was to be the Protestant Revolt - (1) the Avignon
Papacy and its sequel, the Great Western Schism, (2) the gradual
weakening of the power of the Empire, and (3) the Renaissance.

Christian unity in the West suffered a severe shock in the West
ern Schism and in the new forms of heresy which infected the
spiritual life of the people. Yet, although the Schism had split the
Christian world into three "obediences," the people, as a whole,
were at least nominally attached to the Church. The Christians of
Spain were slowly driving out the Moors; the Christians of Hungary
and the Balkans were doing battle with the Turks, even though
with but partial success. At the same time, the Inquisition, founded
over a century and a half before, was in operation, especially against
the Hussites and the Lollards.

Though the foundation of the national states is of the next era,
the old political and social order was crumbling. While the Haps
burgs furnished the Empire with its last great emperors, the
French were wresting their soil back from England in the Hundred
Years' War. England had seen the growth of parliament in power,
the Wars of the Roses, and the founding of the Tudor Dynasty.
The Black Death, a disaster which swept away vast numbers, con
tributed its share to the decline of feudalism.

Finally, in 1453 Constantinople fell to the Ottoman Turks. At
the death of the emperor, Constantine XI, the Eastern Empire came
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to an end. Many Greek scholars fled from the East to Italy, bringing
with them precious early manuscripts.

A new vital force, expressing itself in the Renaissance, completed
the ruin of the old social structure. The substitution of worldly
values for other-worldliness, the stress on individual power as
against corporate right, the Machiavellian divorce of morality from
government, the very practical inventions of gunpowder, printing,
and the astrolabe, the consequent widening scope of European ac
tivity through exploration and discoveries - all combined to pro
duce an age dissatisfied with the present order, eager for a new.

Had the Renaissance come at a time when the Church was vigor
ous, it might have brought about a millennium. Even though weak
ened by heresy, schism, and worldliness, the Church met the
challenge of the times, though tardily, and with incomplete success;
for the tremendous losses to the Church in the ensuing years, in
England, Germany, and Scandinavia, have never been truly recovered.

liTURGY AND MUSIC

By the close of the thirteenth century, the effect of the develop
ments of the preceding years was beginning to appear. There was
as yet no definite break with the past - that was for the sixteenth
century - but the break was being prepared, even though many
who saw it coming strove against its causes.

I. THE BULL OF POPE JOHN XXII

Even by 1322 the musical novelty had taken such a hold on
musicians that the clergy needed to be warned. The Decree of
Pope John XXII attacks the introduction of the novelties into the
liturgy. After declaring the purpose of music in the liturgy and
commending the practice of preceding centuries in the Church,
he says:

But certain followers of a new school, giving great attention to the
laws of measured time, are intent upon composing their own melodies ac
cording to a new system of notes, and these they prefer to the ancient
music. The ecclesiastical melodies are sung in semibreves and minimae,
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and are struck with gracenotes; moreover, they break up the melodies by
hoquet£, they rob them of their virility by discantus, sometimes they mix
in tripla and motetz' in the vernacular.... Indeed, these men run without
pausing, they intoxicate the ear without satisfying it, what they sing they
imitate by gestures; and thus the desired devotion is completely ignored,
and a forbidden frivolousness is introduced.117

Then, after threatening the suspension of those who would be
guilty of offense against this decree which would forbid such
"frivolousness," he goes on:

By this, however, we do not intend to prohibit that occasionally especially
on fe~tive days, during solemn Mass and the above-mentioned divine offices,
certain consonant intervals be added to the simple ecclesiastical chant, pro
vided these intervals are in accord with the melodies themselves, as, for
instance, the consonance of the octave, the fifth, the fourth, and the like;
but on the condition that the chant itself remain intact in its integrity,
and that no change in the chant be made from music having the proper
rhythm.u8

Most music historians, Catholic or non-Catholic, understand the
action of the Pope in this regard. For it is not music as such that
is the object of his solicitude but "the offices of divine praises" ex
pressed by the faithful, as he declares in his opening sentences. The
edict "may have acted as a partial check, if not as a complete one,
thus diverting the flow of musical creation into secular channels."119

II. THREE FORCES AT WORK

There were three forces in the world which affected the lives of
the people and in turn served as an expression of their spirit. These
forces were (1) humanism, (2) nationalism, and (3) the spirit of
discovery.

Humanism. With Petrarch (1304-1374) there began in Italy the
"new learning" which devoted itself to the study of the Greek
and Latin classics. It received a new impetus with the arrival of
the Greek refugees after the fall of Constantinople. From Italy it

117 Pope John XXII, cited by Dom Thuis, Gregorian Chant A Barometer of Religious
Fervor, p. 28.

118 Ibid., p. 29.
119 Reese, Music in the Middle Ages, p. 357.
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spread throughout the Western World. With the "new learning"
was to be associated, besides (1) the love of the classics and (2) a
desire to possess their early manuscripts, also (3) a scorn for all
that was characteristic of the years since Cicero, (4) a return not
only to the study of what was called the humanities but to the
mode of life of the pagans, and (5) the beginnings of individualism
which is still so apparent in the world. Those who led the way in
the "new learning" were called humanists. Humanists were not
necessarily to be condemned. Indeed we have outstanding Christians
among them, for example, Erasmus and Sir Thomas More.120 But
we may be sure that many others, especially those who imitated the
manner of life of the pagans, deserve the title "pagan humanists.?'

Nationalism. National states, which before were unknown, were
gradually coming into being in the Western World. Temporal sov
ereigns, in order to unify those under their dominion, accented
natural individual differences between peoples. This in itself is not
an evil, but we, who live in an age of exaggerated nationalism, can
see what its undisciplined growth has done to the members of
Christ's Mystical Body.

Spirit of Discovery. This was the age of discovery. The finding of
other lands and people gave to temporal rulers new subjects, new
sources of income; it gave to the Church new souls to bring into
union with Christ. We need not think that the spirit of discovery
expressed itself only in fields of exploration. "Experimentation was
the vogue."121 We shall see its effect on the music of the times.

III. EFFECTS· OF THE THREE FORCES ON THE CHANT

Humanism which looked upon the contribution of the Middle
Ages as barbaric and unenlightened, naturally pronounced the sim
plicity of the chant as barbaric also. Nationalism gave rise to schools
of music which developed their own type of national musical ex
pression. This was unobjectionable in itself, but the spirit which
was here expressed was detrimental to the spirit of universality as

120 Read pp. 101-110 of Carlton Hayes, A Political and Cultural History of Modern
Europe; Vol. I (New York: Macmillan Company, 1932).

121 Finney, A History of Music, p. 107.
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expressed in the universal music of the Church, the chant. The
spirit of discovery experimented with the Gregorian melodies and
while so doing deprived them of their rhythm which is their life.

IV. MUSICAL DEVELOPMENTS OF THE FOURTEENTH CENTURY

This was the age of the Ars Nova - the "New Art." It is espe
cially noted for the rhythmical procedure which it introduced.122 It
also broadened the use of m usica ficta} which practically allowed
every chromatic tone one desired to use, explaining the chromatic
theoretically, and which introduced changes in the current rules of
counterpoint. The term counterpoint was applied to that type of
music which placed a punctum in a new melody against a punctum
in a cantus firmus, point-against-point.

During this century there were composed many secular forms of
counterpoint. Of these forms, probably the most familiar to us are
the madrigal and the canon.

Canonic imitation became very popular in the later polyphonic
liturgical compositions. A polyphonic composition is simply one in
which there are many melodies ("voices") moving together (poly
phonus) but all moving as melodies. The melodies of a canon are
bound by certain rules (or canons) ; therefore the composition itself
is called a canon. In one type of canon, the first voice begins and
the other voices come in later, one by one, singing the same melody.
(Our "Three Blind Mice" is sung in strict canon.) "Sumer is
icumen in" was, and is, a very popular four-voiced canon of the
thirteenth century.123

Guillaume de Machault (about 1300-1377) wrote canons as he
wrote nearly every other kind of secular music. He wrote little
religious music. However, his is the first individually composed
polyphonic setting of the complete Ordinary of the Mass.

V. MUSICAL DEVELOPMENTS OF THE FIFTEENTH CENTURY

"The musical development of the fifteenth century was so rich
122 Read ibid., pp. 110-111.
123 Father Ellanl has a note on the use of this melody in the liturgy (!). See Mass of

the Future, p. 80.
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and profuse in comparison to that of the preceding centuries that
it can best be approached in terms of underlying cause and effect.
These may be tabulated as follows:

"1. Founding of royal chapels, and the consequent impetus given
to musical activity.

"2. The rise of nationalism, and the consequent musical differen
tiation on a geographical basis.

"3. The rapid accumulation of musical resources, and the conse
quent greater scope for men of genius."124

Composers of this and the next few centuries are connected with
the "national schools" now coming into existence. John Dunstable
(died about 1453) was the leader of the early English school. The
early Netherlands school was represented by Dufay (1400-1474),
by Dufay's pupil, Okeghem (about 1430-1496), and by Okeghem's
pupil, Josquin des Pres (1450-1521). The compositions of Des Pres
are really great music. Let us listen to the recording of one of his
famous motets: Ave Vera Virginitas; better yet, let us sing it
ourselves.125 Note the beauty of the melodies expressive of and
perfectly fitting the text. Let us also listen to his Missa ((Ave Maris
Stella." When we sing a polyphonic work we realize the independ
ence and completeness of our own melody. When listening to one,
we may realize this independence and completeness to an even
greater extent. In fact, unless we select a melody which we follow
in its course, we may find that the composition is only a maze of
moving sound of which we comprehend little.

Josquin des Pres was the foremost composer not only of his time
but also for some years to come. His works are still among the
musical monuments of all time.

VI. MANUSCRIPTS

With the invention of printing in the fifteenth century - applied
everywhere to music in the sixteenth - it became possible to trans
mit one's musical ideas. For the years 1300-1500 we are still greatly

124 Finney, op. cit., p. 121.
1251Jle music and the recording of this motet and the Missa "Ave Maris Stella" may be

procured from the Gregorian Institute of America, Toledo, Ohio.
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dependent on manuscript copies. Weare not surprised to find, in
chant manuscripts, some influences of polyphonic writing inserted
at will or through ignorance, by copyists. However, as Weinmann
points oue26 there are sufficient reliable manuscripts of this period
to prove that chant and polyphony were not, and are not, essentially
hostile to each other. The use of each art in the liturgy is possible
and is, in fact, encouraged by ecclesiastical authority.127

VII. ACTIVE PARTICIPATION OF THE LAITY

In his summary of the years 1073 to 1545, Theodor Klauser says:128
"Notable in the history of the liturgy in this period is the fact
that Communion was no longer administered under both species;
that the understanding of the Eucharistic Sacrifice and of the in
timate relationship of Sacrifice and Communion gradually grew
less; that devotion tended to center upon the sacred Humanity of
our Lord and that religious individualism sought more and more
to satisfy its devotional needs in practices outside the liturgy."

With the continued use of part singing in the choir, and espe
cially with the use of the Ordinary of the Mass sung in polyphonic
style (in which the congregation would be unable to join), we
must expect that the people would gradually have less and less of
an active part in their sung prayer. Again, this decline in the use
of the chant was a gradual but, because of the influences of the age,
almost an inevitable evil. For it was an evil. At that time, the chant,
and no other music in use, permitted the laity their share in the
sung prayer of the Church. If we agree with Dam Thuis that the
use of the chant can be considered a barometer of religious fervor,
we will believe that discontinuing its use may have contributed
its share to the preparation for the Protestant Revolt of the next
centuries. The Church had her heresies in the past, but never
before had so many left the fold of Christ's Church. In the loss
of active participation by the people, was there not also somewhat

126 Karl Weinmann, History of Church Music (Boston: McLaughlin and Reilly, n.d.),
p.42.

127 See the Motu Proprio (on Sacred Music) by St. Pius X and the Mediator Dei (on
the Liturgy) by Pius XII.

128 Orate Fratres, Vol. XXIII, No.3, p. 116.
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of a loss of the true Christian spirit of which active participation
in the liturgy is the primary and most indispensable source?

REVIEW QUESTIONS
1. What three influences of the time set the stage for the Protestant Revolt?
2. Discuss briefly the Decree of Pope John XXII.
3. What three forces were especially at work in the world of this period?
4. What was the effect of these three forces on the chant?
5. What is meant by counterpoint?
6. What is meant by a polyphonic composition?
7. Name four polyphonic composers of this period.
8. Discuss the active participation of the laity during this period.

FOURTH PERIOD - PERIOD OF LOSS OF THE
GREGORIAN CHANT - 1517-1850

HISTORICAL SETTING

FROM THE BREAK-UP OF RELIGIOUS UNITY TO OUR OWN TIMES

The archheretics, Luther, Calvin, etc., separated large sections of
the Christian world from the Church. At the same time powerful
petty rulers rose up against the Empire, and in the ensuing wars
so-called "Religious Wars" - political and religious issues became
confused, and much devastation was wrought in the name of God's
truth. The Thirty Years' War in Germany was the best example of
this condition. This war ended with the Peace of Westphalia,
which confirmed the Peace of Augsburg in its principle /tCujus
regio, illius religio." The true reform of the Church was effected
in the same years as the Revolt - chiefly by (1) the Council of
Trent (1545-1563); (2) the founding of teaching religious orders,
such as the Jesuits; and (3) the efforts of individuals, such as
Cardinal Ximenes in Spain.

From the unwillingness to accept infallible doctrine came the
attitude that dogma is unimportant but moral rectitude all
important; then developed, thanks to the "Enlightenment" of the
eighteenth century, a neglect of faith and an exaltation of reason.

With the power and prestige (and restraint) of the Papacy re
moved from world affairs, individual rulers could, and often did7
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rule despotically; and while the great and small national states
sprang into prominence, the spirit of national pride grew among
all peoples and with it a hatred for neighboring groups. Thus we
find, between 1600 and 1800, the rise and flowering of autocracies:
Hapsburgs, Bourbons, Tudors and Stuarts, Hohenzollerns and
Romanovs, and the so-called "Benevolent Despots." The House of
Bourbon held the most splendid of courts; it endured as well the
most tragic decline. In 1789 France gave itself over to the Revolu
tion, probably its greatest catastrophe, during which, in the name
of liberty, equality, and fraternity, the terrorists executed Louis XVI
and his queen. Other peoples than the French caught the radical
fever, so that until the middle of the nineteenth century there were
intermittent revolutions all over Europe. When Napoleon's fall was
completed by the Congress of Vienna in 1815, the thrones of the
world had already begun to totter.

These centuries saw (1) the expansion of Europe to the New
World and eventually into Asia and Africa; (2) the growth of the
"scientific spirit," (3) the dominance of commercialism, (4) the
foundation of capitalism, (5) the beginnings of the Industrial Revo
lution, and (6) the triumph of representative government.

MUSIC AND THE LITURGY

I. INTRODUCTION

In 1517, with Martin Luther there began a revolt from which
the Christian world is still suffering. There is no denying that
there was a great need of reform in the ideals and lives of many
members of the Catholic Church. But true reform must come from
within. One cannot reform an organization of any kind simply by
leaving it; such is the practice of the revolutionist. The movement
initiated by Luther is better called the Protestant Revolt.

Many of the results of the Revolt have already been mentioned
in the "Historical Setting." The foundational cause must be espe
cially stressed - the development of Individualism. Individualism
has been defined as the exaltation of the "I" at the expense of the
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"We."129 It manifested itself in contempt for all authority, secular
as well as religious, in the private interpretation of Scripture, and
in many other ways. In fact, individualism was affecting all expres
sions of society - religion, politics, literature, art, music.

II. INSTRUMENTAL MUSIC

There had always been music for such instruments as there were,
but with the perfecting of instruments in the fifteenth, sixteenth,
and seventeenth centuries, instrumental music took its place in the
artistic field. The extended use of instruments led to the rise and
development of ensemble and solo instrumental music. The larger
forms of composition, developing in the eighteenth century particu
larly, were the suite, the fugue, the overture, the sonata, the con
certo, and the symphony. Instruments were even habitually intro
duced into the services of the Church. The compositions of Giovanni
Gabrielli, composed for liturgical services in St. Mark's Cathedral
in Venice, sound very strange to us as "liturgical music" because of
the instruments used.

The one instrument which under all circumstances is validly
used in the liturgy is the organ.130 It may have been introduced
years before Charlemagne or at his time, but with its later gradu
ally perfected mechanism, it attracted the attention of many well
trained musicians. Since the fifteenth century, but especially since
the sixteenth century, it has been the vehicle of much religious
musical expression.

III. THE RISE OF OPERA AND ORATORIO

Opera came into being as a result of the efforts of a small group
of Florentine musicians to rediscover the use of music in the Greek
drama. This was around 1600. We realize from personal experience
how this style of drama took hold and developed. The operatic
style of music even invaded the liturgy and there desecrated the
sung worship by "liturgical arias" and thoroughly "operatic
Masses." Naturally, the use in the liturgy of this style of music,

129 Thuis, Gregorian Chant A Barometer of Religious Fervor, p. 30~

, :1,30 Sc;e the M,otu Proprio ~ NOS~ 15-2, L - .
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and of the later Masses in the Viennese and concert styIe, is to be
condemned.

The performance of a "spiritual opera" in 1600, in the Oratory
of St. Philip Neri, developed into a form of dramatic performance
called the Oratorio. There have been masterly compositions among
the oratorios. Yet, although they are religious in subject, and may
even be masterpieces, they are not fitting for use in the liturgy.

IV. POLYPHONIC DEVELOPMENTS

During the sixteenth century, classical polyphony reached its
highest peak. There are many names which could be chosen from
a long list of those who contributed much to this musical art and
whose compositions have been found to possess attributes of true
liturgical music. We shall select only the outstanding composers of
each national school of polyphony. The Flemish, or Netherlands,
School is represented by Orlandus Lassus (1532-1594); the Italian
School, by Pierluigi da Palestrina (about 1524-1594); the Spanish
School, by Tomas Luis da Vittoria (about 1540-1613); and the
English School, by William Byrd (1543-1623). Of these, Palestrina
is considered the peer. The German School, founded by Heinrich
Isaac (1450-1517) of the Netherlands School, never attained to the
polyphonic heights of the other national schools. There are, of
course, among the Germans, polyphonic writers of note, as there
are many others elsewhere.

Modern harmony was born in the sixteenth century. Some poly
phonic works may sound more harmonic than polyphonic because
of their chordal development, yet harmony and polyphony are fun
damentally different in conception. In a harmonic piece, the com
poser thinks vertically; in a polyphonic piece, the composer thinks
horizontally; that is, the melody of each part is complete without
the sound of the other parts.

One sometimes hears criticisms of present-day choirs which seem
to specialize in polyphonic singing. According to the principle on
which it is based, this criticism mayor may not be just. (1) The
Church admits to her liturgy any type of music which possesses the
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necessary qualities of holiness, beauty, and universality. St. Pius X
stated that while the chant necessarily possesses these qualities, they
are also possessed by Classic Polyphony and may be by other
music as well. So, looked at from the standpoint of the music, this
criticism is unjust. (2) Considering polyphonic singing from the
standpoint of active participation of the laity, we may hnd more
foundation for such a criticism. For we know well that rareIy is a

congregation sufficiently trained to be able to sing the Ordinary of
the Mass in a polyphonic setting; if it were, there should be no
complaint at all. We know that it is the desire of the Church that
the congregation sing its part of the prayers, that is, the Ordinary
of the Mass and the Responses. However, as long as the choir con
tinues to usurp the privilege of the congregation in this matter, we
cannot object even if it sings a complete polyphonic Mass. (It would
be more to the point to object to the fact that the choir is singing
what belongs by right to the congregation.)

v. THE MISSAL

We noted previously that a Low Mass was not originally the
rule. Circumstances brought about its introduction even while the
High Mass was still the ideal and practice. Where it was necessary
for only one priest to "fulfill in his own person the offices of deacon~
sub-deacon and the other ministers,"131 and finally even the office of
the choir, all the sacramentary, lectionary, and antiphonale was
included in one book, the plenary missal, or, as we call it, the Missal.

The M issale plenarium, or full Missal, began with the tenth
century; from the thirteenth century it became very common.132

The Council of Trent (1545-1563), seeking uniformity in the
Roman Rite, entrusted the care of examining, revising, and restoring
the Missal to a commission under Pius IV.133 Thus additions which
might have been the result of the restless, subjective, and individual
istic spirit of the age were examined (and for the future forestalled),

131 Dam Fernand Cabral, The Books 0/ the Latin Liturgy (London: Sands and Company,
1932), p. 113.

132 Fortescue, 01'. cit., p. 190.
133 Ibid., p. 206.
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and the Roman liturgy was restored to an earlier purity of form.
The work of the commission, the Missale Romanum) completed
under St. Pius V and published in 1570, was henceforth to be used
by all in the Western Church. Exceptions were allowed only to
those rites which had been in existence for at least two hundred
years. Finally, uniformity within the Roman Rite was made obliga
tory by Church authority.

In January, 1588, Pope Sixtus V founded what is called the
Congregation of Rites. Its special duties are to see to all that con
cerns the liturgy of the Church, that is, to enforce regulations, to
grant dispensations, to settle questions, to provide Propers for new
feasts, etc.

VI. ATTEMPTS· WITHIN THE CHURCH TO SAVE THE CHANT

All along there had been attempts within the Church to save the
chant and with it active participation in the liturgy. Protestant
"reformers," V\Tho took whole towns to their Revolt by means of
a sung participation in "the divine service," were using the musical
knowledge they had gained when they were members of the Church
and were misusing the original plan of her corporate worship.

At the Council of Trent (1545-1563) "... grave complaints were
aired about the state of church music. Humanists and churchmen
alike complained of the neglect of the text, the bad enunciation
and irreverent attitude of singers, the presence of a secular spirit
in the music and the overabundance of instruments in the serv
ices."134 There was so little thought of abandoning the use of the
chant in the liturgy that there was a strong movement among the
members of the Council to prohibit the use of all music except the
chant. Nevertheless, the polyphonic style did receive sanction. The
Council recommended the supervision of the music of the liturgy
to the vigilance and care of the bishops of the various dioceses.

As a result of the Council of Trent, there was a new official edi
tion of the Breviary (1568) and of the Missal (1570). This brought
renewed attention to the chant and an intended reform of it began.

134 Lang, Music in Western Civilization, p. 228.

,
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This reform finally led to the Medicean Graduale (1614-1615), the
work of Suriano and Anerio, and the private undertaking of
Raimondi who was head of the Medicean printing house. The
Graduale was brought out within a year and was full of mistakes.
However, this edition was able to secure a commendation by the
Pope and later editions were often based on it. At no time was it
declared official in the sense that it was obligatory, but it fell just
short of that.

"This book," that is, the Medicean Graduale} "has considerable
importance, because in the second half of the nineteenth century,
the Congregation of Rites, believing it to contain the true chant of
St. Gregory, had it republished as official chant book of the Church,
which position it held from 1870 to 1904. During the seventeenth
and eighteenth centuries various other attempts were made to re
form the Gregorian chant. They were well-intentioned, no doubt,
but only emphasized the downward course things were taking. The
practice of singing became worse and worse, and what had been the
glory of centuries fell into general contempt."135

Thus we see that the reform of the chant attempted by the
Medicean Graduale did not contribute to a renewed or a widespread
use of plainchant in the liturgy. "Other unfavorable circumstances
supervened. In Italy the triumphal progress of secular, instrumental
and operatic music destroyed the last hold which Plain Chant may
still have had on the minds of artists and lovers of music. In
Germany} the Thirty Years' War interrupted the regular observance
of the Liturgy and liturgical music. Several pieces began to be
omitted or were supplanted by German hymns,136 a tendency
which, in the Rationalistic epoch, found upholders even among the
dignitaries of the Church. In France the fate of liturgic music was
bound up with the liturgic innovation introduced by Gallicanism
and Jansenism. In Cathedral, Parish, and Conventual churches 'up
to-date' books ousted the old chant-books which were still faithful
to tradition. Nor was there any dearth of original compositions in

35 H. Bewerunge, "Plain Chant," Catholic Encyclopedia (New York: The Encyclopedia
Press, 1913), XII: 146. Copyright held by the Gilmary Society, New York.

136 See Jungmann, Mass 01 the Roman Rite, pp. 147, 154-164.
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the sentimental, empty style of the period. Still Plain Chant was at
least sung in France, whilst up to the first half of the 19th cen
tury it was completely supplanted in many German districts by
hymns in the vernacular. Where it was cultivated, its rendition
became inartistic. The only gleam of light in this era is the fact
that the ecclesiastical authorities constantly insisted that the Plain
Chant was the true liturgical musical form."137 Thus Weinmann
summarizes the status of the chant.

We are not intending to imply that the chant is the only true
liturgical music. However, the music characteristic of these years
was foreign in spirit to the liturgy itself and consequently could
not easily express the spirit of the liturgy. In later years, St. Pius
X was to condemn the use in the liturgy not of modern music but
of all modern music which shows its secular origin; he was also
to remind us that we should consider the chant as our model and
that the more music conforms to the movement, inspiration, and
spirit of the chant, the more liturgical it is.138

VII. ACTIVE PARTICIPATION OF THE LAITY

We might have expected that while the Council of Trent was
regulating other matters which had to do with the liturgy/39 it
would have attempted to restore a greater voiced participation of
the laity; yet the spiritual conditions of the time made such a
restoration impossible. The growth of individualism and the desire
for this individualistic self to be expressed had caused solo-singing
to become very popular. Solos had always been a part of the liturgy,
but in the sung prayer of the Church, the soloist merely represents
the whole people, and then only shortly. In the type and style of
solo-singing which developed in this period, we find the expression
of an isolated individual; this is completely foreign to the spirit of
a prayer which is the prayer of many, one in Christ. The spirit
of the times was far removed from the age when "the faithful
must have been keenly alive to the fact that their entire lives belong

137 Weinmann, History of Church Music, pp. 45-46. Italics ours.
138 Pius X, Motu Proprio, Nos. 5, 6, and 3.
139 See Ellard, Mass of the Future, Chapter 12, for a summary of the work of Trent.
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to God and that they were all one in the Sacrifice of Christ."140
Gregorian Chant, which with the advent of measured music had

begun little by little to be used as the basis of other compositions,
was by this time almost completely misunderstood. The chant books
themselves, "corrected" through the influence of the humanists, no
longer gave a true picture of the ancient glory of the sung liturgy.

"The new music which now invaded the churches deprived the
people of the last vestige of active participation in the sacred rites
of the Church, a participation that had been their heritage for cen
turies - in fact, from the very rise of the Church's Liturgy. The
congregation was reduced to the rank of mere onlookers not unlike
their role in the theater.141 With the introduction of female voices
into the choir, which now necessitated the rear choir 10ft (women
were not permitted to sing in the sanctuary), the atmosphere of the
theater in the church became still more marked; and only too often
was the attention of the faithful drawn rather to the rear gal
lery instead of to the sacred mysteries being celebrated in the
sanctuary."142

Neither the music used in the liturgy nor the idea of a Sacrifice
offered by the priest alone could be an aid toward any restoration
of lay participation. Some, notably the Fathers of the French Ora
tory, attempted to bring the people to a closer realization of their
position in the Sacrifice. But their teachings did not have a wide
spread effect at this time.

A Missal admitting a vernacular translation for the use of the
people was still forbidden out of reverence, but more especially be
cause of a fear of heretical (Jansenistic) influences in the transla
tions which had been made (without permission). Thus it became
the practice to give the people prayer books of devotion and, finally,
books which contained prayers in the vernacular, more or less fitting
the various parts of the Mass. Commonly, Mass became a time for

140 J. A. Jungmann, "The Pastoral Effects of the Liturgy," Orate Fratres, 23 :489.
141 Read Chapter 13 of The Mass of the Roman Rite by Father Jungmann. On page 149,

Jungmann says: "The development in the field of music made it really possible to 'hear'
the Mass." (Reprinted with permission of Benziger Brothers.)

142 Thuis, Gregorian Chant A Barometer of Religious Fert/or, p. 33.
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the congregation to meditate on the Passion of Christ or to say the
Rosary (either aloud or privately).143 We, in our day, have much
for which to thank God who acted through St. Pius X. Among
the many means this Pope took "to restore all things in Christ"
is his encouragement of the use of the Missal by the laity.144

In Germany, hymns in the vernacular had been very popular
from the late Middle Ages. During the period we are considering,
Mass hymns) sung by the people in German, replaced first the
Proper and then the Ordinary of the Mass. This practice was in
absolute good faith, and, with the permission of the Holy See, even
now continues in its own form in some dioceses of Germany. It was
not until the late nineteenth century that it was generally forbidden
to mix the Latin and the vernacular at a sung Mass.145

REVIEW QUESTIONS
1. Summarize briefly the historical setting of this period.
2. How would you characterize the spirit of this age?
3. How did it manifest itself in religion?
4. How did it manifest itself in politics?
5. Define individualism. How did it manifest itself in the musIc of the

liturgy?
6. Which instrument is validly admitted to the liturgy?
7. Name one sixteenth-century composer from each national school of

polyphony.
8. What have you to say of those choirs who sing only polyphonic music?
9. Explain the origin of the Missal.

10. What is the origin of the Medicean Graduale? Why was it natural that
it would be full of mistakes?

11. Discuss the position of the chant in Italy, in Germany, and in France
during this period.

12. Discuss in brief lay participation in the liturgy of this period.

143 Needless to say, we are not condemning this practice which received the recommen~

dation of Leo XIII. We note, nevertheless, that the Holy See in nowise leads us to the
opinion that it believes that a Rosary said aloud is the best form of vocal prayer during
the Mass.

144 See also Mediator Dei, No. IDS.
145 Pius X, Motu Proprio, No.7. Disciplinary laws are made by the Church as the glory

of God and the good of souls require. For the same reason the Holy See may in future
years modify or change its disciplinary laws. In all events we will correspond and co-operate
with the will of God as He guides and directs us through His established authority in
His Church.
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FIFTH PERIOD - PERIOD OF RESTORATION OF
THE CHANT - 18SC-

HISTORICAL SETTING

The past century has seen a great deal of progress in the sciences,
especially in medicine, chemistry, and physics. It has also seen a
further breaking down of Christian ideas and ideals in the conduct
of individuals and of nations: witness the hostile relations between
labor and management, the near success of the Nazi and Fascist
movements, the emergence of the Communist bloc, and two World
Wars. Witness, further, the League of Nations and the United
Nations failing to work out a peace based on law and love, and
see again the clouds of war hovering over the world. During this
same period, especially in the latter half, there has been a revival
of the religious spirit, although its force has not been sufficient!y
widespread to crush the antireligious spirit at war against it.
Throughout this century, however, the Church has been singularly
blessed with outstanding vicars.

LITURGY AND MUSIC

I. INTRODUCTION

By the middle of the nineteenth century there had been evidences
of a reawakening of the religious spirit. All the "isms," the false
philosophies which had followed in the wake of the Protestant
Revolt, had failed to satisfy man. Many sought satisfaction in fur
ther "isms," but in others there stirred a desire to return to God
who alone can satisfy man's restless yearnings.

During these same years, the seed of the liturgical revival was
sown and took root. In Germany, the groundwork was begun by
Kasper Ett (1788-1847), and especially by Karl Proske (1794-1861)
in Ratisbon. Franz Witt (1834-1888), with evident zeal, devoted
himself to the reform of Church music. He is responsible for the
establishment of the Cecilian Society in 1869. This Society has for
its object the promotion of true Catholic Church music. The fact
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that true Catholic Church music was not at first considered from
the standpoint of the singing congregation is perhaps to be expected.

Some other individuals also worked for the reform of Church
music and contributed their time and talents to the awakening litur
gical movement. But the bulk of the work was accomplished by
a group.

II. THE WORK OF THE SOLESMES MONKS146

What no individual could ever accomplish, a group of religious,
bound by rule to the "Opus Dei," made competent by all their
training, and united under one obedience, could quite effectively
bring about. When Dom Gueranger secured the priory of Solesmes
in 1832 and there re-established the Benedictine life in 1836-1837,
he was determined to inspire his community with a complete devo
tion to the Church and to the Holy Father, and to reintroduce the
Roman liturgy where Gallicanism had prevailed. It is a little diffi
cult to summarize the Solesmes contributions to the Roman liturgy.
Dom Gueranger himself began to publish, in 1841, the volumes of
The Liturgical Year. This work aims to familiarize the faithful with
the liturgy itself.

Dom Jausions and Dom Pothier (1835-1923), at the command
of Dom Gueranger, began to examine various codices in order to
compile a Graduale for the monastery of Solesmes. This was in
1860. Dom Jausions died in 1870, but Dom Pothier continued the
work. Their Les Melodies Gregoriennes was published in 1883; the
Graduale, Liber Gradualis, in 1883. Dom Mocquereau (1849-1930),
a pupil of Dom Pothier, aimed particularly to restore the rhythm
of the chant. The school of research which he established at Solesmes
has given to the world its monumental achievements in the
Paleographie Musicale. This work contains photographic reproduc
tions of the principal plainchant manuscripts and scientific treatises
on the subject of the chant itself. The first volume was produced
by Dom Mocquereau in 1889. It "demonstrated by the reproduction

146 A more developed summary of this point may be found in The Fundamentals of
Gregorian Chant by Lura F. Heckenlive1y (Tournai: Desclee and Co.), pp. 277-295.
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of more than two hundred manuscripts of the Responsory 1ustus ut
palma, the possibility of recovering with certainty the melodic tra
dition."147 New volumes still appear as the result of the continuous
labors of the monks under Dom Gajard, the present choir director
at Solesmes.

Many other Benedictines, at Solesmes and elsewhere, as well as
diocesan priests and religious of other orders and communities, and
many lay people, have devoted themselves to the service of the
Church in the Gregorian restoration and the spread of the liturgical
movement.

III. PAPAL LEADERSHIP

The Popes of these past 100 years have given their sanction to the
various efforts made to revive the use of the chant and have them
selves led in the revival of the sung liturgy.

1. POPE PIUS IX

During his troubled reign, Pius IX (1846-1878) contributed to
the restoration. On December 16, 1870, he recognized the efforts
of the Cecilian Society in a papal brief. The schola cantorum was
renewed at the Lateran in 1868, and "institutions for the study and
teaching of church music were founded in Milan, Rome, and
Venice, the latter by the Patriarch Sarto, the future Pope Pius X."148
The Medicean Graduale had been reprinted in 1868 with a thirty
years' monopoly granted by the Holy See. Thinking it to be authori
tative, Pius IX, in 1873, declared it the official edition.

2. POPE LEO XIII
In 1878, Leo XIII reaffirmed this choice. Both Popes recommended

the use of the book but neither made its reception a matter of obliga
tion. Before its thirty-year license was up, the errors in that edition
of the chant were well known. Though the Vatican did not recall
the privileges granted to this book, Leo XIII openly encouraged the
research of the Solesmes monks in his brief of May 17, 1901.

147 Aigrain, Religious Music, p. 97.
148 Lang, Music in Western Civilization, p. 1009.
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3. POPE PIUS X
Ever on the alert for whatever would promote the piety of the

faithful, Joseph Sarto, as a young priest in Tombolo, established a
night school for adults who could neither read nor write. So that
there might be congregational singing in the parish church, he in
cluded in the curriculum of the school the teaching of the chant
along with a study of the catechism. As pastor of Salzano and
canon and chancellor of Treviso, he demonstrated his solicitude
for the sung liturgy. This solicitude was even more apparent when
he was bishop of Mantua. Here he established a choir of clerics
which he taught personally. His diocesan music regulations were
so binding that anyone who had nonapproved books in his choir
was ipso facto suspended.

As patriarch of Venice, Cardinal Sarto reformed the music at
the Basilica of St. Mark's and issued (in 1895) a pastoral letter
which regulated the music of the diocese. At this time he became
a personal friend of Ravanello, later the choirmaster at Padua, and
of Perosi, whom Leo XIII appointed to the Sistine Choir. Pius X
made Perosi the "Perpetual Maestro of the Sistine Choir."

It was in his work as Pope Pius X, that Joseph Sarto brought his
efforts to culmination. When he was made pope, he took as his
motto: "To restore all things in Christ." A few weeks later, in one
of his first official acts, he began his attempt at restoration in The
Instruction on Sacred Music, which we speak of as the Motu Pro
prio. Only by studying the Motu Proprio can we appreciate his
concern for the sung liturgy and his care that "the faithful may
again take more active part in ecclesiastical offices."149 Later official
acts, especially the decrees concerning the early Communion of
children, and Its frequent and even daily reception, continue to have
as their object the restoration of all in Christ.

St. Pius X realized the need of a reliable official edition of the
chant. For this reason he established a commission, in 1904, to pre
pare a Vatican edition. This commission was under the presidency
of Dom Pothier. The Solesmes monks presented to Pius X the

149 Motu Proprio, No.3.
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results of their many years of labor. The Kyriale Vatieanum J which
we know as the KyrialeJ appeared and was declared authentic by
the Congregation of Rites on August 14, 1905. In August, 1907, a
decree of the Sacred Congregation prohibited the use of any other
edition than the Vatican Edition of the Gradual which appeared
in 1908. In April, 1911, the same Congregation officially permitted
the use of editions of the Vatican Edition with the rhythmical signs
of the monks of Solesmes. The AntiphonaleJ which contains the
chants for the Divine Office, appeared in 1912. A school of Sacred
Music, established at Rome in 1910 by Father de Santi, was given
the title of "Pontifical School" by Pius X.

4. POPE PIUS XI

Through Pius XI the Holy Spirit continued to guide the Church
in its strivings for a closer union with Christ. The celebration of
the official prayer of the Church, both in its externals and in its
inner spirit of social worship, was therefore the object of his solici
tude also. The fiftieth anniversary of his priestly ordination nearly
coincided with the silver jubilee of the !vIotu Proprio. The papal
document often referred to as T he A postolie Constitution J Decem
ber 20, 1928, celebrated both anniversaries. Its title is Divini Cultus
Sanetitatem. In this document Pius XI declares the sacredness of
the liturgy - the "close relationship between dogma and sacred lit
urgy, as likewise between Christian worship and the sanctification
of souls."150 He commends those who have obeyed the past regu
lations concerning the music of the liturgy and, reaffirming these
regulations in even stronger language than Pius X had used, he
suggests "practical ways and means" to insure that these recom
mendations be observed. We note that the practical ways and means
include the injunction: "In order that the faithful may take a more
active part in divine worship, let that portion of the chant which
pertains to the congregation be restored to popular use."151

Pius XI established the feast of Christ the King in 1925, and au
thorized a fitting Mass. Ten years later, in an encyclical letter, he

150 Apostolic Constitution, Introduction.
151 Ibid., No. IX.
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defined the character of the Christian priesthood and instituted a
special Mass of Our Lord Jesus Christ the Eternal High Priest.

5. POPE PIUS XII
We can easily imagine that Pius XII might have instituted these

two Masses if Pius XI had not already done so. His own encyclicals,
The Mystical Body of Christ (June 29, 1943) and Mediator Dei (No
vember 20, 1947), stress the unity of the faithful with and in Christ,
the kingly Head of the Body and priest!y Mediator between God
and man.

Pius XII, following his predecessors Pius X and Pius XI, con
cerns himself with the fuller corporate worship of Christ's Church.
One could never adequately summarize the Mediator Dei. If it is
read in faith, it cannot but bring one to a greater realization of the
grace given us in being members of the mystical Christ. As Pius XII
himself says:

"Let the faithful, therefore, consider to what a high dignity they
are raised by the sacrament of baptism. They should not think it
enough to participate in the Eucharistic sacrifice with that general
intention which befits members of Christ and children of the
Church, but let them further, in keeping with the spirit of the
sacred liturgy, be most closely united with the High Priest and
His earthly minister, at the time the consecration of the divine
Victim is enacted, and at that time especially when those solemn
words are pronounced, 'By Him and with Him and in Him, is to
Thee, God the Father almighty, in the unity of the Holy Ghost,
all honor and glory for ever and ever'; to these words in fact the
people answer 'Amen.' Nor should Christians forget to offer them
selves, their cares, their sorrows, their distress and their necessities
in union with the divine Saviour upon the cross."152 Surely this
offering of themselves is true participation in the liturgy. The
encyclical continues:

"Therefore, they are to he praised who, with the idea of getting
the Christian people to take part more easily and more fruitfully

152 Mediator Dei, No. 104.
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in the Mass, strive to make them familiar with the 'Roman Missal,'
so that the faithful, united with the priest, may pray together in
the words and sentiments of the Church. They also are to be com
mended who strive to make the liturgy even in an external way
a sacred act in which all who are present may share. This can be
done in more than one way when, for instance, the whole congre
gation, in accordance with the rules of the liturgy, either answer
the Mass in an orderly and fitting manner, or sing hymns suitable
to the different parts of the Mass, or do both, or finally in High
Mass when they answer the prayers of the minister of Jesus Christ
and also sing the liturgical chant."153

In the next paragraph, Pius XII observes that a dialogue Mass
cannot replace the High Mass "which, as a matter of fact, though
it should be offered with only the sacred ministers present, pos
sesses its own special dignity due to the impressive character of its
ritual and the magnificence of its ceremonies."154 He warns those
who, even through zeal, may misapply the express desire of the
Church that all actively participate in the liturgy:

"Many of the faithful are unable to use the Roman missal even
though it is written in the vernacular; nor are all capable of under
standing the liturgical rites and formulas. So varied and diverse
are men's talents and characters that it is impossible for all to be
moved and attracted to the same extent by community prayers,
hymns and liturgical services. Moreover, the needs and inclinations
of all are not the same, nor are they always constant in the same
individual."155

"But however much variety and disparity there may be in the
exterior manner and circumstances in which the Christian laity
participate in the Mass and other liturgical functions, constant and
earnest effort must be made to unite the congregation in spirit as
much as possible with the divine Redeemer, so that their lives may
be daily enriched with more abundant sanctity, and greater glory
be given to the heavenly Father."156

153 Ibid., No. 105. 155 Ibid., No. 108.
1541bid., No. 106. 156 Ibid., No. 111.
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In the same encyclical, Pius XII exhorts the bishops of the various
dioceses to "supervise and regulate the manner and method in
which the people take part in the liturgy."157 We must co-operate
to the utmost of our ability with the leadership in our diocese in
this as in every other respect.

IV. CONCLUSION

"The reader who has read and considered this present survey of
the history of the Roman liturgy will doubtless be struck by the
thought that even a very small alteration or innovation in the
sphere of the liturgy may be like the start of an avalanche; the
beginning may be quite imperceptible, but the consequences may
be widespread and far-reaching. How many occurrences in the
slipping and sliding process have come about since the time when
the Canon began to be recited silently! Indeed, one may say that
this seemingly slight divergence from the ancient tradition has in
natural consequence determined the entire course of development
in Christian piety in subsequent centuries, and has brought about
all those features which many now regret.

"From the above it is evident, too, how great is the responsibility
of anyone who would undertake a decisive step in such matters.
Great patience and restraint is required in all questions presented
by the liturgical revival of our times. Decades of years, of intensive
study and reflection and planning, are not too much when there
is questi'on of assuring the right future development of an organic
liturgy, the life and the life-work of which is to continue for
hundreds and thousands of years."158

We may be inclined to wonder, since Pius X asked the Catholic
world in 1903 to return to an active participation in the liturgy, why
after all these years we have not yet completely responded. We
cannot explain away a disregard of the wishes of the Holy See,
but we can explain, somewhat, why regard for its wishes may not
be too evident. For it takes more than a spirit of obedience to put
the Motu Proprio into effect. It requires knowledge and deep under-

157 Ibid., No. 109.
158 Klauser, op. cit., No.4, p. 160.
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standing, and it requires available music material which is accord
ing to the spirit of the liturgy. Not all have the same training and
equipment. "Unto whomsoever much is given, of him much shall be
required" (Lk. 12:48). Let each, individually, be sure that his spirit
is one with the Church, with Christ in His authority in the Church.
Let each, individually, feel a responsibility to co-operate with his
pastoral heads as they lead toward a fuller participation in the
liturgy.

Civilization draws individuals closer to each other, their inter
dependence is intensified. Yet no one denies that this emancipates
them. So, also, is it true that if we lived as members of the Mystical
Body, we would find our individuality, not lost, but sublimated. We
should be free with the freedom of the children of God: "by the
freedom wherewith Christ has made us free" (Gal. 4:31).

The same would be true of nations in the Mystical Body. We will
never have the unity for which we long until we are, at least in
spirit, one in Christ. We say "the family that prays together, stays
together" - the same is true of parishes, of cities, of countries, even
of international groups.

The true Christian spirit is sadly needed in the world today. But
while we appreciate this fact, we should also realize that the world
includes the smaller world in which we live. Do we ourselves have
this true Christian spirit? What are we doing to acquire it? Are
we truly seeking it, as far as circumstances allow, where St. Pius X
tells us it is to be found? His Holiness, Pope Pius XII, reminds us
that "the most pressing duty of Christians is to live the liturgical
life, and increase and cherish its supernatural spirit."159 Through
participation in the liturgy may we bring its spirit into our lives.

Participation in any of the liturgy should gradually bring about
in us a transformation in Christ. This is especially true of participa
tion in the Sacrifice of Calvary, through the rite whose divine ele
ments were established by the God-Man Himself, through the rite
which He offered for and with us as He prayed:

"Holy Father, keep them in thy name whom thou hast given me;

159 Mediator Dei, No. 197.
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that they may be one, as we also are.... I pray ... that they all
rnay be one, as thou, Father, in me, and I in thee; that they also
may be one in us; that the world may believe that thou hast sent
me.... I in them, and thou in me; that they may be made perfect
in one: and the world may know that thou hast sent me, and hast
loved them, as thou hast also loved me" (In. 17:11, 20, 21, 23).

REVIEW QUESTIONS

1. Name three persons who contributed to the liturgical revival in Germany.
2. Name four outstanding monks of the Abbey of Solesmes who contributed

greatly to the liturgical movement.
3. Cite contributions of each of these monks.
4. Cite two acts of Pius IX which showed his interest in the sung liturgy.
5. Cite two acts of Leo XIII which showed his interest in the sung liturgy.
6. Summarize briefly the work of Pius X for the sung liturgy (1) before

he was pope and (2) after he was pope.
7. How did Pius XI show his interest in the liturgy?
8. Give the titles of two encyclicals of Pius XII which stress our unity

in Christ.
9. To whom did Pius XII entrust the supervision and regulation of active

participation of the laity in the liturgy?
10. "Great patience and restraint is required in all questions presented by

the liturgical revival of our times." Discuss.
11. Comment on the apparently slow response to the existing regulations of

the Church as regards the sung liturgy.
12. What is the importance of the individual in the Mystical Body of Christ?
13. How can individuals, cities, countries, and even nations, assure them

selves of peace?
14. What should I do to ensure the growth of the true Christian spirit

in the world?
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I. The Fore-Mass- WORD
1. We give ourselves to God in words expressive of our relation

ship to Him.
2. God gives Himself to us in the inspired words of the Old and

New Testaments, in His direct words in the Gospel, and in His
authoritative presence in the Church speaking through the
sermon.

II. The Mass of Sacrifice - ACTION
1. Under the exterior sign of bread and wine we give ourselves

to God. In the Consecration Christ changes the substance of
this bread and wine into Himself. Thus the offering of the
Consecrated Bread and Wine is both the sign of our offering
and the offering of Christ Himself which He makes with and
for us and which we make through, with, and in Him.

2. God gives Himself to us in the Body, Blood, Soul, and Di
vinity of Christ present under the exterior appearances of
bread and wine.

* * *
The prayers italicized are Proper, therefore variable, In each

Mass.
The prayers asterisked are sometimes omitted.



CHAPTER VI

OUTLINE OF THE LITURGY OF THE
(HIGH) MASS

1

THE MASS OF THE CATECHUMENS - FORE-MASS

THE WORD PART OF THE MASS

A. Man Talks to God - The Service of Prayer

I. THE"ASPERGES ME" AND PSALM 50 (THE "MISERERE")

Sung by the priest and people during the sprinkling of holy water.
1. The blessing with holy water - with its accompanying An

tiphon, Psalm, versicle, and Oration - arose from the desire of
the Church that souls be purified before offering the Mass.
a) Holy water is the symbol of the water of Baptism by which

we were cleansed from sin and made children of God.
b) We should bow or kneel and make the sign of the cross

when we are blessed with holy water.
2. The Asperges Me and the Miserere are replaced by the Vz'di

Aquam and Psalm 117 during the Paschal season.

II. THE "PREPARATORY PRAYERS" AT THE BEGINNING
OF THE MASS

These prayers are expressive of contrition and of hope. Originally
the celebrant, on arriving at the altar, said private prayers as a final
preparation for the sacred rite about to begin; a number of sug-

1 This chapter will not discuss every detail of the liturgy of the Mass, as that would
be beyond the scope of the present work. Moreover, many excellent books on the Mass are
easily available. Besides the authors quoted in this chapter, we would like to recommend
The Breaking of Bt'ead by John Coventry, S.J., published by Sheed and Ward, 1950.
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gested prayers for this purpose are found in early Mass books. The
present form of these, the latest additions to the Mass, was fixed
by the Missal of Pius V (1570).2 They are said by the celebrant and
the ministers around the altar during the singing of the Introit and
K yrie by the choir and congregation.

1. T he Sign of the Cross) the Sign of Redemption

a) This sign is fittingly placed at the beginning of the Mass
which is the renewal of the Sacrifice of Calvary.

b) We also make the sign of the cross at the first words of
the Introit, or entrance psalm, originally the formal begin
ning of the Mass.

2. Antiphon and Psalm 42

a) "I will go unto the altar of God. To God, who giveth joy
to my youth." Participation in the life of God is the fruit
of the altar of Calvary. The soul participating in this life
is in eternal youth.

b) The Psalm, but not its Antiphon, is omitted during Passion
tide and at Masses for the Dead.

3. The U ConfiteorJ}

a) This is a public confession of sinfulness and is followed by
an Absolution.

b) Begun probably in the silent prayer of the celebrant as early
as the seventh century, the present form, in use by the thir
teenth or the fourteenth century, was prescribed for the
Western Rite by the Missal of Pius V.

4. Versicles and Responses} and the Oration uAufer a nobil'

a) The versicles are a transition from the Confiteor to the
Oration which ends the preparatory prayers.

b) The Aufer a nobis is an old Roman prayer.3

2 Adrian Fortescue, The Mass (New York: Longmans, Green and Company, ninth im
pression, 1950), p. 225.

3 Ibid., p. 226.
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5. The Kissing and the Incensing of the Altar

a) In the seventh century there was "a greeting for the co
liturgists and also for the two objects most intimately con
nected with the liturgy, objects which represented Christ,
the Gospel book and the altar. Of these only the kissing of
the altar has been retained in the universal Mass rite."4
The ceremony of kissing the altar is of ancient origin. It
was introduced into the Mass at an early date, but its
accompanying prayer is of the eleventh century. Through
the kiss, the altar, Christ Himself, and the saints are honored.

b) Incense, used in both Jewish and pagan sacrifices, entered
the Christian ceremonies early. The transition from carry·
ing incense before persons to be honored to actually incens
ing them, was soon followed by the custom of thus honor
ing sacred objects, especially the altar which typifies Christ,
and the Gospel book which contains His words.

III. THE INTROIT - PART OF THE PROPER

1. History
a) When the celebrant and the rest of the clergy came into

the church in real procession5 it was natural that their en
trance should be accompanied by song.6 Most of the texts
of these songs, as well as the majority of the other Proper
chants, are taken from the Book of Psalms. The verses of
the psalm were originally sung antiphonally by two divi
sions of the choir although the Antiphon itself was sung by
the whole choir.

b) The Introit is still sung by the choir.
c) The Gloria Patri was added to the psalms at least as early

as the fifth century. Since the psalms were for the most
part sung from memory, we are not surprised that the con

• Jungmann, The Mass of the Roman Rite, Vol. I, p. 311. Quoted with permission of
Benziger Brothers, Inc., publishers and copyright owners.

5 See Chapter V for a description of the Station Procession.
6 Fortescue, Ope cit., p. 217.
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gregation did not ordinariiy join in the singing. However,
we note that in the Carolingian reform, the people were
urged to join in the Gloria Patri at the end.7 We should
bow reverently whenever the Gloria Patri is sung.

d) The processional chants - the Introit, Offertory, and Com
munion chants - were sung during the time of the move
ment (1) into the church for Mass, (2) to the altar to offer
the sacrificial gifts, (3) to the altar to receive the Return
Gift of God. The processional chants had the same general
purpose (to assist the people to remain recollected during
the movement) and the same general form.

e) The most important part of the Introit, both musically and
textually, is the Antiphon. This does not imply that the
psalm is unimportant. As the procession became shorter
and the Antiphons became more florid, the psalm verses
were lessened, and sometimes the thought was, by the
same stroke, made less apparent.

f) Originally, during the course of the Introit, the celebrant
and his ministers entered the church, said preparatory
prayers kneeling before the altar, then rose and greeted the
altar \vith a kiss. The celebrant did not then recite the
Introit as he does now.

g) As we noted above, we still make the sign of the cross at
the first words of the Introit.

h) Masses take their name from the first words of the Introit,
for example, Laetare-Sunday, the Requiem Mass, etc.

i) In the Middle Ages the Introit was commonly troped.8

2. Form

a) The Past Form

(1) Antiphon, first verse of the psalm, Antiphon, second
verse, Antiphon, third verse, etc., until, at a signal from
the celebrant, the psalm verses were discontinued and

7 ]ungmann, Ope cit., p. 325.
8 See Chapter V, p. 114 f., for an explanation of the tropes.
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the Introit was concluded with the Antiphon, Gloria
Patri) and Antiphon.

(2) Antiphon (sung by the choir), verse (sung by a soloist
or cantors), Antiphon (by the choir), Gloria Patri (by
cantor or cantors), and Antiphon (by the choir).

These two forms were at times varied in rendition.
b) The Present Form

Antiphon, verse, Gloria Patri) and Antiphon.

3. Significance

The Introit announces the mood in which we come to the
service of God. It is "... the overture to the drama of the
Mass that is to follow. Just as in an overture the principal
theme is heard so in the Introit the mystery of the feast or
its mood finds expression."g

IV. THE "KYRIE ELEISON" - PART OF THE ORDINARY,
SUNG BY THE PEOPLE

1. History

a) There are several theories concerning the orIgIn of the
K yrie eleison in the Mass. Some say that it is a remnant of
the litanies which were sung at the beginning of the Mass
in imitation of the Greek litanies, and others, that it is a
relic of the station procession. In any case, this acclamation,
which has come to us from Holy Scripture, was used in the
Eastern liturgy at least as early as the fourth century/o
and in the West, as early as the sixth century.

b) Pope St. Gregory I declared that the Christe eleison was in
use at his time.11

c) Originally the clerics began the K yrie and the people re
sponded. Gradually the special singers (the schola canto
rum) took an outstanding part in it and finally assumed

9 Pius Parsch, The Liturgy of the Mass, translated by Frederic C. Eckhoff (St. Louis:
B. Herder, 1940), p. 85. This book from which we often quote is a popular but
authoritative book on all aspects of the Mass.

10 Fortescue, The Mass, p. 232; Parsch, Ope cit., p. 96.
11 Parsch, Ope cit., p. 96.
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its performance completely. However, the Church still
wishes it to be a congregational song.

d) It was very popularly troped.12 The titles given to the
plainsong melodies of the congregational songs in the Ordi
nary of the Mass are the first words of the old K yrie tropes.

2. Form
The number of invocations was unlimited until at least the
seventh century. Originally they were continued until the
celebrant gave a sign. By the ninth century their number
was fixed at nine.13

3. Significance

The terseness and brevity of the K yrie makes it a very fit
ting congregational cry of petition. It must be sung with a
realization of our insignificance, spiritual poverty, unworthi
ness, and need of redemption. "We cannot hope to receive
from God a gift or grace unless the desire has first been
awakened in us. The knowledge of our needs must be
accompanied by a spirit of humility."14

4. Cere1nonies
In the absence of particular diocesan regulations, at this
time and throughout the Mass, the congregation should, as
far as possible, follow the clergy in the sanctuary with re
gard to kneeling, standing, and sitting.15

V. THE IIGLORIA IN EXCELSIS DEOII - PART OF THE ORDINARY,
SUNG BY THE PEOPLE

1. History
a) This is a very early Christian hymn of praise. St. Athana

sius, in the fourth century, recommends it as a morning
hymn.16

12 See Chapter V, p. 115.
13 Fortescue, op. cit., p. 237.
14 Parsch, op. cit., p. 97.
15 Laurence J. O'Connell, The Book of Ceremonies (Milwaukee: The Bruce Publishing

Company, 1943), p. 179, footnote.
16 Parsch, op. cit., p. 99.
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b) Weare not sure when ifwas first introduced into the Mass,
but we find it in the Roman Mass of the sixth century.
Originally the rubrics permitted its use only at a bishop's
Mass, at a priest's Easter Mass, and at the Mass of ordina
tion. Since the twelfth century it is sung at all Masses of a
festive character.

c) The Gloria was intoned by the celebrant and continued by
the choir of clergy about the altar.17 Its first melodies were
practically a syllabic recitation.1s

2. Form and Content (According to Parsch )19
a) Introduction. This section "contains the program of our

Lord's life and of our redemption by Him," that is, glory
to God and peace to men of good will (to "men that are
God's friends" as Monsignor Knox says20).

b) Praise and thanks to the Father. "We give thee thanks for
thy great glory."

c) Praise and prayer to the Son for salvation. "Thou alone art
most High." "Lamb of God ... receive our prayers."

d) Praise of the Holy Ghost in union with the Father and
the Son.

3. Significance

a) "The 'Gloria,' the angelic hymn, was born when the King
of angels was born. Composed by the Holy Spirit, sung by
the angels, completed by the Church! It is the Church's
morning hymn to the Father, Son and Holy Ghost."21

b) "The Gloria is the joyful response to the pleading of the
Kyrie; it is the jubilant anthem of redemption of the chil
dren of God. Having made known in the Kyrie our need

17 Such statements are to be understood as noting the general custom. We must realize
that liturgical practices were not made uniform until 1570.

18 Peter Wagner, Introduction to the Gregorian Melodies, translated by Agnes Orme and
E. G. P. Wyatt, Vol. I (London: Plainsong and Medieval Society, 1901), p. 69.

19 The Liturgy of the Mass, pp. 102-106.
20 Lk. 2:14. From The New Testament in the translation of Msgr. Ronald A. Knox,

copyright, Sheed and Ward, Inc., New York, 1944.
21 Martin B. Hellriege1, The Holy Sacrifice of the Mass (St. Louis: Pio Decimo Press,

1944), p. 26.
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for salvation, now in the Gloria we express with gratitude
and joy our confidence in the knowledge of our redemp
tion: I have been redeemed by Christ, I am a child of God,
an heir of heaven; therefore I am jubilant."22

4. Ceremonies

We bow at the following words: Deo, Adoramus te, Gratias
agimus tibi, lesu Christe, suscipe deprecationem nostram.

VI. DOMINUS VOBISCUM

1. This greeting is found in Old Testament formulas. It is both
a wish and a statement of the truth. The priest kisses the altar 
("the Altar is Christ") - "... kisses Him, Christ, and through
Him the Father and receives from the Father through Christ
the kiss of friendship, of sonship, of life and of love."23 Then
the priest turns to the people and with outstretched hands
transmits these same graces to them in this greeting. During
the Mass we stand when this greeting is sung.

2. The Dominus vobiscum is used eight times in the Mass. It is
an invitation to take an active part in the Mass, particularly
in that part which follows immediately.24

3. "The Lord be (or is) with you." We answer in gratitude and
with fervor: "And with thy spirit."

4. If there has been a Gloria, a bishop sings Pax vobis in place of
the Dominus vobiscum here.

VII. THE COLLECT - PART OF THE PROPER, SUNG BY THE
CELEBRANT

1. History
a) The Collect was the conclusion of the entrance rite. It fol

lowed the Litanies (the K yrie now) and the hymn (the
Gloria now).25 It is still the conclusion of this part of the
Mass.

22 Parsch, op. cit., p. 105.
23 Hellriege1, op. cit., p. 24.
24 Parsch, op. cit., p. 111.
25 Fortescue, op. cit., p. 245.
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b) Formerly there was only one Collect. In the very early days
of the Church it was an extemporaneous prayer.

c) During the days of stational observance, both in the church
of the assembly and in the stational Mass, the celebrant in
a Collect prayed for, and in the name of, the people.

d) The oldest Collects of the liturgy are noted for the brevity
of their expression.

e) At the end of the first and last Collect, we sing "Amen,"
a Hebrew word meaning "So be it." "By this word the
congregation gives its assent to the prayer, and declares
itself to be one with the priest."26

2. Form

There are four parts to a Collect: (1) the introduction,
(2) the statement of the reason for our petition, (3) the
petition itself, and (4) the conclusion.

3. Significance

a) We address this and all our other prayers to God "through
Christ our Lord,"27 our Mediator with the Father. "Amen,
amen I say to you, if you ask the Father anything in my
name, he will give it you" (In. 16:23).

b) The Collect of the day is sung at Mass and also at Lauds,
Terce, Sext, None, and Vespers. It "unites beautifully the
Mass and the Divine Office.... What a glorious picture!
Three hundred and seventy-five thousand priests saying daily
one time plus five times the official solemn prayer of the
Church, presenting their own intentions and those of three
hundred and sixty million faithful by this prayer 'through
Jesus Christ our Lord, God's Son' to the Father in heaven!"28

4. Ceremonies

a) We bow as we are called to prayer by the word Oremus;

26 Parsch, op. cit., p. 118.
27 Read Karl Adam, Christ Our Brother (New York: Macmillan Company, 1931),

"Through Christ Our Lord," Chap. III.
28 Hellriegel, op. cit., p. 27.
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we should bow likewise when the Holy Name of Jesus
occurs.

b) In a festal Mass we stand as the Collect is sung; in a Re
quiem Mass we kneel after the word Oremus.

B. God Talks to Man - The Service of Reading

Now it is God's turn to speak. Three messages He sends us, the Epistle,
the Gospel and the Sermon. Not in vain did we ring three times at the
merciful heart of our God: "Kyrie, Christe, Kyrie." From each Person
of the Blessed Trinity we receive an answer. The Father speaks, not per
sonally, but through an ambassador, either of the Old or of the New
Testament. The Son Himself speaks in the Gospel. The Holy Ghost speaks
through His anointed mouthpiece, the priest.29

I. THE LESSONS - PART OF THE PROPER

1. The Early Readings

a) The Jewish Synagogue service consisted of (1) two scrip
tural readings, one from the Law, the other from the
Prophets; (2) the singing of psalms; (3) common prayer;
and (4) a discourse or sermon. As we have seen,30 this
service influenced the early form of our Fore-Mass.

b) Readings, the singing of psalms, and a sermon are still
evident in this concluding part of the "Mass of the Cate
chumens." The number and order of the readings varied
from place to place, but there is evidence that from early
times there were in the Mass three, and perhaps even more,
scriptural readings, the last always from the Gospels. The
homily following the Gospel reading was an explanation
and application of the Word of God read from Scripture.

2. The Present-Day Readings

a) The Lesson or Epistle
(1) The subdeacon chants this reading to a simple melody,

then kneels before the celebrant to receive his blessing
29 Ibid., p. 31.
30 See Chapter V, pp. 72 and 74.
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and to kiss his hand placed on the Epistle book. "This
concluding rite expresses the return of the Book of
the Epistles to the celebrant, who commissioned the
subdeacon to read; and the celebrant, by placing his
hand on the book, receives the book again."31

(2) We sit during the chanting of the Epistle.
(3) "Deo gratias" - "Thanks be to God I"

b) The Gospel
(1) Since the eleventh century, the Gospel has been pre

ceded by the prayer Munda cor meum in which the
priest prays for grace to worthily proclaim the Gospel.

(2) The Gospel is sung by the deacon who first lays the
Gospel book on the altar, prays and is blessed, receives
the book, and then, preceded by incense and lights,
carries it in procession to the ambo. "The singing of
the Gospel begins. We behold a beautiful scene: the
subdeacon holds the book, unless it is placed on the
ambo; it is surrounded by lighted candles and envel
oped in clouds of incense. These are honors paid to
God and to Christ alone; the liturgy, we know, sees
here the presence of Christ."32 It is Christ who speaks
to us in the Gospel and whom we honor in it.

(3) "God be with you" - "And with thy spirit."
"The continuation of the holy Gospel according to -."
"Glory be to thee, 0 Lord." We make a small sign of
the cross on our forehead, on our lips, and over our
heart. After the Gospel, "Praise be to thee, 0 Christ I"
is said.

(4) ". . . the Gospel is the climax of the Mass of the Cate
chumens, it is the first approach to the mystery of the
Eucharist, forming the transition to the holy sacrifice,
for it is the same Christ speaking to us in the Gospel,
who later appears to us in the Holy Sacrament and, inl

31 Parsch, op. cit., p. 126.
32 Ibid., p. 129.
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the sacrificial banquet, bestows on us the graces of sal
vation that were announced in figure and parable in
the Gospel."33

(5) The principal thought of the day is found in the Gospel.
(6) During the reading of the Gospel, out of reverence

we stand erect and still.
(7) After the Gospel has been sung, the celebrant kisses

the open book; at a Solemn Mass he is then incensed.

c) The Sermon
From the very beginning the sermon was considered
an integral part of the liturgy. Originally it was given
from the cathedra (the throne); then finally from the
highest step of the ambo or pulpit.

"... the central point of the Mass of the Catechumens
is the cathedra, the symbol of the Church's office of
teaching; around it the entire Mass of the Catechumens
takes place. In the Mass of Sacrifice the altar becomes
the central point, the symbol of the death of Christ on
the cross."34

II. THE CHANTS BETWEEN THE LESSONS - PART OF THE PROPER

This is a very old part of the liturgy, coming, as we have
said, from the Synagogue service. The original Christian use
was probably: reading, psalm, reading, psalm, reading; the
present order generally is: reading (Epistle), psalm (Gradual),
psalm (Alleluia), reading (Gospel). The chants between the
lessons have not the same purpose as the processional chants;
these are an integral part of the liturgy. Originally all action
at the altar was suspended as they were sung, and everyone
listened. Present-day practice directs the congregation to sit
(and meditate) during the singing of these psalms.

33/bid., p. 131.
34 Ibid., p. 44.
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1. Gradual

a) History

(1) This, the most ancient of all the chants of the Mass,35
is called the Gradual because it was originally sung
from the lower step or gradus of the ambo. It is also
called Responsorium, because it was sung responsori
ally. The psalm verses were sung as a solo, each verse
alternating with a refrain, or responsory, sung by the
congregation. From the standpoint of prayer, the con
gregational refrain is the most important part of the
Gradual.

(2) The person chosen for the solo verses had to be exem
plary in his life. His name was given to the celebrant
before the Mass, and after he was approved no one
could take his place as soloist without the celebrant's
permission.

(3) Except in Easter week, the Gradual is replaced during
the Paschal season by an Alleluia chant.

b) Form36

(1) The Gradual has had various forms throughout the
centuries. Originally it was: responsory sung by the
soloist, responsory sung by the people, first psalm verse
by the soloist, responsory by the people, second psalm
verse by the soloist, responsory by the people, and so
on, the soloist alternating verse after verse of the com
plete psalm with the responsory by the people. Then
it became: responsory sung by a cantor (a soloist) or
cantors, responsory by the people or the rest of the
choir, verse by a cantor or cantors, responsory by all.
This last form was often varied.

(2) Now we generally have the responsory sung once, fol
lowed by one psalm verse which the cantors and the

35 Wagner, Introduction to the Gregorian Melodies, p. 72.
36 Ibid., pp. 72-78.
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choir divide between them, but which they finish
together.

c) Significance
Often, but particularly on certain feast days, the text of
the Gradual looks back to the preceding lesson on
which we meditate during the singing.

2. The Alleluia

a) History

(1) "This ejaculation, occurring constantly in the psalms,
is also inherited from the Synagogue"37 from which it
came into Christian use. According to the testimony
of St. Jerome, at Bethlehem as early as the fourth cen
tury, a psalm alternating with Alleluia was sung at
this point in the liturgy. Pope St. Damasus is supposed
to have introduced it into the Roman Mass at the
instigation of St. Jerome.

(2) Sung at first only on Easter Sunday and then through
out the Easter season, the Alleluia was finally permitted
by St. Gregory I on all Sundays and festivals except
during Lent and on fast days. It is not sung at Requiem
Masses.

(3) The Alleluia was, and still is, a true responsorial chant.
(4) A soloist sang the first Alleluia and the verses of the

psalm from the step of the ambo. The cantor of the
Alleluia (or of the Tract) could not be the Gradual
soloist.

(5) The Alleluia was one of the first of the Mass melodies
to be troped.

b) Present Form
(1) Alleluia sung by cantors, Alleluia sung by all the choir,

a psalm verse sung by the cantors, Alleluia sung by all.
(2) The "Greater Alleluia," sung during the Easter season

(with the exception of Easter week) has this form:
37 Fortescue, op. cit., p. 268.
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Alleluia, Alleluia, psalm verse, Alleluia, psalm verse,
Alleluia.

c) Significance
(1) In the Alleluia and its verse we prepare our souls to

receive Christ in the Gospel which is to follow.
(2) "Alleluia" means "Glory be to Him Who Is." "..ia" ==

"Yahweh." The jubilus or florid melody on the final
syllable has been much discussed, but that which seems
most conclusive is attributed to St. Augustine: "And
for whom is jubilatio more fitting than for the ineffable
God? He is ineffable, for speech is too poor for Him;
and if speech cannot help thee there and thou darest
not be silent, what remains but to exult so that thy
heart may rejoice without singing words, and the im
measurable breadth of joy may not experience the
restriction of syllable."3s

3. The Tract
a) History

(1) This chant replaces the Alleluia in the Requiem Mass
and on days of penance if the day has a certain
solemnity.

(2) The Tract is one of our oldest chants and is sung by
the entire choir, probably to our oldest melodies. At one
6me it may have been, at least partially, a so10.39

(3) Various reasons have been given for its title.
b) Form

The Tract is sung continuously verse after verse with
no responsories and with no repetition of text. This
chant always uses a number of psalm verses, sometimes
a complete psalm.

4. The Sequence
The Sequence is discussed in Chapter V. Only five se
quences are retained in our present liturgy.

38 St. Augustine, cited by Wagner, Introduction to the Gregorian Melodies, p. 33.
39 Wagner, op. cit., p. 86. See also Fortescue, The Mass, p. 271.
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C. Conclusion of the Mass of the Catechumens

I. THE "CREDO" - PART OF THE ORDINARY, SUNG BY
THE PEOPLE

1. History

a) The Credo is an amplified version of the more terse Apos..
ties' Creed, the customary profession of faith at Baptism.

b) It appears in the liturgy of the Mass at Antioch in the
fifth century, and in Spain in the sixth century. Benedict
VIII made it an official part of the Roman liturgy in the
eleventh century.

c) Sung at first only on those days to which its own phrases
refer, it is now sung on all Sundays and on greater feasts.

d) Its place in the liturgy varies in the different rites of the
Church.

e) The Credo was intoned by the celebrant and then continued
by all the faithful.

2. Form and Content
a) I believe in one God:

(1) The Father Almighty,
The Creator of heaven and earth.

(2) The Son,
(a) Who is also God and proceeds from the Father

before all ages.
(b) Who became incarnate through the Holy Spirit,

was born of Mary ever a virgin, Who lived and
died as man for us and for our salvation, Who rose
from the dead and ascended into heaven whence
He will come in glory to judge the living and
the dead.

(3) The Holy Spirit,
(a) Who is also God and proceeds from the Father

and the Son.
(b) Who speaks through His authority on earth.
(c) Who sanctifies and gives life.
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(i) The Church, which is His divinely established
authority and to which He gives life, is one,
holy, catholic, and apostolic. In this Church
is one Baptism for the remission of sins.

(ii) Those who live in His life will, after rising
from a mortal death, live eternally.

3. Significance

a) In the Credo we publicly and corporately profess our faith.
Note that generally the public prayers of the Church are
offered in the plural and therefore they use the term "we."
The Credo is a personal and individual act of faith, and
therefore it uses the term "I."

b) "To engender faith was the purpose of the Mass of the
Catechumens; we listened to the readings and to the ser
mon in order to strengthen and confirm our faith. Faith
is the porter standing at the entrance of the sanctuary of
the sacrifice; faith is the pre-requisite for those graces that
we hope to receive in the sacrifice. The Credo therefore
is a fitting transition from the Ante-Mass to the Mass of
Sacrifice."40

4. Ceremonies
a) The Credo is sung standing. (We sit if, and when, the cele

brant sits, and stand when he stands.)
b) We bow at the words: Deum, Jesum Christum, Et incar

natus est ... homo factus est, simul adoratur. On Christ
mas and on the feast of the Annunciation all kneel at
Et incarnatus est, etc. In some places the congregation
always kneels at these words.

II. DISMISSAL OF THE CATECHUMENS

History
This dismissal is no longer customary in our liturgy. When
it was still the practice, groups of catechumens, excommu-

40 Parsch, Ope cit., p. 150.
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nicants, and others whose presence was considered out of
place during the sacrifice of the faithful, were dismissed
after a special prayer for each. In some places, this dismissal
took place before the Gospel, in others before the Credo,
and in still others after the Credo.

THE MASS OF THE FAITHFUL
THE ACTION PART OF THE MASS

A. Man Gives to God - The Sacrificial Offering

THE OFFERTORY

I. "DOMINUS VOBISCUM" AND "OREMUS"

1. Dominus vobiscum and Oremus generally precede an oration
offered in the name of the people, but we do not have an ora
tion at this place in OUI present liturgy. (1) This greeting and
call to prayer may be a relic of the "prayers of the faithful"
which were formerIy said by all as they began their offering
of the sacrifice. (These "prayers of the faithful" were some
what like the series of orations in our Good Friday liturgy.)
(2) It might have been that the Offertory action (prayer-in
action) was considered so important that it was preceded by
Dominus vobiscum and Oremus, the general signal for prayer.
(3) Or it might have been that the Secret prayer, coming at
the end of the Offertory action, was considered the prayer
which followed this Oremus.

2. Although the Offertory chant in the Requiem Mass is a direct
prayer of petition most Offertory chants are not.

II. THE OFFERTORY

"The faithful of those days (A.D. 300-1100) understood well that
they all partook both in the offering of the Mass and in the
receiving of the Eucharist, both in sacrifice-oblation and in
sacrifice-banquet. The ancient ceremonial brought this out very
plainly. The faithful approached the altar at the Offertory and
at the Communion first to give and later to receive. The Mass
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was both their gift to God through Christ and God's gift to them
through Christ."41

1. The Offertory Action
a) The Offertory action of former days

(1) In former days, everyone - pope, clergy, and people
offered gifts which symbolized the offering of them
selves to God. The people came in procession to the
altar to present their offerings of bread and wine, oil,
fruit, gold, silver, etc. The number who were to receive
Holy Communion were judged from the number who
made offerings, and the necessary amount of bread
and wine was set aside to be consecrated. The rest of
the offerings were blessed after the Consecration and
were kept for the support of the Church, particularly
for the support of the clergy and of the poor.

(2) The celebrant washed his hands after receiving the
offerings.

(3) The celebrant said the Secret prayer - "oratio super
oblate secreta" - over the gifts to be consecrated, ask
ing God to receive them and to take them and their
offerers into the sacrifice of Christ.

b) Although Church synods tried to retain the Offertory pro
cession, it was gradually and generally abandoned during
the Middle Ages.42 It has never been really abolished.43

2. Offertory Chant-Part of the Proper
a) History

(1) A chant to accompany the offering existed at least by
the first half of the fifth century. St. Augustine intro
duced it into the African Church, adopting probably
either the Milanese or the Roman Rite. Since it is not
in the Holy Saturday Mass, we know that the Roman
Rite did not have it from the beginning.44

41 Father Busch, cited by Hellriege1, The Holy Sacrifice of the Mass, p. 41.
42 See Chapter V, pp. 109 and 123, Nos. III and XII.
43 See the Mediator Dei, Nos. 89-90.
44 Wagner, Ope cit., p. 93.
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(2) The chant was inserted to assist the faithful to remain
recollected during the Offertory procession. The length
of the procession determined the number of psalm
verses to be sung. In the Gallican liturgy of St. Ger
manus only the word Alleluia is sung at this time.45

b) Form
(1) Originally the psalm here was sung somewhat as the

Introit had been at first, that is, with the two halves
of the choir alternately singing the psalm verses and
joining together in an Antiphon between the verses.
By the time of Gregory I this form was modified and
the verses were given to a soloist.46 Thus the chant
became more and more responsorial, the Antiphon be
coming the responsory. As the chant became more
florid and as the Offertory procession became shorter
or was omitted, the Offertory song became only an
Antiphon.

(2) Our present-day Offertory is generally only an An
tiphon. The Requiem Offertory Antiphon is followed
by a verse and a repetition of part of the Antiphon.

3. Significance of the Offertory Procession and Offering

a) The gift we offer represents the giver. In offering bread
and wine we offer a form of food and drink, the sustenance
of life. Through this symbolic gift we offer not only our
labor and suffering but our very life itself; the act of offer
ing signifies man's surrender to the will of God.

b) There is a corporate union of the offerers. Each comes with
his offering which is changed into the one Christ; each
comes with his individuality which is merged into the
Mystical Body of Christ.

c) "This entrance into the sacrifice of the Lord was beauti
fully expressed in the offertory procession: the faithful
brought to the altar their gifts which symbolized their own
selves. Thus they laid themselves upon the altar of sacrifice,

45 Ibid., p. 94. 46 Ibid., p. 95.
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to die with Christ; they ascended the cross to die with
Him. We are united with Christ in sacrifice. This indeed
is the most profound significance of the Offertory - our
entering into the sacrificial death of Christ."47

4. The Present Form of the Offertory
a) The layman's offertory was at one time a prayer expressed

in action; now for the most part it is a prayer expressed
in words.

Prayers at the offering of the bread and wine date from
about the thirteenth century.48

b) The offering of bread
(1) The bread is called "this spotless host" in anticipation

of the Consecration.
(2) Unleavened bread has been universally used since the

eleventh century. Probably both leavened and unleav
ened bread were used in the early days.

c) The mixing of the water and wine
The water has long been understood as symbolizing
our human nature. Christ assumed human nature that
we might partake of His divine nature.

d) The offering of the chalice
"the chalice of salvation" - this phrase also anticipates
the Consecration.

e) "in spiritu humilitatis"
A prayer for a more perfect self-offering. "... may our
sacrifice so be offered ... that it may be pleasing to
Thee."

f) Prayer to the Holy Spirit - to sanctify and "bless this
sacrifice"

g) Incensing prayers
(1) "At the High Mass God's gifts, God's altar, God's

. d G d' I . d "49prIest an 0 s peop e are Incense .
47 Parsch, Ope cit., p. 163.
48 M. Gavin, The Sacrifice 0/ the Mass (London: Burns, Oates and Washbourne, Ltd.,

1903), p. 97.
49 Hellriege1, Ope cit., p. 46.
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(2) "We use incense ... as prescribed by the Church....
It has reference to two things: first, to the reverence
due to this sacrament . . . and secondly, it serves to
show the effect of grace, wherewith Christ was filled
as with a good odour . . . and from Christ it spread to
the faithful by the work of His ministers according to
2 Cor. ii, Y4: He manifesteth the odour of his knowl
edge by us in every place; and therefore when the altar
which represents Christ, has been incensed on every
side, then all are incensed in their proper order."50

h) ((Lavabo"
The priest's hands are washed after receiving the offer
ings and handling the incense. Hand-washing, which
was much in use in the Hebrew rite, has been used
from the early days of the Church to signify a desire
to purify one's intention.

i) Offering to the Trinity
"Receive, 0 Holy Trinity, this oblation. . . ." This
prayer comes from the liturgy of St. Ambrose.51

j) ((Orate fratres"
(1) "Since the Middle Ages, the clergy or the server re

sponds with a prayer, that the sacrifice may be gra
ciously received by God."52

(2) "my sacrifice and yours"
k) The Secret prayer

(1) Although this prayer varies in each Mass, it always
expresses the thought that the gifts on the altar are
symbolic of the offering of ourselves.

(2) This prayer which was originally said aloud began to
be said silent!y at Rome about the eighth century.

(3) The Collect, Secret, and Postcommunion prayers are
offered by the celebrant in the name of all. In each

50 Thomas Aquinas, Summa Theologica (London: Burns, Oates and Washbourne;
American edition: New York: Benziger Brothers), III, Q. 83, Art. 5, Obj. 2.

51 Parsch, Ope cit., p. 182.
52 Ibid., p. 183.
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Mass there are as many Secret and Postcommunion
prayers as there were Collects.

I) "Per omnia saecula saeculorum. Amen."
The congregation voices its assent to the prayers of
the Offertory through this Amen.

5. Summary

a) "The essence of the Offertory lies in the offertory procession
of the faithful who thus show their active participation in
the Mass. With the discontinuance of the offertory pro
cession, the Offertory became a pre-offering of the Eu
charistic sacrifice, which follows. It has become since
then a sacerdotal liturgy. But the layman should, even
now, see in the offertory procession, even though it be
performed only spiritually, the essence of the Offertory."53

b) The contribution we make to the collection should be made
in the spirit of the "gift-offering" for which the collection
has been generally substituted.

THE PREFACE TO THE CANON

I. THE PREFACE

The Offertory is over. And yet it is not over. It was only the beginning
of an oblation which "through Him and with Him and in Him" will
ripen into a perfect Sacrifice, an oblation worthy of the majesty of that
great God before whom the angels tremble, the powers stand in awe,
the seraphim and cherubim cry out unceasingly: "Holy, Holy, Holy is
the Lord of sabaoth." Had we no more to offer than a little bread, a
little wine and our own selves we could indeed exclaim with St. Peter:
"Lord we have laboured all night ... all during Mass ... and have caught
nothing."

Thanks be to God, we have One who is able to make our oblation truly
worthy of God, One who will turn the bread into His sacrificial Body,
the wine into His sacrificial Blood and ourselves into Himself. "When I
shall be lifted up I will draw all things unto Myself."

The moment of that great change draws nigh. Therefore, "Sursum
corda I" Lift up your hearts! "Gratias agamus . . . Domino Deo nostro."

531bid., p. 184.
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Let us celebrate the Eucharist to the Lord our God 1 The Preface leads
us into the Holy of Holies where we shall give thanks (gratias agere,
"do" thanks) to God "through Christ our Lord." In union with the heav
enly choirs we fall down before the Lord God and exclaim: "Sanctus,
sanctus, sanctus," and joining the apostles, disciples and children of the
first Palm Sunday, we welcome with palms of love the King of Peace who
is about to enter into the city of His eucharistic Jerusalem: "Blessed is
He who cometh in the name of the Lord. Hosanna in the highest 1"54

1. The Acclamations

a) These have been in the Roman liturgy from at least the
third century.

b) "God with you" - "And· with thy spirit."
"Lift up your hearts" - "We have lifted them up to the
Lord."
"Let us give (or do) thanks to the Lord our God" - "It is
meet and just."
The Preface continues: "Truly it is meet and just ..." etc.

2. The Preface
a) This is a prayer of thanksgiving and of praise offered ((per

Christum Dominum nostrum.n It is "a poem in free verse."55
b) The Preface praises God first in general terms and then

for a particular reason according to the feast being cele
brated; we unite our voices and join in the adoration and
praise of the heavenly choirs.

II. THE "SANCTUS" - PART OF THE ORDINARY, SUNG BY
THE PEOPLE

1. History
a) This chant which concludes the Preface was added to the

Roman Mass about A.D. 120 by Pope Sixtus 1. Originally it
was begun by the celebrant and continued by the whole
congregation. In many places, priests were obliged to join
in the singing, and the Te igitur was not begun until the
Sanetus was finished. 56

54 Hellriegel, op. cit., pp. 49-50.
55 Parsch, op. cit., p. 214.
56 Wagner, op. cit., pp. 99-100.
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b) The original Sanctus melody is said to be that in Mass
XVIII and in the Requiem Mass. When the choir usurped
the rights of the congregation to sing this chant, richer
melodies were composed.

2. The text, almost word for word from the Bible, recalls the
visions of Isaias and St. John.

Hosanna, a Hebrew word, is expressive of triumphant joy,
loyalty, and love.

III. THE "BENEDICTUS" - PART OF THE ORDINARY,
SUNG BY THE PEOPLE

1. The Benedictus is the conclusion of the Sanctus. The harmo
nized Masses so prolonged the Sanctus that the Benedictus was
not sung until after the Elevation. It is evident that it is more
liturgically in place where the celebrant recites it. However:
"On January 14, 1921, the Sacred Congregation of Rites de
cided that the Benedictus should be sung after the consecration
'in all sung Masses as well for the living as the dead, no matter
whether plain song or any other chant be used.' "57

2. "Blessed is He that cometh in the name of the Lord. Hosanna
in the Highest."

3. "The Hosanna in excelsis is cognate to the Gloria in excelsis."58

THE CANON - THE RITE OF CONSECRATION

When we assist at the holy sacrifice of the Mass, we stand in the midst
of the assembled Creation in the presence of this mystical Calvary. Here,
the Church, our loved ones, the saints, the poor souls, all created beings
are assembled beneath the cross, and in the midst of all these we find
ourselves. Truly, the Canon is the universal prayer, embracing the whole
world in the genuine spirit of the liturgy. "And I, if I be lifted up from the
earth, will draw all things to myself."59

I. HIS·TORY

1. The discussion of the history of the Canon would be long and
57 Dom P. Gregory Hugle, The Spotlight on Catholic Church Music (Boston: McLaughlin

and Reilly, 1935), p. 60.
58 Parsch, Ope cit., p. 129.
59 Ibid., p. 195.
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involved and would not be of much advantage for our present
purpose. We know from the New Testament accounts that at
the Paschal Meal, the Last Supper, our Lord said a prayer of
thanksgiving and then changed bread and wine into His Body
and Blood. As we have seen in Chapter V, the early prayers
of the Church were free, even extemporaneous, agreeing in
general outline only; thus in the very early days of the Church,
those who followed Christ's command to "Do this for a com
memoration of me" probably composed here a prayer of
thanks, or used such a prayer as our Lord had used at the
Paschal meal, and within the prayer said the words of conse
cration in our Lord's name. At least by the third century
there were set forms of the Eucharistic prayer, or the prayer of
thanks; yet even these forms were changed or added to until
the pontificate of St. Gregory the Great. "Since the time of
Gregory I, no essential change has been made in the Canon,
and therefore we may conclude that our present Canon has
been in use since about A.D. 600."60

2. Until at least the third century the prayers of the Canon were
said aloud, but gradually they came to be said silently. Now,
except for a slight raising of the voice at the N obis quoque
peccatoribus, the celebrant says in silence all the prayers from
the Hosanna in excelsis to the closing words of the Canon,
per omnia saecula saeculorum. "The Canon is really the sacri
ficial prayer, and is intended to be recited by the sacrificing
priest alone, who therefore, in the Roman liturgy, recites it
silently."61

3. Up to the eleventh or twelfth century there was only one ele
vation in the Mass, that which comes at the end of the Canon
and which we now call the little elevation. The greater ele
vation, just after the Consecration, was begun in the Middle
Ages and was established in the Roman Ordo in the fourteenth
century.62 This greater elevation was inserted so that the

60 Ibid., p. 192.
61/bid., p. 186.
62 Fortescue, Ope cit., p. 338.
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faithful might immediateIy adore Christ made present in the
sacred species of bread and wine. The little elevation still con
cludes the rite of the offering of Christ (and of us with Him)
to His eternal Father.

II. FORM OF OUR PRESENT CANON

The Preface is generally not considered part of our present
day Canon, but it still bears its title of Preface. The structure
of the Canon creates concentric circles around the Consecration
itself.63 (In this outline the circles will be noted in Numbers
1 and 5 and 2 and 4 under the next heading, No. III.) We
have three remembrance prayers and two offering prayers;
then the Consecration directly preceded by the Last Supper
narrative and followed by a remembrance of Christ's Passion,
Resurrection, and Ascension; then two offerings and three
remembrance prayers again. The Canon closes with a solemn
prayer of offering and the little elevation.

III. PRAYERS OF OUR PRESENT-DAY CANON

1. Three Remembrance Prayers

a) We offer the sacrifice for the peace, preservation, unity, and
governance of the Church, for our Holy Father, and for
all bishops, particularly our own.

In the manuscripts of the Middle Ages, the "T" at the
beginning of this prayer, the Te igitur, was often illu
minated. Its form suggested the cross of Christ and led
to our present practice of inserting in the Missal a
picture of Calvary just before the "Canon Missae."

b) We pray for the living.
(1) Formerly the deacon read from double tablets, or dip

tychs, the names of those who were to be particularly
remembered at Mass. Now the celebrant pauses here
and mentally names persons for whom he is especially
praying. We should do the same.

63 See the diagram on page 196 in The Liturgy of the Mass by Parsch.



OUTLINE OF THE LITURGY OF (HIGH) MASS 181

(2) Those "standing around" (circumstantium), and their
families and friends, are especially remembered. In
early times those who participated in the Mass stood
around the altar which was in the center of the church.

c) We honor the memory of all the saints, but particularly our
Lady, the twelve Apostles, and twelve (male) martyrs, all
of whom are mentioned by name.

2. Two Offering Prayers

a) We beg God to accept our sacrifice, and we pray for peace,
for preservation from hell, and for the reward of heaven.
(1) As the priest says the Hanc igitur he extends his hands

over the offerings. Through this symbolic gesture
which comes to us from the Jewish sacrifices, the priest
shows that Christ has become for us a vicarious
victim, taking on Himself the guilt of our sins and
atoning for them through Calvary which is now being
renewed in the Mass.

b) We beg God to make our oblation (in reality us, whom
it represents) blessed, approved, ratified, reasonable, and
acceptable.

3. The CONSECRATION

a) Here the priest no longer prays, but within a simple nar
rative of the events of the Last Supper, he speaks as Christ
Himself in the words of consecration: "This is my Body.
This is my Blood."

b) A bell rings as the Sacred Host and the Chalice are ele
vated. An indulgence of seven years each time - and a
plenary indulgence once a week if it has been done daily
is granted to those who look upon the Host and say: "My
Lord and my God."

The custom of ringing the bell here was introduced
about 1200 ;64 that of the incensing dates from the
fourteenth century.

64 See Fortescue, The Mass, pp. 342-344, for a short and interesting account of the use
of bells during the Mass.
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c) "A few moments ago only our gifts were there on the
altar, the good but poor bread, the good but inexpensive
wine; and the gift of our poor selves, which these altar
gifts symbolize, was on the altar of our hearts. Not much
to give to God. Then came the consecration. Our gifts on
the altar become Christ; our heart-altar gifts are united
with Him. Now we can give God our Father a gift truly
worthy of Him. We can now give God to God - and our
selves in and with and through Him. Now indeed have
we given Him an acceptable gift. Here at the Consecration
we see the Mystical Body at its height. United together
are Christ the great high priest, the human priest His in
strument, the royal priesthood of the participating people.
Here is the (Totus Christus,' the whole Christ, united in the
reenacted Calvary that is the Mass."65

d) We make a remembrance of Christ's Passion, Death, Res
urrection, and Ascension. Our redemption is completed in
Christ's death, His resurrection from the dead, and His
ascension to His Father. "And if Christ be not risen again,
your faith is vain, for you are yet in your sins. Then they
also that are fallen asleep in Christ, are perished. . . . But
now Christ is risen from the dead, the firstfruits of them
that sleep" (1 Cor. 15:17, 18,20).

4. Two Offering Prayers
a) We ask God to accept our offering as He accepted the

sacrifices of the sinless Abel, the obedient Abraham, and
the royal Melchisedech. These sacrifices of the Old Law,
prefiguring the sacrifice of Christ, were pleasing to God
in virtue of Christ's sacrifice. Ours, too, are pleasing to God
as we offer them with, in, and through Christ.

b) We pray that the Angel may take our sacrifice to the heav
enly altar with which we pray to be joined. We look forward
to a full participation of the sacrifice in Holy Communion.

65 Richard L. Rooney, S.T., Light on the Liturgy (St. Louis: The Queen's Work, 1945),
Part II, p. 28.
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5. Three Remembrance Prayers

a) We pray for all the faithful departed who are signed "with
the sign of faith," but especially for those whom we name.
Formerly these names also were read from diptychs. The
"sign of faith" reminds us of the indelible character placed
on our souls in Baptism.

Again we remind ourselves that all our prayers are of
worth only "through Christ our Lord."

b) We pray for ourselves (nobis quoque peccatoribus) that,
although unworthy, we may be joined with the saints.
Then certain saints are named: St. John (thought to mean
St. John the Baptist) and fourteen martyrs (seven men and
seven women).

The clergy about the altar used to remain bowed until
the celebrant raised his voice at the nobis quoque
peccatoribus.

c) We ask a blessing on nature. It was probably here that the
offerings not used in the Sacrifice, and other natural objects
as well, were blessed.

6. "By Him, and with Him, and in Him, is unto Thee, God the
Father almighty, in the unity of the Holy Ghost all honour
and glory for ever and ever. Amen."
a) "This doxology is a presage of a scene that may take place

at the end of time. The last of those who are to be saved
has been incorporated into the mystical body of Christ.
Christ our Lord comes into the presence of His heavenly
Father to announce that the work of the redemption has
been accomplished: 'My Father, the redemption of the
human race has been consummated. The breach between
Thee and mankind has been closed. Through Me, and
with Me, and in Me, is unto Thee, Father, in the unity of
the Holy Ghost, all honor and glory.' Then all those who
have been saved will fall down in adoration before God's
throne. It will be one of those magnificent liturgical rno-
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ments, such as St. John pictures in the Apocalypse; it will
be the closing scene in the drama of salvation."66

b) "The priest finishes the Canon. He takes the Host and the
Chalice and lifts them up to heaven. It is now, with the
closing prayer of the Canon, that the Victim is offered up
to God. 'The lifting up of the victim as an offering to
God,' says Bossuet, 'was formerly one of the ceremonies of
the sacrifice. The Body and Blood of our Lord are now
lifted up in the same spirit, these being really and truly
our victim.' "61

c) "Amen." In this word the faithful are privileged to unite
their voices, closing the solemn prayer of the Canon. In the
early Church this was the only Amen in the Canon.

IV. "OFFERING" IN THE CANON

We must try to keep in mind that, during Mass and particularly at the
Consecration, the primary and essential thing is the offering of the sacrifice;
the adoration of the Species is entirely secondary. We should strive to
impress ourselves and those committed to our care, with a deep under
standing of the sacrificial action. The 1vIass is not a "devotion," it is not
the adoration of the Eucharist; it is the sacrifice offered by Christ, and
in this offering we are actually participating since it is also our sacrifice.
We come to Mass, we celebrate Mass, not so much to adore Christ in His
divinity, as to offer Him, the divine Lamb, to our heavenly Father.68

B. God Gives to Man - The Sacrificial Banquet

I. THE PLACE OF A BANQUET IN A SACRIFICE

1. In Any Sacrifice
The purpose of sacrifice is to achieve or increase union be
tween the offerer and the one to whom it is offered. In a
sacrifice-banquet even pagans saw their offering ratified
and accepted and themselves guests of the deity.

66 Parsch, op. cit., p. 254.
61 Dom Gaspar Lefebvre, Daily Missal (Bruges: Declee, 1934), p. 66.
68 Parsch) op. cit., p. 237.
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2. In the Sacrifice of the Mass
a) In the Sacrifice of the Mass we seek, through Christ, union

with God. In the Sacrifice-Banquet of Holy Communion
God gives us not only the union of friendship but gives us
Himself as the food and nourishment of our souls.

h) "The all important thing is Christ's holy sacrifice; and the
fruit of that sacrifice is Holy Communion."69

c) Our sacrifice-banquet is communal.
(1) As our sacrificial offering was personal and yet com

munal, so also is our Communion.
(2) We are individually and personally united with Christ

and individually transformed in Him, but as we are
united to the Godhead because of our union with
Christ, so also we are united with His mystical mem
bers because of our union with Him.

(3) As we are affected personally by the reception of Holy
Communion, so also we should be affected socially.

(4) The effect of Holy Communion is union with the Mys
tical Body. "The unity of the Mystical Body is the fruit
of the true body received" [sacramentally].70

(5) "The Church of Jesus Christ needs no other bread than
this to satisfy fully our soul's wants and desires, and
to unite us in the most intimate union with Jesus
Christ, to make us 'one body,' to get us to live to
gether as brothers who, breaking the same bread, sit
down to the same heavenly table, to partake of the
elixir of immortality."71

d) "In the sacrificial meal we receive in return the bread which
we offered in the Offertory; but now it has been changed, it
has become divine. This transformation of natural bread
into divine bread is profoundly symbolic of the Mass. We
have said that the gift is the representative of the giver. As
the gift was transformed, so, too, is the giver. He, the natural

69 Ibid., p. 260.
70 St. Thomas Aquinas, Summa Theologica, III, Q. 82, A. 9. See also Q. 73, A. 3 and 4,
11 p~us XII? Medtator Dei, No. 120r
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man, comes to the sacrifice; he returns home transformed,
participating in the divine nature. This is the salvation
which is merited for us in the holy sacrifice of the Mass."72

II. PREPARATION OF THE SACRIFICIAL MEAL

1. The "Pater Noster"

a) Although its place may differ, this prayer occurs in every
liturgy. We do not know when it was introduced into the
Roman Rite. It is found in its present place in the Mass at
the time of Gregory I who writes: "It also seemed most
inappropriate to me, to recite at the sacrifice a prayer which
was composed by some learned person, and to omit the
recitation of the prayer which our Saviour Himself had
composed, in the sacrifice of His body and blood."73

b) "It is as though we assembled about the holy table, as
members of the great religious family, and recited our
table prayer.... We may say that the fruit of the sacrifice
and the effect of Holy Communion are the fulfillment of
the petitions of the Our Father."74

c) There are seven petitions of the Our Father. This prayer,
given us by our Lord Himself, summarizes completely the
desires of a true child of God. The first three petitions seek
God's glory, the fourth asks for temporal and spiritual sus
tenance ("our daily bread"), and the last three ask par
ticularly for what pertains to our salvation.

d) The congregation joins its voice in the last petition and
the celebrant says: "Amen."

2. T he Prayer "Libera nos"

We pray for deliverance from evil (sin) and, through the
intercession of our Lady and the saints, for peace.

3. The Breakz'ng of Bread
a) It is recorded that our Lord broke the bread at the Last

72 Parsch, op. cit., p. 261.
73 St. Gregory I, cited by Parsch, The Liturgy of the Mass, p. 282,
74 Parsch, op. cit., pp. 284-285.
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Supper. This ceremonial act which was continued in the
early days of the Church was also a practical necessity as
long as the sacrificial bread was in a loaf form.

b) The practice of mingling a particle of Bread with the
sacred Wine75 has come to us from the times when a piece
of the consecrated Bread (fermentum) was sent from the
Papal Mass to the Masses offered elsewhere in Rome, and
when a piece of the consecrated Bread (sancta) was re
served from Mass to Mass. Through this practice the unity
and continuity of the Mass were shown.

c) A threefold breaking of the sacred Bread was introduced
into the ninth-century Roman Rite as observed outside of
Rome. There is still a threefold division of the Host; the
smallest part is dropped into the chalice and the celebrant
receives the remaining two Particles.

4. The UAgnus Dei" - Part of the Ordinary, Sung by the People

a) History. Scholars do not agree as to the date of the intro
duction of the Agnus Dei, nor as to the number of repe
titions, nor even as to its position in the liturgy.
(1) In the pause of the breaking of the bread, the Agnus

Dei was sung by priest and people.76

(2) It was sung at Rome under Pope Sergius (seventh cen
tury), but it may have been in use before his time.

(3) The text of the Agnus Dei is from the Gloria. By the
eleventh or twelfth century, the dona nobis pacem
was in use. Soon afterward, dona eis requiem was used
for the Requiem Mass.

(4) At first it was sung by the clergy and the people to a
simple melody (probably that in Mass XVIII). Gradu
ally, as it was sung by the schola, the melody became
more florid.

75 See Parsch, The Liturgy 0/ the Mass, pp. 287-294, for a discussion of the breaking
of the Bread and Its mingling with the sacred Wine.

76 Fortescue and Parsch say it was sung during the fraction. Wagner says it was sung
during the kiss of peace also, Introduction to the Gregorian Melodies, p. 102.
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b) Form
The number of repetitions of text was not at first pre
cisely defined; probably the number depended on the
length of time taken by the fraction and the kiss of
peace.77 The practice of only three repetitions came into
use between the ninth and twelfth centuries.

c) Significance
(1) The text, recalling the greeting of Christ by St. John

the Baptist, is in place here just preceding Holy
Communion.

(2) The fruit of the Sacrifice is "the taking away of sin"
and "the granting of peace" to the soul.78

5. The Kiss of Peace
a) This is a sign of our union with Christ and with each other.

The kiss of peace "points out clearly that the holy Eucharist
has as one of its chief aims to effect union and true
brotherly love among all the members of Christ's Mystical
Body."79

b) Both the prayer for peace and the kiss of peace are omitted
in the Requiem Mass.

6. The Preparatory Prayers
a) Prayer of confidence - addressed to Christ as the Son of

God.
b) Prayer of humility - also addressed to Christ.

In this prayer only the body of Christ is mentioned. Prob
ably there was once another prayer for the reception of the
Precious Blood.80

III. THE SACRIFICIAL MEAL

"Lord, I am not worthy that Thou shouldst enter under my roof;
say but the word, and my soul shall be healed."

77 Wagner, op. cit., p. 102.
78 Parsch, 0'. cit., p. 296.
79 Rooney, Light on the Liturgy, Part II, p. 4L
80 Parsch, 01'. cit., V. 30~~
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Before the people's Communion, the Confiteor is said, the abso
lution is given, the priest says, "Behold the Lamb of God ..."
and then "Lord, I am not worthy ..." is repeated.

1. The Priest's Communion

a) "May the Body (May the Blood) of our Lord Jesus Christ
preserve my soul to life everlasting. Amen."

b) In thanksgiving for the reception of the Body of Christ,
the priest receives the Blood of Christ. We can properly
thank God for His gifts only by a right use of them.s1

2. The Communion of the Faithful

"As he gives the body of Christ (with its concomitant
blood) to each communicant, the priest makes the sign of
the cross with the Host and prays: 'May the body of Our
Lord Jesus Christ preserve thy soul to life everlasting.
Amen.' The sign of the cross reminds us that we have
received the fruit of the sacrificial tree of the cross, the
body of Christ broken there and pierced, the blood shed
thereon reunited now in the glorified Christ. The divine
victim is given back to us as God's gift-in-return for our
offerings at the offertory and our offering during the
canon.,,82

3. The "Communio" (Communion Chant) -Part of the Proper
a) History

(1) The Communio, a processional chant sung during the
people's Communion, was at first rendered antipho
nally. Its purpose was the same as the other processional
chants, that is, to help the recollection of the people
during the processional movement. Up to the seventh
century, Psalm 33, chosen because of its eighth verse,
"Taste and see," was the only psalm used as the Com
munion chant.

81 Ibid., p. 306.
82 Rooney, op. cit., p. 44.
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(2) The number of psalm verses depended on the time oc
cupied by the distribution of Holy Communion.

(3) The text of our present-day Communion chant is not
always taken from the Psalms. Often the Antiphon
refers not to the Communion but to the Sacrifice as a
whole.s3

b) Form
(1) This chant was sung as was the Introit. Here, too, the

celebrant gave a sign when it was time for the Gloria
Patri and Antiphon.

(2) From the fourteenth century onward the psalm verses
began to be omitted everywhere. Now only the An
tiphon remains (although a verse is still added to the
Communion Antiphon in the Requiem Mass).

(3) Psalm verses are permitted to be sung, however, as
they were formerly, during the distribution of Holy
Communion to the faithful.

c) Significance
"Often it is the Communio which calls attention to the
mystical action of the Mass. Sometimes it brings the
principal verse of the Gospel into relief, as if to say
that it has been mystically enacted in the Mass."84

IV. CONCLUSION OF THE COMMUNION RITE

1. Ablution Prayers

a) The first prayer reminds us that our state of soul affects
the graces we receive.

b) The second prayer asks that the fruit of Holy Communion
cleave to those who have received It.
After this prayer, the celebrant says the Communio.

2. Postcommunion Prayers - Part of the Proper, Sung by the
Celebrant
a) "God is with you!"

83 Parsch, op. cit., p. 318.
84 Ibid., p. 313.
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b) In the Eastern Rite the predominant idea of these prayers
is that of thanksgiving for the Sacrament. In the Roman
Mass we ask that the graces of the Sacrament may be
obtained.85

c) Prayer over the people
This old benediction prayer, preceded by Humiliate
capita vestra Deo, is omitted in most Masses,. although
it is still present in the weekday Lenten Masses. Parsch
believes that this prayer disappeared because of the
blessing after the Ite missa est.86

v. CONCLUSION

1. Dismissal and Blessing

a) "Dominus vobiscum" - "Et cum spiritu tuo."
"Ite missa est" - "Deo gratias."
(1) If there has been no Gloria in the Mass, Benedicamus

Domino is sung instead of Ite missa est. Requiescat in
pace - Amen is sung in the Requiem Mass.

(2) If the Ordinary of one of the Masses from the Kyriale
has been used, the melody of the Ite missa est is the
same as the melody of the K yrie eleison.

b) Before the blessing, the celebrant says a last prayer that the
sacrifice which was offered might be acceptable and
"through Thy mercy be a propitiation for me, and all those
for whom it has been offered. Through Christ Our Lord.
Amen."

c) In Requiem Masses there is no blessing of the people.

2. The Last Gospel
a) The Prologue of the Gospel of St. John was not included

in the early Roman Mass. In the Middle Ages this Gospel
was considered a Sacramental87 and priests often recited it
as they left the altar. The Missal of Pius V finally sanc-

85 Ibid., p. 322.
86 Ibid., p. 325.
87 Ibid., p. 330.
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tioned its use at the end of the Mass itself. In some Masses
a feast or a Sunday is commemorated by reading its Gospel
in place of this Gospel of St. John.

b) "We may be very grateful for its introduction. A more
beautiful summary of the whole work of Redemption
which the Mass itself renews, does not exist than those
golden words:

The Word was God....
In Him was life,
and the life was the light of men. . . .
The light shineth in darkness,
and the darkness hath not overcome it....
To as many as receive Him
He gave power to become the children of God. ...

There is no better sentiment in which to come away from
the Table of Sacrifice."88

3. ((Deo Gratias" - ((Thanks be to God!"

88 Gerald Ellard, S.T., Christian Life and Worship (Milwaukee: The Bruce Publishing
Company, 1940), p. 207.



CHAPTER VII

RHYTHM

THERE are three modern schools of thought with regard to the
rhythmic interpretation of the chant.1 If we would have a uniform
rendition of the chant melodies, we must adhere to the principles
of one, and only one, of these schools.

In 1907, as a result of the labors of the Vatican Commission
headed by Dom Pothier of Solesmes, the Vatican Edition of the
Graduate was brought out and declared official. Later, Desclee and
Company, official printers to the Holy See, published the Vatican
Edition with the addition of what is known as "the rhythmical
signs of the monks of Solesmes." In 1911, this publication was offi
cially authorized by the Sacred Congregation of Rites for the use
of the Western Church. Since this officially accepted edition is now
in quite general use, and since by following the Solesmes theory of
rhythm we may secure an artistic interpretation of the chant melo
dies, we join the followers of the Solesmes school.

A. Nature of Rhythm

Before the discussion of the nature of rhythm as such, let us be
sure that we understand two fundamental points. (1) Rhythm and
time are not synonymous, nor are they as closely hound together
as might be imagined. This will be explained more fully later.
(2) Accent is not always connected with stress. Stress may accom
pany the accent but it is not necessary to it. Nor is the accent always
to be found on a down-beat. Stress, accent, down-beat - all these
may, but do not necessarily, appear together.

1 See Chapter V, pp. 113-114.
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Rhythm has been defined by Plato as "order in movement." "In
music, order is established by the differentiation of certain notes,
which differentiation may be effected in several ways."2 A note
may be given prominence over its neighbor in four different ways.

1. The first means and the least artistic is by change of volume,
that is, by force, stress, or intensity.

2. The second means, constantly used in artistic singing, is by
change of quality. This type of accent is easily demonstrated.

3. The third means is by change of duration. Here we either
slightly lengthen the note to which we wish to give prominence,
or, if we wish to express its vitality or "spring," we shorten it.
(Generally, we shorten the up-beat and give a bit more time, rela
tively, to the down-beat.)

4. The fourth means is by change of pitch. To raise or lower the
voice immediately sets up a differentiation. Note that in expressive
speaking we generally raise the word or syllable to which we wish
to give prominence.

Rhythm, or "order in movement," maybe expressed through any
or all of these means. "Though rhythm is essentially the same in
all music, yet it varies in character with different musical systems.
In modern music, for example, rhythm depends largely on har
monic considerations, and has been described as entirely a question
of the positions of cadences."3

In the Solesmes school of chant it must be "thoroughly understood
that the rhythmical ictus [or the count of 'one'] does not of itself
involve force or stress but takes its colour from the syllable on
which it falls. The independence of accent and rhythm goes with
treating the accent lightly, and it forms . . . together with the
legato which makes it possible, the chief characteristic of the
Solesmes style."4

2 Benedictine of Stanbrook, A Grammar of Plainsong (Liverpool: Rushworth and Dreaper,
1934), p. 43.

3 Ibid.
4 Dom Gregory Sunol, Text Book of Gregorian Chant (Boston: McLaughlin and Reilly,

n.d.), p. 106. It may be well to recall here that the Solesmes rendition of the chant does
not permit a divided beat on any note. Every tone is given a full beat or two full beats,
but never a half-beat or one-and-a-half-beats, etc. Expressive neums permit a slight length
ening of some of their tones, but they do not permit a division of beat.
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"Rhythm is order in movement." To be complete a movement
must have two parts - a beginning which is a rise and an end
which is a fall. "All the theorists, from Priscian and Aurelian down,
speak of a natural rhythm produced by the accents: an arsis when
the voice rises, a thesis when, no longer sustained by excitement,
it falls. In other words, we have the gently bracing ... and the
relaxation or repose ..."5 The two parts of a movement are often
referred to as arsis and thesis, energy and repose, or rise and fall.
Dom Mocquereau called them "elan" and "repos." We may also
call them up-beat and down-beat, if we associate only rest or end
with the down-beat.

Bar lines on a Gregorian staft are to the music as punctuation is
to a literary composition; the bar lines indicate certain divisions in
the music itself. The quarter bar indicates the end of a section or
incisa; the half bar, the end of a member; the full bar, the end of
a period or phrase. There maybe several sections in a member and
several members in a period. The following example contains two
parts in each division:

Period or Phrase

I
Member

I
Member

I
Incisa

(Section)

I
Incisa

(Section)

I
Incisa

(Section)

I
Incisa

(Section)

As we decide the rhythm of a Gregorian piece, that is, as we
decide the position of the arses and theses, we must remember that
there are three "orders" of rhythm: (1) elementary and simple
rhythm, (2) composite rhythm, and (3) greater rhythm. Elemen
tary and simple rhythnz points off the arsis and thesis of one simple
movement. Composite rhythm points off the relative arsic and
thetic quality of the ictic note (that is, the count of "one") in the
compound beats in each section or incisa, while expressing at the
same time the rise and fall of the incisas in their relation to each

5 Rene Aigrain, Religious Music (London: Sands and Company, n.d.), p. 83.
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other. Greater rhythm outlines the movement of the period or
phrase.

Elementary rhythm is found within composite rhythm and gives
way to it. Both are found in and are subservient to the greater
rhythm.

B. Elementary and Simple Rhythm

I. ELEMENTARY OR SIMPLE BEAT RHYTHM

We have already learned how to "count" Gregorian music.6 In
"counting" we are pointing off the time rather than the rhythm,
although, as we shall see, we are thus numbering the pulses which
are parts of the rhythm. (Let us always call the fall of the rhythm
the count of one. This will help to make things clear.)

In plainsong we find a free alternating of time-groups consisting
of two or three counts, the binary and ternary groups. In other
words, in plainsong we count either "1-2" or "1-2-3." As we count
"1-2," we may visualize it in a measure, thus: 11-21. This is time.
11-2 11-2 1 1-2 11-2 I makes four time-groups.

The rhythm in these four measures will not be found within the
measure as the time is. Time is within the measure bar; rhythm is
astride the measure bar. 11-21 is time; (fflL is rhythm/ In~
we have the two essentials of rhythm - the arsis and thesis, the
"elan" and "repos." The count of "two" is the arsis; the count of
"one" is the thesis. Q\Lis an· elementary. rhythm.

This elementary movement or rhythm may be likened to the
movement in swinging. We may visualize swinging from one
point to another as: Ll and think of this as one elementary
rhythmic group. The end of the rhythmic group is the count of
"one."

II. SIMPLE RHYTHMS

Simple rhythm, like elementary rhythm, is an arsis followed by
6 See Chapter I, p. 9.
7 The chironomical signs are used with the permission of Desch~e and Company, Tournai,

the holders of the copyright.
S Not all authors use these terms to indicate the same type of rhythm even when they

agree on the rhythm itself.
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a thesis. But, whereas in elementary rhythm, the simple beats
formed the arsis and thesis, in simple rhythm the time-groups, or
compound beats, form the arsis and thesis. Thus:

Cl\l. - elementary rhythm,

~ - simple rhythm.

III. POINTS TO REMEMBER

1. THE PRELIMINARY MOVEMENT

We may note that we do not just sit in a swing and hope to
move. Either we ourselves must furnish the preactivity which takes
us to the point of departure (and this preactivity may be likened
to a preliminary felt movement) or someone must furnish it for us.
Thus the point of departure rnay be the end of a preliminary
movement.

1 or 1

The dotted line represents the preliminary movement.

(---(~ (-',,~

To sing rhythmically, it is necessary that we feel the preliminary
movement (in the tempo in which we are going to sing). We
know from experience that a swinger who is being "pushed" must
feel the movement furnished for him if he plans to continue it on
his own power. So also, a singer must secure from the musical
introduction to a sung piece, not only the tonality, the mood, the
meter, and the tempo of the piece, but also its movement - its
rhythm. Singers must keep this in mind as they listen to an intra
duction. (Organists must also bear this in mind. They should men
tally sing the introduction and continue this singing throughout
the piece.) .- --.,
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2. THE RHYTHMIC CHARACTER OF THE COUNT OF "Two"

When rhythming a piece we must not forget that the note which
precedes the count of "one" is always arsic. To say that a note is
arsic is to say that it must have energy, spring, upward movement,
activity - "elan."

If the time-groups are [ 1-2-3 ! 1-21 the "two" of the first measure
may be either the prolongation of the thesis on the count of "one"
or it may be the beginning of the arsis on the next beat. The arsic
or thetic character of the count of "two" in a three-count time
group depends on the word of the text and on the music which is
accompanying the word of the text. The last measure of an incisa
is always counted "1-2" and is always predominantly thetic; a final
note before a full bar is always counted "1-2" and is purely thetic.

3. THE RHYTHMING OF SYLLABIC CHANT

To rhythm a syllabic chant demands a special study of the prin
ciples which must be followed; then each case must be considered
individually and the principles applied. All this demands more
space than can be given here.9 It is advisable for singers to refer to a
book in which syllabic chants are already rhythmed.

To assist us to understand, however, what is involved in rhyth
ming a syllabic chant, let us consider some fundamental points. The
Latin word has both a natural rhythm and a natural melody. The
natural rhythm of the Latin word demands a coming to rest (or
an ictus - a thesis) on the last syllable of the word. The natural
melody demands that the highest note be on the tonic accent, that
is, on the principal accent of the word. In most cases those who
rhythm the chant try to place the ictus on the last syllable of the
word; they try to observe the natural rhythm of the word. Some
times this is not possible. If the last syllable of the word coincides
with the ictus in the music, we say that the word is a rhythmic
word, for its natural rhythm is then observed. If the last syllable is
not ictic, we say that the word is a time word.

9 In his book Gregorian Chant (Toledo: Gregorian Institute of America, 1945), Father
Klarmann furnishes dear rules for rhythming a syllabic chant.
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Throughout plainsong there are examples of the word yielding
its natural rhythm and melody to the exigencies of the music; also
of the music yielding to the exigencies of the words. (In any case,
we must always give more or less "spring" to the word accent.)
We shall find, however, that although the rhythm and pitch of the
music mayor may not coincide with the natural rhythm and
melody of the individual word, the rhythm and pitch of the
musical phrase will correspond, for the most part, with the rhythm
and melody of the word phrase.

4. THE RELATION BETWEEN TEMPO AND RHYTHM

As the tempo of the sung piece changes, the plan of the relative
arsic and thetic values of the simple beats may have to be modified.
In other words, as the counts of "one," the ictic notes in the time
groups, sound closer together because of a faster tempo, their nature
according to the greater rhythm must take precedence. (Greater
rhythm will be discussed later in this chapter.) The tempo in which
we sing influences the expression of the rhythm itself. Therefore,
we must not sing so slowly that the smaller rhythms are overly
evident; we must not sing so rapidly that they are ignored. Our
singing, to be truly artistic, must express all the orders of rhythm
according to their relative importance.

C. Composite Rhythm

No music in which we express only elementary rhythm is much
of a musical whole. Each elementary rhythm is, in a sense, always
present, but it finds itself in a still greater rhythm.

When we were children, we sometimes had a turn in swinging
until our feet touched the limb on the next tree; thus all our
swinging back and forth had a definite goal. Of course we did not
incessantly pump until we reached that limb; sometimes we
pumped and sometimes we did not although we were still swing
ing. But if our friends awaiting their turns demanded that we touch
the limb soon, we pumped more often than not. After we had
reached our goal we were supposed to "let the old cat die." Some-
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times we "died down" straight to the end; sometimes we "died
down" for a while, but to prolong the turn we occasionally gave a
few extra pumps.

In this swinging, each movement back and forth was still there,
but it was part of a much greater whole. Each small movement had
its beginning (its arsis) and its end (its thesis), but the end of each
small movement was either a new "pump up" (arsis) or a greater
"dying down" (thesis) within the continued swinging experience.
So in the rhythm of plainsong each elementary rhythm is present
but as part of the whole.

Elementary, simple, and composite rhythm may be compared
and contrasted under the following three points. (1) One arsis fol
lowed by one thesis forms either an elementary or a simple rhythm.
A composite rhythm is (a) an arsis followed by two or more theses,
(b) two or more arses followed by one thesis, or (c) several arses
followed by several theses. (2) In elementary rhythm each note is
considered as one beat and is either arsic or thetic. In simple
rhythm, time-groups are considered as compound beats, a full time
group being considered only one compound beat; therefore, to be
complete, a rhythm must encompass at least two time-groups or
compound beats. In composite rhythm, time-groups are also con
sidered as compound beats; however, a composite rhythm must
have at least three compound beats. (3) In elementary rhythm each
ictic note is counted "one" and is thetic. In composite rhythm the
ictic note is also counted "one" but it may be treated either as an
arsis or as a thesis.

I. RHYTHM OF THE INCIS,A

The incisa, the smallest section of the music, is from one bar on
the staff to the next bar. Since the incisa will always comprise at
least three compound beats, its rhythm will always be composite.
To determine the composite rhythm of the incisa we must deter
mine the arsic or thetic character of the ictic note (the count of
"one") in each compound beat. A great aid in locating these arses
~p.d tp~s~s ;Ir~ fatp~! Thi~~l)Jt's rul~s which he says "ar~ p.~ith~r
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infallible nor absolute," but which, nevertheless, will be "0£ great
assistance until practice and training can replace them."lO The fol
lowing is almost entirely Father Thibault's diagram:

COMPOSITE RHYTHM

Nature of the Compound Beat

End

Long

Descending

Final

__I_T_H_ET_I_C_According to

Place in the Incisa

Duration of the Notes

ARSIC

Beginning

Short

Ascending Melodic Line

Accented (primary or Syllables of the Text
secondary accent)

Note that these rules apply to each incisa and that it is the ictic
note of each time-group of the incisa that is here under special
consideration.

According to the above plan we consider each ictic note from
four standpoints. If from anyone standpoint the ictic note is not
definitely arsic or thetic, its character is considered "a matter of
opinion" under that consideration. The majority of the four times
we find the ictic note either arsic or thetic determines its character
in the composite rhythm.

II. RHYTHM OF THE MEMBER

Several incisas, or sections, together form what is technically
called a member. (The member is bound by the half bar.) Com
posite rhythm embraces not only the rhythm within each incisa,
but also the rhythm found in the relationship of the incisas with
each other. In other words, composite rhythm embraces both the
rhythm of the incisa and the rhythm of the member. Quoting
Father Thibault further: "In order to relate the various incisas into

10 Ethelbert Thibault, "Rhythm and Chironomy," Catholic Choirmasters Course, Clifford
Bennett, ed. (Toledo: Gregorian Institute of America, 1945), C.L. 79.
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a unified flowing movement, a strong center of attraction or aim
must influence the separate elements. It is the principal accent ...
which acts as the focus of attraction or aim in the compound
rhythm. In this way, all the compound beats which precede the
principal accent will lead to it, even though there may be theses
among them; likewise those compound beats which follow the
principal accent will lead from it, even though there may be some
arses among them."ll So also, in swinging, we "pump" to a point,
even though we may "die down" a few times before we reach
that point.

How can we locate the principal accent? Father Thibault gives
us three rules.12 (1) "When there is a melody without an accom
panying text, the principal accent is the highest compound beat."
(2) "When the melody is largely on the same degree, as in a response
or recitative, then the text will indicate the principal accent in the
form of the phraseological accent." Thus:

~
(3) "The melodic or principal accent corresponds to the phraseo
logical accent of the text. Gregorian composers carefully united
their melodies with the words in such a way that their music
parallels the words in spirit."

D. Greater Rhythm
As we noted previously, in pointing off composite rhythm we

point off the rhythm of the incisa and the rhythm of the member.
In greater rhythm we outline the over-all rhythm of the period or
complete phrase. (The period is bound by a full bar, single or
double.) As in composite rhythm there is a principal accent toward
which we move, so also in greater rhythm there is a principal accent
in the period which influences our greater movement. (This last
principal accent may be likened to the point at which we finally
touch the limb when swinging.)

The various incisas and members must be coupled together "ac-
11 Catholic Choirmaster Course, C.L., 80. 12 Ibid.
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cording to their role and importance"13 in such a way as to express
the thought contained in the verbal and musical sentence. The ele
ments which aid us to express this greater rhythm while we still
express the smaller arses and theses of the elementary and of the
composite rhythm, are the various links found in the music itself.
They are the melodic link, the link of proportion, the dynamic link,
the rhythmic link, and the link of articulation. These links not only
coexist but sometimes coincide in the course of the melodic phrase.

1. Melodic Link. Plainchant is so wedded to the text of the liturgy
that its music outlines and accentuates the thought of the liturgy
itself. Plainchant, as all truly vocal music, is verbal music. The
fore-phrase of the musical period has been likened to the antecedent
clause of a grammatical period and is called the protasis; the after
phrase of the musical period has been likened to the subsequent
clause, and called the apodosis.

The composer of plainchant has taken great care to link the fore
phrase and after-phrase in a melody which expresses the relativity
of thought already existent in the textual period. We, as singers,
have only to follow his plan intelligently and artistically. A, peak
in the melody will be found either in the fore-phrase or in the after
phrase; the greater rhythm will rise to this peak and fall from it.
"Sometimes the phrase begins on its melodic summit; the protasis
then appears in all its elan from the very first notes."14

2. Link of Proportion. "The proportional link depends on the
number of members in the period, on their length, on their modal
qualities, on the climaxes and on the importance of their long notes
and rests."15 This, again, has been established by the chant com
poser. But we must note the melodic and rhythmic attractions in
the phrase if we would express the proportion intended by the
composer. "The singer is capable of destroying this relationship of
proportion, either by not giving the different pauses their right
length, or by exaggerating their length."16

13 Sunol, op. cit., p. 110.
14 Ibid., p. Ill.
15 Thibault, Catholic Choirmasters Course, C.L., 82.
16 Sunol, op. cit., p. 114.
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3. Dynamic Link. In the greater rhythm, the principal arsic group
coincides with the principal accent of the word phrase and with the
highest melodic group. The greater rhythm offers a change in
dynamism as a means of linking the parts of the period into an
expressive and artistic whole. "To produce the effect of naturalness
one must graduate the intensity from one accent to another and
from one ictus to another, so as to reach the summit of the melodic
line almost imperceptibly: the same must be done coming down,
but in reverse order, or decrescendo. The accents and ictuses will
thus be stronger or weaker in proportion as they are nearer to or
farther away from the general accent of the phrase."17 However,
"a complete alteration of the intensity line already worked out by
the compound rhythm should not take place. Only its proportions
are modified."18 For example:

a possible composite rhythm:~ ~~
a modified greater rhythm: mf f mp mf mp

4. Rhythmic Link. "This link is called by some authors the agogic
or kinetic link."19 It must be handled very well or the rhythm will
be completely spoiled. It invites a singer to feel a more forward
movement during the protasis and a more backward movement
during the apodosis. "Pump" toward the climax of the fore-phrase,
and "die down" (after the accent) but keep "swinging" on the ictus
during the after-phrase.

This link may be more easily understood if we liken it to the
energy of an automobile in motion. Progressing from one place to
another in a car, we find it necessary to regulate or modify our
speed of movement for several different reasons. (1) Coming close
to a side street we take our foot off the accelerator and prepare to
use the brake; no car appears in the street and we again accelerate
and resume our speed. So, also, in the movement of a melody we

17 Ibid., p. Ill.
18 Thibault, loco cit.
19 Ibid.
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observe the dotted notes within or at the end of an incisa, relaxing
after the principal accent which precedes them but picking up
energy as we go from these long notes into the next part of the
musical phrase. (2) Approaching a red light we slacken the speed
of the car preparing to stop. However, as we come to the corner,
if the light turns green, we, instead of stopping, again pick up
energy. At the end of a member we often feel the same slacking
of energy within us, indicating a contemplated pause, but, not
breaking the movement, we gather energy again as we proceed to
the next incisa. (3) At an arterial highway or a red light we bring
our car to a complete stop, but we do not stop the movement of
the engine. At the end of periods, at full bars, we come to a break
or silence in the melody, but we keep our energy pulsing within
us so that we may begin the next phrase without an hiatus or break
in the inner movement. (4) As we observe all these necessary and
required changes in energy but do not stop the engine of the car
until we reach our destination, so also we should express the vary
ing energies of the rhythmic movement in the melody, which itself
expresses the climaxes and cadences of the word phrases. However,
we should not break the movement within us until the melody is
completed. Furthermore, as a good driver never changes the move
ment of the car suddenly but meets all the required slacking and
picking-up of energy with smooth control, so the good singer directs
the energy of his own movement from the beginning to the end
of the composition.

5. Link of Articulation. The link of articulation is found at the
mora vocis) the dotted note, at the end of the incisas. "The dotted
note before the pause ought never to be produced as if the singer
had been distracted and unprepared and then found himself bump
ing against it. This is the impression received when the voice drops
heavily and strongly on the final note.... To render the mora vocis
well ... it must be borne in mind that the note thereby prolonged
fulfills two functions: it ends one member and leads to another.
It transmits life from one clause to the next; the life-blood of melody
and rhythm pass through it, and it should be affected by this. It
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must not therefore be coldly rendered, on the vain plea that it is
only a holding-note or prolongation of the voice. In conformity
with this first trait, the mora vocis must be soft and smooth, so as
to give an impression of repose; yet it has hardly alighted, so to
speak, when it enters upon its second function of joining the pre
ceding to the following clause, and it must prepare for this transi
tion by adapting itself to the beginning of the new member and
take on in advance, as it were, its colour and physiognomy. The
end of the mora vocis will therefore assume the dynamic value as
well as the tone colour of the first note at the beginning of the
new clause; it should melt into it and adapt itself to its character.
If the new member begins on a strong note, the timbre should end
with a light crescendo ... if, on the other hand, it begins on a weak
note, it should adapt itself to this by a delicate decrescendo."20

This last link is very important to the singer; it must not be mis
used nor should it be neglected. The first beat of the long note
must be treated according to its place in the incisa; that is, it must
be softer. The second beat of this long note (that is, the dot) must
anticipate the character and color of the first tones of the next incisa.

REVIEW QUESTIONS

1. Which modern school of thought do we follow in our interpretation of
the chant rhythm?

2. What does this school have to say concerning the nature of accent?
3. How did Plato define rhythm? Explain his definition.
4. Cite four means of giving a note prominence over its neighbor. Explain

each.
5. What terms are used to refer to the parts of a movement?
6. Explain the meaning of the bar lines on the Gregorian staff.
7. What are the three "orders" of rhythm? Demonstrate or explain each.
8. How does time differ from rhythm?
9. Summarize the discussion of each of the four "points to remember."

10. How does composite rhythm differ from elementary rhythm with regard
to (a) the order of the arses and theses, (b) the nature of the beats,
and (c) the rhythmic character of the ictic notes?

11. What name is given to the rhythm of the incisa?
12. What four helps does Father Thibault give to locate the arses and theses

in the incisa?
20 Sunol, op. cit., p. 114.
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13. Following Father Thibault's plan, rhythm an incisa of plainsong.
14. What name is given to the rhythm of a member?
15. How can we locate the peak in the rhythm of a member?
16. What means do we have to express the rhythm of a member?
17. What name is given to the rhythm of a period?
18. What means do we have to express the rhythm of a period?
19. Explain each kind of link.
20. Select an Ordinary chant from one of the Gregorian Masses. Study its

text, and note the composite and greater rhythm of its music. Using
the techniques of choral recitation, read the words aloud so that the
principal accent of the incisa or member (composite rhythm) and of
the period (greater rhythm) are evident and in proper relationship.

Thesis

rof

E. Summary and Application21

7. Principal accent -~ •
Intensity ~.

6. Link of Articulation
5. Greater Rhythm Arsis
4. Intensity of Protasis

~'and Apodosis ~

Ky - - rl - e e - Ie -i - son
1-2 1-2 1-2 1-2 1-2 1-2 1-2. 1-2
1 2 34 56 78 910 1112 1314 1516
12345678

3. Phrase Protasis (Fore-Phrase) Apodosis (After-Phrase)

2. Composite Rhythm ( .... A A T TAT

1. Elementary RhythmC"~C\. G-~ C"- C\- C""'--

KyrieX @
1. Count of the

Time-Groups
2. Simple Beats
3. Compound Beats

21 This example contains only two incisas. Therefore the rhythm of the period coincides
with the rhythm of the member.



CHAPTER VIII

MODALITY

MODERN musIcIans are seeking to understand the Gregorian
scales and the whole Gregorian tonality in order that they may
comprehend the art of music itself; we may study the tonality of
the chant for the same reason. We may also study it in order to
obtain a greater appreciation of our heritage. With this in mind
it is easy to understand why secular musicians are so interested in
the rich and varied means of expression which the modal scales
afford. But investigation is even more important to us as a means
of furthering song in our active participation in the sacred liturgy.
For any study which helps us to participate more fully in the sung
prayer of the Church is of interest and of value to us.

This chapter follows what is called the classical theory. In reality,
medieval musicians evolved this classical theory long after the Gre
gorian melodies were composed; consequently, it may not be the
theory followed by the original composers of chant. As a matter of
fact, this theory does not answer all the questions aroused by the
chant melodies themselves. Therefore, modern theorists, pre-emi
nently among them Dom Desrocquettes, have worked to establish an
explanation which will satisfy both theoretically and practically.
These theorists base their explanations on the earlier classical theory
which, consequently, will be our guide in this study.

In Chapter I of this text we read that a diatonic scale is a scale
of whole and half steps in their natural order and that there are
eight diatonic scales in plainsong. These diatonic scales have their
whole and half steps arranged in different orders; for example, one

208
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scale may be -'-..-./---'-..-./-, and another may be '-..-./ __ '-..-./.1

Each diatonic scale has a tone on which a melody in that scale must
end; this tone is called the final. In each scale there is also a tone
which is almost as important as the final; this tone is called the
dominant. Modal scales differ in (1) the order of their whole and
half steps and (2) in the relationship of these whole and half steps
to a tonic and a dominant.

Two of the eight plainsong modes are commonly used in modern
music; we call them the major and minor modes. We are so
familiar with these that we may forget that they are really two of
the eight Gregorian modes. Consequently, in modern music, we
sometimes mean the other six modes when we say modal scales.
In reality all scales" are modal.

This chapter discusses some of the modal scales in more or less
detail. To understand this discussion we must know the meaning of
the following terms.

Mode - a manner of arranging whole and half steps and their
relationship to a tonic and a dominant.

Final- the note on which the composition ends.
Dominant - the note which dominates the melody and around

which much of the melody is built.
Range - the notes which are generally found in a melody. The

range from re to re (2 to 2) means that the melody lies between
these tones.

T etrachord - a series of four tones.
Pentachord - a series of five tones.
Authentic modes - modes I, III, V, and VII.
Plagal modes - modes II, IV, VI, and VIII.

REVIEW QUESTIONS

1. Why do we study modality?
2. Is the classical theory the only theory that can be followed in the

study of modality? Explain.
1 In this chapter, as in preceding chapters, a whole step is signified by - and a

half step by '-..-./ •
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3. What is a diatonic scale? How many diatonic scales are used in Gregorian
music?

4. How do the modal scales differ?
5. Define the following: mode, final, dominant, range, pentachord, tetrachord.
6. Which modes are the authentic modes? Which are the plagal modes?

Mode I

If we begin on D on the piano and play up to the D an octave
higher, we have played the modal scale of D which is Mode 1. The
range of Mode I is from D to D'; the pattern of the whole and half
steps of Mode I is - '-' - - - '-'-.

In all the authentic modes (Modes I, III, V, and VII), the lowest
five tones form a pentachord. Thus in Mode I th~ pentachord is
D - E '-' F - G - A. The first and lowest note of the pentachord
is also the final of the mode. This final, which is the last note of
many phrases, is always the last note of the concluding phrase of
the melody. The fifth and highest note of the pentachord is the
dominant note. In Mode I, D is the final and A is the dominant.2

From the last note of the pentachord, or A, there are four tones to
the octave D/: A - B '-' C' - D/; this is the tetrachord of Mode 1.

The plan of Mode I may thus be summarized:

'() C' D/I
D-E,-,F-G- A -B,-, -

I x I

If we can remember that the interval from E to F and from B to
C' is always a half step and that all the others are whole steps, and
if we can easily recognize a skip, for example, of a step and a half
or of two whole steps, and know how these skips should sound,
we will be able to sing in any mode simply by using the letter
names of the notes. However some singers may find this too diffi
cult. Many may prefer to use the sol-fa syllables.

In Chapter I we see a plan of the white keys of the piano from
C to the octave C/. When C is called "do" or "1," the half steps are
sung between E and F, called mi '-' fa or 3,-,4, and between Band

C/, called ti '-' do or 7 '-' i. If in singing our modal scales we wish
2 We will mark the final as "x" and the dominant as "( )."



MODALITY 211

to use the sol-fa syllables according to this plan, we may do so.
Then we see that:

D-E ,--,P -G - (A)-B,,-,C1 -D1 called

re - mi "-' fa - sol - (la) - ti "-' do - re or

2 - 3 "-' 4 - 5 - (6) -7 "-' i - 2
will give us the same melody. When we sing "re" or call D, "2,"
we might think that we are singing the scale of C beginning on
the second tone; this is not the case. Weare singing the scale of D
and we \vill find that the final is D and not C. We call D either
"re" or "2" merely to help us to find the whole and half steps more
easily.

It is possible to sing the chant without knowing the plan of the
modal scales. But if we know the plan we shall be able to sing a
chant melody more intelligently and to read it more quickly. Let
us illustrate. We see that the Gloria of the Gregorian Mass XIII
is marked as Mode 1. Therefore we expect that the melody should

lie between D and D1 (or between 2 and 2); that the composition
should end finally on D (or 2); that the note which dominates
should be A (or 6); and that if the composition is quite regular,
there should be skips between D and A (between 2 and 6) and

between A and D' (between 6 and 2). Let us see if this is so.
Let us prepare to sing the melody of this Gloria. Pirst we note

that while the melody does not ascend beyond D1 or :2 at any place,
it occasionally touches the one note below the low D. Most of the mel
ody lies on the pentachord, D - E '--' F - G - A or 2 - 3 "-' 4 - 5 - 6.
This is written D - E '--' F - G - A, but we should sing a melody
at the pitch which is best for our voices and which best expresses
the type of piece we are singing. A Gloria, a hymn of praise, is
sung more expressively at a higher than at a medium pitch. Let
us sing the scale of Mode I at various pitch levels and make our
selection of key, considering the type of piece we are to sing, our
voices, the place in which we will sing, its acoustics, etc., etc.
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In preparation for a First Mode composition, we may sing a
vocal exercise on the modal scale of D, using the sol-fa syllables
and singing in the key we select as best for us. Following the plan
below we will sing first the pentachord and the tetrachord ascend
ing, then the tetrachord and pentachord descending, then skips
characteristic of the mode or skips found within the composition
for which we are preparing, thus:

23 45 6.

24 64 .2 •.
2. 6.

67 i 2.
2. 6.

65 43 2.

. .
217 6.

65 43 2.
21 2.

65 43 2.. .
61 2.
232 2.

This preparation may seem somewhat long, but if we know and
can sing the range, final, dominant, pentachord, and tetrachord of
each mode, it takes but a few seconds to "prepare our ears" for a
plainsong melody.

We have learned that the accidental of B-Hat is allowed in any
mode but that it appears often in the scale of D (First Mode). To
prepare for a B-flat in the melody, let us sing:

23 45 6.

65 43 2.
6~ 6.
122 6.~ 6.

6~ 65 6. 2.

We may know the Kyrie of Mass XI from memory. Let us see if it
follows all the regular rules of the First Mode and if we may con
clude, therefore, that it is a regular First Mode melody.

REVIEW QUESTIONS

1. Is Mode I an authentic or a plagal mode?
2. What is the range, pentachord, tetrachord, final, and dominant of

Mode I?
3. Of what practical use are the sol-fa syllables in singing the modal scales?
4. If we call D either "re" or "2," does that mean, necessarily, that D is

the second note of a scale?
5. In what key is music written on the Gregorian staff?
6. How does the use of the B-flat change the scale pattern?
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Mode II

We said that Mode I is an authentic mode. The plagal mode that
is related to Mode I is Mode II. In fact, Mode I and Mode II are
so closely related that we find them together in many compositions
which are marked as Mode I. Mode II has the same pentachord
and final as Mode 1.

I P- E '-' (F) - G - AI
2 -3 ,-,(4)-5-6

I r I

We shall soon see, however, that although they are so much alike,
Modes I and II are not truly identical for they do not have the same
dominant nor is the position of the tetrachord the same. The domi
nant of Mode II is found in the center of the pentachord, that is,
on F, or "fa," or "4." The tetrachord has the same letter names but
in Mode I the tetrachord is above the pentachord while in Mode II
the tetrachord is below the pentachord.

I IA - B'-' C - D - E '-' (p) - G - A
•• IT. I

The ranges of these modes are different also. We see that the range
of Mode II is from A to A..

If we compare Modes I and II we find that:
they have the same

pentachord: D - E '-' F - G - A or 2 - 3 '-' 4 - 5 - 6

and the same final: D or 2

If we contrast them we find that:
they have different Mode I - A or 6

dominants: Mode II - F or 4 .
and different ranges: Mode I - D to D' or 2 to 2

Mode II-A, to A or 6 to 6.
Furthermore we see that the tetrachord of both modes is
A - B '-' C - D or 6 - 7 '-' 1 - 2 but in Mode I the tetrachord is
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higher than the pentachord and in Mode II the tetraehord is lower
than the pentachord.

The use of the F or fa clef is characteristic of the Second Mode
since the range in letter names is so low. The use of this clef makes
it possible to place the notes on the staff. In a Second Mode melody
we expect the range of At to A (? to 6), the dominant of F (4),

and the final of D (2).
Let us see if compositions bear out this theory. Glancing through

the Sanetus and Agnus Dei of Mass XII, we see that the range of
these compositions is from At to A (~ to 6) and that D (or 2) is

the final of practically every phrase. A (or 6) may seem to pre
dominate; it surely does appear often as the top note of the penta
chord which it is. But we will also find that F (or 4) is very impor
tant. We will note, also, the use of the low tetrachord.

In preparing to sing this mode, we will begin, as we did before,
with the pentachord. Here we sing up and down on the penta
chord, and then down and up on the tetrachord, so that we end
on the final of D (or 2). Using sol-fa syllables, sing:

23 4S 6. -6S 43 2. -217 g. -97 1 2.

242 12 2. -gl 23 2. -26 12 2.-24 67 6..
6S 43 2.

Modes I and II

Since these related modes are so very much alike, although not
identical, they are often used together in one composition. If the
melody of a composition includes only the pentachord, it is gener
ally marked as Mode II; an example is found in the third Gloria
of the "Cantus ad libitum" in the Kyriale. But if the melody of the
composition includes the pentachord and both the upper and lower
tetrachords, it is marked as Mode I. It is comparatively easy to
decide which phrases are in the First Mode and which are in the
Second Mode. The Kyrie of Mass IX is an example of this type
of composition.
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REVIEW QUESTIONS
1. Is Mode II an authentic or a plagal mode?
2. To which mode is Mode II related?
3. Give the range, pentachord, tetrachord, final, and dominant of Mode II.
4. Compare and contrast Modes I and II.
5. What clef is often used in the notation of Second Mode melodies? Why?
6. Name a First Mode composition you know.
7. Name a Second Mode composition you know.
8. Name a composition which is in both Modes I and II.

Transposed Modes

Theorists do not agree as to the nature and purpose of a trans
posed mode. Although we know that not all transposed modes are
truly transposed, we may call any mode "transposed" if its final is
other than the one we would expect. In Chapter I we saw that the
regular finals of the modes are:

Modes I and II -D or 2
Modes III and IV - E or 3
Modes V and VI -F or 4
Modes VII and VIII - G or 5

If A, B, or C are used as finals, we may, for all practical purposes,
say that the melody is a transposed mode.3 Note that the final is
the deciding factor. Modes I and II transposed have A as a final;
Mode III transposed also has A as a final; Mode IV transposed
may have either A or B as a final; Modes V and VI transposed have
C as a final. Modes VII and VIII are not transposed.4

It is not at all uncommon to find a transposed Mode II. When
ever Mode II is written on the staff using the C or do clef, we may
expect the transposed Second Mode. Can you tell what the range
would then be? What would be its final? its dominant? its
pentachord ?

3 Dom Desrocquettes' theory of the three modal groups is clearly set forth in Course
Lessons 86 to 95 of the Catholic Choirmasters Course, obtainable from the Gregorian
Institute of America, Toledo, Ohio.

4 A transposition of mode must not be confused with a modulation which will be dis
cussed later in this chapter. A transposition apparently repeats the same modal melody at
a different pitch. In a modulation the melody enters a different mode.
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In the Gradual of the Requiem Mass we find an example of a
transposed Second Mode.

REVIEW QUESTIONS

1. How maya transposed mode be recognized?
2. Give the final and dominant of Mode I transposed.
3. Give the fin~l and dominant of Mode II transposed.

Suggested Melodies

Mode I: Kyrie XI, IV, and XIII; Gloria XIII; Agnus Dei XIII
and XVI; Credo IV; Victimae Paschali Laudes ; Ave
Maria; the Responsory: Rorate Coeli; Gloria Laus et
Honor; Pueri Hebraeorum; Vexilla Regis; Jesu Dulcis
Memoria; the Sequence: Veni Sancte Spiritus: Libera Me
Domine

Mode II: Sanctus XI, XII, XV, and XVI; Gloria XI; Agnus Dei
XIII; the Offertory of the Requiem Mass; the Antiphon:
Ego Sum

Mode II transposed: 0 Filii et Filiae; the Gradual and the Sanctus
of the Requiem Mass

Modes I and II: Kyrie IX and X; the Dies Irae

Mode III

The next group of two modes is built on E. The range of Mode

III is from E to E' (or from 3 to 3). The pentachord is
E '-/ F - G - A - B (or 3 '-/ 4 - 5 - 6 - 7) and the tetrachord is

B '-/ C' - D' - E' (or 7'-/ i - 2- 3). E (or 3) is the final. The
ancient dominant is found, as was the dominant of Mode I, on the
last note of the pentachord, that is on B (or 7). We say· ancient
dominant, for when it was allowed to flat the B, so that sometimes
the melodies used B and at other times B-flat, it was found that B
lost its dominating quality. Consequently, in plainsong composed
after the introduction of the B-flat, the C above the B was used as
the dominant. Therefore while we still have an ancient dominant
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of B (or 7), we also have in this mode a modern dominant of C'.
(or 1).

If B is the dominant in the Mode III composition we are prepar
ing' we may sing as a vocal exercise:

34 56 7.-7123.-321 7.-76 54 3.
3576 54 3.-37 3.-32 3.

In the Gloria of Mass XIV, many phrases use the ancient dominant.
We will note, however, that this Gloria is by no means a regular
composition in the Third Mode with the use of the ancient dominant.

Third Mode compositions using the modern dominant of C'.
(or 1) are quite common. In a vocal exercise preparing for this we
would sing:

345 67 i. -.
35 616 56 3.
36 56 3.

i2.3. - 32 i. - i76 5'4 3 •. .
3 325 61 1. 34 32 3.

543 3. 56 5. 3.

I • • • I3 -- 4 - 5 - 6 - 7 -- (1) - 2 - 3I }' I

The Pange Lingua is an example of a plainsong composition using
the modern dominant.

E-- F-G- A - B __ I(C') - D'- E'l
I x '

REVIEW QUESTIONS
1. Is Mode III an authentic or a plagal mode?
2. What is the range, pentachord, tetrachord, and final of Mode III?
3. What is the ancient dominant of' Mode III? What is the modern

dominant?
4. What caused the change of dominants?
5. Name a Third Mode composition you know.

Mode IV

Mode III is an authentic mode. Mode IV is a plagal mode. Mode
IV is also built on E, as the final. The pentachord is E--P-G-A - B
(3 -- 4 - 5 - 6 - 7) and the tetrachord is again B -- C - D - E
(7 -- 1- 2 -3) except that, as in all plagal modes, the tetrachord
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is below the pentachord. The range of Mode IV is from B, to B
(or from 7 to 7) ..

The ancient dominant is found, as in the other plagal modes, in the
center of the pentachord, that is, on G (or 5). However, when a
modern dominant was used in Mode III, a modern dominant was
also introduced into its plagal Mode IV. As the next tone higher
than the ancient dominant was chosen for the modern dominant of
Mode III, so in Mode IV the next tone higher than the ancient
dominant was chosen as its modern dominant. Thus we now have
in Mode IV:

I I ( )B, '-' C - D -I~ '-' F - G - A -"- B I

l~ I 7
I. '-' 1 - 2 - 3 '-' 4 - 5 - (6) -
• I X . r

The Fourth Mode is the most irregular of all the modes. We will
find that Fourth Mode melodies often suggest melodies of the
First Mode, of the Second Mode, or of the Sixth Mode. For example,
a dominant of A (or 6) with a final on D (or 2) in place of E
(or 3) outlines characteristic tones of the First Mode. Theorists
mark some compositions as Mode IV because the final is E although
most of the melody lies perfectly in the First Mode. An example of
this may be found in Credo VI.

The Fourth Mode is frequently transposed a fifth higher. In this
case B (or 7) is the final. Such is the case in Kyrie XV and Kyrie
XVIII.

Since Mode IV is so irregular, its melodies may not be easy to
read at sight. For the same reason, each composition should have a
preintonation exercise personal to it. As a general preparation we
may SIng:

34 S6 7.-76 54 3.-3217123.
35 6i 6.3.-3421233.-3566 S6 5.3.

324 23 3. - 654 543 3.
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For a transposed Fourth Mode melody we may sing:

7ii 3.-3Zi 7.-76565 67 7.. .. .
232 17 67 7.

REVIEW QUESTIONS

1. Classify Mode IV.
2. To which mode is Mode IV related?
3. What is the range, pentachord, tetrachord, and final of Mode IV?
4. What is the ancient dominant of Mode IV? What is the modern

dominant?
S. Mode IV often suggests Mode I. Why is this to be expected?
6. What is the transposed final of Mode IV?
7. Compare and contrast Modes III and IV.
8. Name a Fourth Mode composition you know.

Suggested Melodies

Mode III: Sanctus VI; Gloria XIV; Kyrie XVI (note the domi
nants); Kyrie II (note skips characteristic of Mode I);
Pange Lingua

Mode IV: Sanctus and Agnus Dei III; Sanctus and Agnus Dei X;
Gloria XII and XV; Credo II; Creator Alme Siderum

Mode IV transposed: Sanctus and Agnus Dei of Mass I; Kyrie
XV and XVIII

Modes III and IV: Te Deum Laudamus

Mode V

Modes V and VI are regular in both their finals and their domi
nants. Mode V is built on F; F is also its final. The dominant of
Mode V is the last tone of its pentachord, or C/.

I· • • • I4 -5 -6 -7 -- (1) -2 -3 --4
1 1" I

F- G- A - B -- I(C')I- D'- E' -- F,I
Lf

The B-flat is very often used in Fifth and Sixth Mode melodies.
As we sing the scale of F with a B-flat we find that it sounds quite
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I • I
I ! - 2 - 3 -- 4 - (5) I - 6 - 7 -- 1

If a Fifth Mode composition always has a B-flat or if it avoids the
use of the B entirely, we may call F, "do" (or 1). In any case F is
still the final and C' is still the dominant. Following the above plan
in which F is called "do" (or 1), sing the Sanetus of Mass IX. What
is its final, its dominant, its range?

A regular Fifth Mode melody with the B-flat is often transposed.
In this case the final is placed on C, the dominant on G, and we
have the major scale of C with its usual pattern of whole and half
steps and its usual tonic and dominant.

familiar. The Fifth Gregorian Mode with the B-flat has been used
as our major scale; note that the pattern of whole and half steps is
the same.

I f- G- A ~ Bb_I(C'),- D'- £' ~ F,I
I • • • • I4 -5 -6 --~ - (1) -2 -3 --41 3£ I

C- D - E -- F-1(G) - A - B -- C/I
I x I

I • I
1 - 2 - 3 -- 4 - (5) - 6 - 7 -- 1I x I

The Salve Regina Mater Miserieordiae and the Salve Mater Miseri
cordiae are examples of a transposed Fifth Mode.

REVIEW QUESTIONS
1. Classify Mode V.
2. Give the range, pentachord, tetrachord, final, and dominant of Mode V.
3. The Fifth Mode with the B-flat is our modern major scale. May we

sing this modal scale as we would sing our modern major scale? Explain.
4. When a Fifth Mode melody is transposed, what is its range, pentachord,

tetrachord, final, and dominant? Answer using both letter names and
sol-fa syllables.

5. Name a Fifth Mode composition you know.

Mode VI
The plagal Sixth Mode has the same final and the same penta

chord as Mode V. What are they? The dominant is in the center
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of the pentachord, that is, on A (or 6). The tetrachord is the
C - D - E '-" F (1- 2 - 3,-" 4) below the pentachord.

B-flat makes a common appearance in Sixth Mode melodies.
Again, if every B in the composition is flatted, or if the B is avoided
completely, we may call F, "do" (or 1). Following this plan we have:

IC - D- E,-"F!....G- (A) '-" Bb- c'
I x I

.....--11---2---3-'-"----,4I~ 5 - (6) ~'R ;- i
I Jl: I

1S - 6 -7 ~ 11
- 2 - (3) ~ 4 - 5

• • • I 1f I

The Agnus Dei of Mass IV is in Mode VI with a B-flat.

REVIEW QUESTIONS
1. Classify Mode VI.
2. Give the range, pentachord, tetrachord, final, and dominant of Mode VI.
3. May we call the final of this mode "do" (1) instead of "fa" (4)? Explain.
4. If so, what is the range, pentachord, tetrachord, final, and dominant?

Answer in sol-fa syllables (or numbers).
5. Compare and contrast Modes V and VI.
6. Name a Sixth Mode composition you know.

Suggested Melodies

Mode V: Gloria VIII; Sanctus and Agnus Dei IX; Sanctus and
Agnus Dei XVII; Credo III

Mode V transposed: Attende Domine; Adoro Te Devote; Salve
Mater Misericordiae; Salve Regina Mater Misericordiae;
Alma Redemptoris Mater (simple tone)

Mode VI: AgnusDeiIV; Sanctus and AgnusDeiVIII; KyrieXVII;
Introit and Kyrie of the Requiem Mass; the Hymn:
Stabat Mater; Ave Verum; Regina Coeli Laetare; Ave
Regina Coelorum

Mode VII

G is the remaining regular final. In the authentic Mode VII, the

pentachord is G - A - B '-" C' - D' (S - 6 -7 '-" i - 2). The place
of the dominant is regular, that is, on the last note of the penta-



222 SINGING THE LITURGY

.
chord, or D' (or 2). The tetrachord is above the pentachord:

D' - E' ~ F' - G' (2 - 3~ 4- 5).
G- A -B ~ C'-'(D') - E' ~F'- G,II J( - I

e. Ie. e • • I
I ~ - 6 -7 ~ 1 - (2) I - 3 ~ 4 - 5

To prepare for a composition in Mode VII, we may sing:

56 7i i.-234 5.-543 2.-ii 765.
5. 2. 5. - 567 i65 i. 2. -565 4. 5.

In the Gloria of Mass IX we may find a regular Seventh Mode
melody.

REVIEW QUESTIONS

1. Is Mode VII an authentic or a plagal mode?
2. Give the range, pentachord, tetrachord, final, and dominant of Mode VII.
3. Name a Seventh Mode composition you know.

Mode VIII
The pentachord of the plagal Mode VIII is the same as the penta

chord of Mode VII; the final of these modes is also the same. The
tetrachord is below the pentachord: D - E ~ F - G (2 - 3 ~ 4 - 5).
The ancient dominant, B, is in the center of the pentachord. But
for the same reason as in Mode III, the modern dominant is C'

(or i). This modern dominant is very common in Eighth Mode
melodies.

I D - E ~ F - G1- A - B~ (C') - D'
1][ I

r--I2---3-~-4---5---'1-6 - 7 ~ (i) -.2
Ix

Let us prepare ourselves by singing:

56 7i z.-ii 76 5.-5432.-234 S.. . .
5611765.-515.-543455.
5i6 53 45 5.
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The Sanetus of Mass IV is a lovely melody in Mode VIII.
Note that Mode I and Mode VIII have the same range but that

these modes differ in every other characteristic point.

REVIEW QUESTIONS
1. Classify Mode VIII.
2. Give the range, pentachord, tetrachord, final, and the ancient and modern

dominants of Mode VIII.
3. Compare and contrast Modes VII and VIII.
4. How is the Eighth Mode like the First Mode? Is it truly like the First

Mode? Explain.
5. Name an Eighth Mode composition you know.

Suggested Melodies

Mode VII: Gloria IX; Asperges Me; In Paradisum; Ecce Panis
Angelorum or the complete Lauda Sion

Mode VIII: Sanctus IV; Gloria X; Gloria VI; Sanctus and Agnus
Dei VII; the Tract, Agnus Dei, and Communion of
the Requiem Mass; Salva Nos Domine Vigilantes;
Veni Creator Spiritus; Verbum Supernum; the An
tiphon: Vespere Autem Sabbati; the Antiphon: Repleti
Sunt Omnes

Modes VII and VIII: Kyrie VI; Gloria I from the "Cantus ad
libitum"

Modulation

As we sang the suggested modal melodies, we noted the intro
duction of phrases, or bits of phrases, characteristic of other modes
than the one designated. Changing from mode to mode within a
composition is called modulation. This change may be effected in
three ways. In each of the three ways the final is the most impor
tant factor.

A composer may modulate to a new mode by using the same
dominant but a different final. There are three modes which have

A (or 6) as the dominant, and three which have C' (or i) as the
dominant. A melody which has a dominant of A (or 6) may have
an ending on D (or 2) which would then be Mode I, an ending
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on E (or 3) which would be Mode IV, or an ending on F (or 4)
which would be Mode VI. A melody which has a dominant of C'.
(or 1) and a final of E (or 3) is in Mode III; if it has a final of F
(or 4) it is in Mode V; if it has a final of G (or 5) it is in Mode VIII.

The ending of a phrase is called a cadence. Modes have charac
teristic cadences with which we will become familiar as we sing
them. Modulation from mode to mode may also be effected by
using the characteristic cadence on the final of the new mode with
or without introducing the new dominant.

Summarizing this we may say that modulation may be effected
(1) by the use of the same dominant and a new final, (2) by intro
ducing a new dominant and a new modal cadence on a new final,
or (3) by introducing only a new modal cadence on a new final.

REVIEW QUESTIONS
1. What is meant by modulation?
2. What is meant by a cadence?
3. In what three ways may modulation be effected?

TABLE OF THE MODES

No. Name Character Final Dominant

I Dorian Authentic D or 2 A or 6
II Hypodorian Plagal D or 2 F or 4

III Phrygian Authentic E or 3 C' or 1 (B or 7)
IV Hypophrygian Plagal E or 3 A or 6 (G or 5)

V Lydian Authentic F or 4 C' or 1
VI Hypolydian Plagal F or 4 A or 6

VII Mixolydian Authentic G or 5 D' or i
VIII H ypomixolydian Plagal G or 5 C' or i (B or 7)
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Mode I

Mode I

Mode II

Mode II

Mode III

Mode III

Mode IV

Mode IV

Mode V

Mode V

Mode VI

Mode VI

Mode VII

Mode VII

Mode VIII

Mode VIII

19- E '-/ F - G _I(A)I_ B '-/ CI - D/I

I •• I
1 ? - 3 '-/ 4 - 5 - (6) 1- 7 '-/ 1 - 2

lA, - B, '-/ C -191- E ,-/(F)- G - A
J

I 6 - 7 '-/ 1 - 2 '- 3 '-/ (4) - 5 - 6 ,
•• ~IXlt----------J.

I E'-/ F - G ~ A -,B ~(C/)- D/- Ell
. * . I

I· • • II ~ '-/ 4 - 5 - 6 - 7 '-/ (1 )1- 2 - 3

IB, '-/ C - D - If' '-/ F - G - (A) - B I

I 7 __ 1 - 2 -I 3 1'-/ 4 - 5 - (6) - .7,
• ~.3~i--------'.

IF - G - A - B '-/'(C/),- D' - E' '-/ F"
3£

I· • · • II 4 - 5 - 6 - 7 '-/ (1)1- 2 - 3 '-/ 4. 1. .

IC - D - E __ I~1- G - (A) - B -- C' I

I •I 1 - 2 - 3 __ I 4 - 5 - (6) - 7 '-/ 1 .1
. ](

I G - A - B '-/ CI _I(D/)_ E' __ F' - Gil
. * '

• I. • • • I
I ? - 6 - 7 ..__ 1 - (2),- 3 4 - 5

In - E __ F -IG1- A - B ,-/(C')- D'I
.Ji



CHAPTER IX

PSALMODY

A. Introduction

WE DO not know who wrote the 150 psalms although it is safe
to claim that David was their principal author. However, since they
are part of the Old Testament, we know that n~ matter who wrote
them they are inspired by God Himself.

The psalms express in vivid and glowing terms the divine at
tributes of the Creator and the relationship which all creation,
animate and inanimate, must necessarily ever bear toward Him.
There is no state of soul nor any human emotion which cannot
find release in the prayers given to us by the Holy Spirit of God.
It is not surprising then that the Jews used the psalms in their
personal and liturgical prayer life. It is not surprising either that
the early Christians loved and sang them and that they have become
part of the official prayer of the Church. As we ourselves pray the
psalms, we, also, fall under their spell and find in them the expres
sion of our own inmost thoughts and feelings.

Thus far, our attention has been particularly directed to the
liturgy of the Mass because the Mass is the center of the liturgy
and the prayer of the Church which we more ordinarily offer. Yet,
as we have said, in the early days of the Church it was common
for the followers of Christ to unite their own praise with His praise
of the Father through the inspired words of the psalms. It is the
desire of the Church that the laity return to what had been their
practice for centuries.

In praying the psalms we are fulfilling the desire of God ex
pressed in many places in both the Old and the N ew Testaments.

226
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In the psalms themselves, God gives us not only the words in which
He wishes us to express our praise of Him but He also exhorts us
to offer Him this praise. In Psalm 49, He says through the Psalmist:
"Offer to God the sacrifice of praise"; and later in the same psalm:
"The sacrifice of praise shall glorify me" (Ps. 49:14, 23). Other
psalms speak thus: "Sing ye a psalm to his name; give glory to his
praise" (Ps. 65 :2); "Ye that fear the Lord, praise him" (Ps. 21 :24).
Psalm 116, which we sing at the close of Benediction of the Most
Blessed Sacrament, begins: "Praise the Lord all ye nations: praise
him, all ye people" (Ps. 116:1). A later book of the Old Testament
urges: "Sing to him, yea, sing praises to him: and relate all his
wondrous works" (1 Para. 16:9). God, through St. Paul, reminds us
that "we have not here a lasting city, but we seek one that is to
come." The Epistle continues: "By him [that is, by Christ] therefore
let us offer the sacrifice of praise always to God, that is to say, the
fruit of lips confessing to his name" (Hebr. 13:14-15). St. John,
recounting his vision of heaven, says: "And a voice came out from
the throne, saying: Give praise to our God, all ye his servants;
and you that fear him, little and great" (Apoc. 19:5).

The psalms form the chief part of the Divine Office, the official
prayer of praise which the Church offers to God at the various
hours of the day and night. The Church has arranged readings
and prayers and has selected psalms which are particularly appro
priate for each Hour. The night Hours are Matins (which has three
divisions known as Nocturns) and Lauds. The day Hours begin
with a morning prayer of praise called Prime. This is followed later
by Terce, still later by Sext, then by None, and finally, in the late
afternoon, by Vespers. Compline is our official night prayer.

As we noted in a preceding chapter, the spirit of each feast of
the liturgical year, as well as the spirit of the year's successive sea
sons, is expressed completely in the Mass, but this spirit is expressed
with greater elaboration in the Hours of the Divine Office. In the
Hours which precede the Sacrifice of the Mass we prepare ourselves
to offer It. Through the Hours which follow, we continue in the
spirit in which we made our offering.
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The word Office immediately brings to our mind a work to be
done. The Divine Office is a divine work - the work of praise.
Some of the faithful have dedicated themselves to offer this praise
officially, that is, with Christ in their own name and in the name
of all His members. Although we may not be of the number who
have so dedicated themselves, it is our privilege to join ourselves
with their work. Only as we pray the psalms will we begin to
understand and appreciate what a gift they are to us. Only as we
pray the Hours together will we begin to make the most of this
fuller participation in Christ's liturgical action in His Church.

In Number 150 of the Mediator Dei, Pius XII reminds us that
the laity do not have an obligation with regard to the Divine Office.
Yet he asks that parish Sunday Vespers be restored wherever pos
sible, and he urges the laity to "participate in reciting or chanting"
it.1 Before we prepare to sing the psalms of Vespers or any of the
Hours, it is well that we discuss a few points with regard to their
technique.

B. The Technique of Psalm Singing

Psalmody has been defined as the art and technique of psalm
singing. It could be a long and profitable study if we investigated
it fully. Here, however, we will discuss it only briefly. Dom Sunol's
Text Book of Gregorian Chant or the lessons of Father Joseph Kush
as found in the C.C.C./ as well as other accessible works, make a
more complete knowledge of psalmody easily obtainable. Our pur
pose here is not to learn all we can about psalmody itself, but to
increase our appreciation of its importance in our Catholic heritage,
and, above all, to prepare ourselves to participate actively in the
corporate worship of the Church.

Every psalm is composed of verses in prose rhythm. Each verse
is divided into halves. In the liturgical books, the break in the
middle of each verse is marked by an asterisk. There are, generally
speaking, three parts to the first half of the verse - an intonation,

1 Mediator Dei. Read also Nos. 138-149.
2 Catholic Choirmasters Course, Clifford Bennett, ed. (Toledo: Gregorian Institute of

America, 1945).
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a reciting tone, and a mediant cadence; and two parts to the second
half of the verse - the reciting tone again, and the final cadence.
In a very long verse, a flex may also be inserted after the reciting
tone and before the cadence. This will be understood as. we sing
the psalm verses.

A psalm tone is not the same thing as a mode; for example, when
we say the First Psalm Tone we do not mean the First Mode. How
ever, psalm tones are related to each mode and Tone I is related
to Mode I. It is on the dominant of Mode I that we recite in Tone I.
Moreover, an antiphon meant to be sung in connection with a psalm
is in the same mode as the tone of the psalm. (See the antiphon
Ego Sum and the psalm Benedictus Dominus Deus Israel, as in the
Kyriale). As a matter of fact, the psalm accommodates its tone to
the mode of the sung antiphon. To some psalm tones there are
several endings so that the connection between the psalms and the
antiphons may be very smooth. Tone I has as many as ten endings.
The ending that is considered the best is always marked in the
liturgical books; we have only to sing them as directed. If the
ending is marked with a large type, it means that the last note of
the psalm tone is also the final of the corresponding mode. "Tone
8:G" retninds us that G is the final of Mode VIII. "Tone 8:c"
reminds us that c is not the final of Mode VIII!

Although it is well to memorize the tones and their various end
ings, it is not necessary to do so for they maybe found in liturgical
books. It is very important, however, that we know how to sing the
psalms and we must know this from memory.

DIRECTIONS FOR SINGING PSALMS

Father Kush, in his lessons on Psalmody in the Catholic Choir
masters Course, says:

Every verse forms a fresh song, because all the verses differ in contents
and meaning. The singer must learn gradually to recognize in the verses,
songs from his own inward being, songs in which his own soul finds a
long sought expression. God created man for the praise of Himself, He
gave man the voice to utter that praise, and He also gave the psalms
wherewith to formulate it. If professional soloists try to ingratiate them-
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selves with their audience by convincing delivery, should the psalm singer
do less when the audience is God Himself, the Author of the psalms, the
Creator of the voice and the Master of the universe? 3

And he continues:

While, on the one hand, theatricality is to be abhorred in all renditions
of Gregorian Chant, and therefore of psalmody, still, on the other hand,
one must shun the opposite extreme of unmusical insipidity as well. Worse
yet is the disconcerting, barbaric, raucous mutilation resulting from the
false notion that "chanting" is some sort of monstrous hybrid composed of
simultaneous talking and singing. Music is unreal, lifeless unless allowed
its proper expression, warmth and movement. Defects that are intolerable
in other music should not be coddled "for tradition's sake" in God's music.
Such defects are: careless phrasing, unintelligible diction, unjustifiable ac
celerandos or ritardandos, irrelevant bursts of volume, lack of ensemble,
and so forth. The most besetting of all is the defect of eliding or near
eliding a vowel preceding another vowel, and of telescoping the dactyls.4

In the Laudate Dominum omnes gentes) for instance, we must see
that the full time of each syllable is respected in such words as
"populi, quoniam, misericordia, Domini, Gloria, Filio, Spiritui,
principio, saecula, saeculorum."

Dom Johner5 also gives some directions which may be of assist
ance to us:

(1)

(2)
(3)

(4)

The intonation must be clear and distinct with regard to tone, tempo,
and rhythm.
The choir or class must have a uniform pronunciation of the Latin.
The accent of every word must be given consideration but all must
lead to the climax of the phrase. A climax is found in the musical
accent of each cadence. [In an earlier chapter of this text, the move
ment in rhythm is compared to the movement in swinging. Follow
ing this comparison, we may say that we "pump" to the climax of
the phrase and then "die down" to the pause at the asterisk; we
"pump" again to the climax found in the second half of the psalm
verse and finally "die down" to the end.]
The climax of a phrase will always be found on a word accent, even

3 Joseph T. Kush, "Psalmody," Catholic Choirmasters Course, Clifford A. Bennett, ed.
(Toledo: Gregorian Institute of America, 1945), C.L., 106.

4 Ibid.
5 Dom Dominic Johner, A New School of Gregorian Chant (New York: Pustet, 1914),

pp.95-98.
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though a change of melody may seem to bring out other syllables
of the word.

(5) The last note is not to be cut off abruptly.
(6) The last syllable of a cadence must die away softly and gently.
(7) After an asterisk there must be a pause. [Dam Sunol says of this

pause: "Approximately it equals the value of four ordinary syllables."6
If one feels here and observes a silence equal to a full compound
rhythm, there will be no break in the movement.]

(8) The pause after the final cadence of a verse is equal to at least two
ordinary (word) syllables and may be longer. [Here we would sug
gest the observance of a silence equal to an elen1entary rhythm. Again,
there should be no break in the movement.]

(9) The flex gives a lengthening of the last syllable of the word thus
sung, but it does not permit a break in the tone.

Our singing of the psalms must be smooth and connected, but
the words must remain clear cut and distinct. Father Kush urges
us to "pursue the phraseological accent (bring to a boil)" and to
"de-emphasize the final syllables. of words, especially at dotted
notes." He ·says further: "Haste and halt are equally destructive of
good psalmody. Psalmody, in its effect, is comparable to two huge
waves alternately bursting into a spray on the reef. An up-surge} a
momentary stalling} a back flow} and then a lull while the cycle is
repeated across the way."7

The correct and expressive reading of the Latin is very important,
"for it is upon the text that the notes depend for their value and
strength; the text it is which gives them life and energy and well
balanced phrasing."8 "The mother tongue of worshipping Roman
Catholics is Latin, when liturgical worship is concerned. No man
cares to speak his mother tongue in a foreign accent. Respect the
Roman pronunciation."9

Before one prepares to sing a melody with any psalm verse, one
should be sure that the rendition of the text of the psalm verse is
as perfect as he can make it. When reading the words alone, follow
the suggestions herein listed for the singing of the psalms. The

6 Sunol, op. cit., p. 59. See all of his chapter on "The Singing of the Psalms," pp. 46-64.
7 Kush, Catholic Choirmasters Course, C.L., 106.
8 Sunol, op. cit., p. 56.
9 Kush, loco cit.
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Mediant of 2 accents

singing itself will profit from this preparation of the text.
The Laudate Dominum omnes gentes in the various tones (with

only one ending for each tone) is given below. In most hymnals,
for the sake of convenience, the tones have been written on the
staff in definite musical keys, and consequently the dominant or
reciting tone does not always appear as we might expect. Here
the tones have been placed on the staff in the key of C so that our
eye will be satisfied. We should, however, sing the psalms in the
key which is best for our voices.

TONE I-f
Intonation Reciting tone

~f-----t....IO:+--1------~~JIJ--)~
Lau.. da.. te D6minum

2. Quoniam confirmata est super nos miseri-
3. Gloria
4. Skut erat in prindpio et

0- mnes gen.. tes *
cor- di- a e- jus *
Pa- tri et FI- Ii-· o. *

nunc et sem.. per *

Reciting tone Ending of 1 accent with 2 preparatory syllables

0- mnes po- pu- li.
in ae- ter- num.
tu- . San- cto.
10- rum A- men.

~f-k--;-t=:-t1"1------~
laudate eum
etveritas Domini manet
et Spirf..
et in saecula saecu-

TONE 2-D

Intonation Reciting tone Mediant of 1 accent

gen. tes*
e· jus*

Ff· Ii· o *
sem· per*

~>-----IC5-1-----~
Lau-da-te Dominum omnes

2. Quoniam confirmata est super nos misericordia
3. Gloria Patri et
4. Skut erat in prindpio et nunc et
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Reciting tone Ending of 1 accent with 1 preparatory syllable

laudate eum
et veritas Domini manet
et Spid-
et in saeeula saeeu-

,
0- mnes
in ae
tu'" i
10- rum

po- pu-' Ii.
ter- num.

San- eto.
A- men.

Mediant of 1 accent
TONE 3-g

Intonation Reciting tone

~---PIO"""t--1---~
Lan- d~- te Dominum 0- mnes

2. Quoniam confirmata est super nos miseri- cor- di- a
3. Gloria Pa-tri et
4. Skut erat in prindpio et nunc et

gen- tes*
e- jus*

Fl- Ii- 0 *
scm- per*

mnes po- pu- li.
ae- ter- num.

San- eto.
rum A- men.

0
in
tu
10-

Reciting tone Ending of 1 accent with 2 preparatory syllables

@~-t-"-IQ'r--1-----~
laudate eum
et veritas Domini manet
et Spirf- .
et in saecula saecu-

TONE 4-A
Intonation Reciting tone Mediant of 2 accents

Lau- da- te Dominum o-mnes
2. Quoniam confirmata est super nos misericor- di- a
3. Gloria Pa- tri et
4. Skut erat in prindpio, et nunc et

gen- tes *
e- jus *
Fl- Ii- 0 *

sem- per *



234 SINGING THE LITURGY

urn 0- rones po- pu- .li.
net in ae,:, ter- num.
ri- tu· i San- cto.
CU~ 10- rum A- men.

Reciting tone Ending of 1 accent with 3 preparatory syllables

~@1---,--01 ~

laudate' e-
et veritas Domini ma
et Spi-
et in saecula sae-

Intonation
TONE 5-a

Reciting tone ~ediant of 1 accent

Lau- da- te Dominum omnes
2. Quoniam confirmata est super nos misericordia
3. Gloria Patri et
4. Skut erat in prindpio et nunc et

gen- tes *
e- jus *
Fi- Ii- 0 *

sem- per *

Reciting tone Ending of 2 accents

6- mnes po- pu- li.
in ae- ter- num.
fl- tu- San- cto.
16- rum A- men.

®~ci---+-"e-t-'-------==b"~
laudate eum
etveritas Domini manet
et 'Spi
et in. saecula saecu-

TONE 6-F

Intonation Reciting tone ~ediant of 1 accent with 1 preparatory syllable

Lau- da- te Dominum 0-
2. Quoniam confirmata est super nos misericordi-
3. Gloria Patri
4. Skut erat in prindpio et nunc

mnes gen- tes*
a e.. jus*
et F;. Ii- 0 *
et. sem- per*
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Redting tone Ending of 1 accent with 2 preparatory syllables

6- mnes po- pu- lit
in ae- ter- num.
tu- San- cto.
10- rum A- men.

~I-\---~~IOI-----~
laudate fum
etveritas Domini rnanet
et Spiri
et in saecula saecu-

TONE 7-c
Intonation Reciting tone Mediant of 2 accents

~L--------,---,-ICI ~

Lau- da- te Dominum
.2. Quoniam confirmata est super nos miseri-
3. G~oria

4. Skut erat in prindpio et

Reciting tone

0- mnes gen- tes *
cor- di- a e- jus *
Pa- tri et Fi- Ii- 0 *

nunc et sem- per *

Ending of 2 accents

0- mnes po- pu- Ii.
in ae- ter- num.
n- tu- San- cto.
10- rum A- men.

@H--\-t-~I_CI~ -----,,~'---\--l(~
laudate eum
et veritas Domini manet
et Spi
et in saecula saecu-

TONE 8-G
Intonation Reciting tone Mediant of 1 accent

gen- tes *
e- jus *
Fi- Ii- 0 *

sem- per *

~---+"le-t--I---gjg@
Lau- da- te Dominum omnes

2. Quoniam confirmata est super nos misericordia
3. Gloria Patri et
4. Skut erat in prindpio et nunc et
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Reciting tone Ending of 1 accent with 2 preparatory syllables

~A------+:.io....ct--I---~
~

1aud~he eum
et veritas Domini manet
et Spid-
et in saecula saecu·

o· mnes
in ae·
tu·
16· rum

p6. pu· lie
ter- num.
San- cto.
A.. men.

REVIEW QUESTIONS

1. Who wrote the 150 psalms? Who is their true Author?
2. How can we say that in praying the psalms we are fulfilling the desire

of God Himself?
3. Name the Hours of the Divine Office.
4. Why do we study psalmody?
5. Name the parts of a psalm tone.
6. Why are there various endings to a psaltn tone?
7. What is the meaning of "Tone 8:G"? "Tone 8:c"? "Tone 6:F"?
8. Under the following headings summarize the words of Father Kush

concerning the singing of the psalms: (a) the use of the psalms in
the praise of God, (b) general faults to be avoided in singing the
psalms, and (c) special faults to be avoided in singing them.

9. This chapter notes nine directions given by Dom Johner for the rendition
of the psalms. What are these directions?

10. What does Father Kush say of "haste and halt" in psalmody?
11. When preparing to sing a psalm, what should be our first step?
12. Prepare to read Psalm 116 as it should be read and sung.



CHAPTER X

A SUGGESTED COMPARATIVE STUDY

IN HIS Motu Proprio on Sacred Music, Pius X reminded us that
music in the liturgy must have the same purpose as has the liturgy
itself, namely, "the glory of God and the sanctification and edifica
tion of the faithful."l Sacred music "helps to increase the beauty
and splendour of the ceremonies of the Church, and since its chief
duty is to clothe the liturgical text, which is presented to the under
standing of the faithful, with suitable melody, its object is to make
that text more efficacious, so that the faithful through this means
may be the more roused to devotion, and better disposed to gather
to themselves the fruits of grace which come from the celebration
of the sacred mysteries."2

The text of the liturgy voices the prayer of the whole Church;
consequently, the music which develops, interprets, and expresses
this text suitably must not cater to a purely personal interpre
tation. The "liturgy presupposes a fellowship of spirit."3 There
is not loss but gain for the individual in this unity of the Body
of Christ.

As we have said elsewhere, the liturgy both prays and teaches.
If we would learn from it, particularly if we would learn from the
prayers the Holy Spirit has given us to address to the Godhead, we

1 Pius X, Motu Proprio, No. 1. Translation and commentary by C. J. McNaspy, S.J.
(Toledo: Gregorian Institute of America).

2 Ibid. The Apostolic Constitution of Pius XI and the encyclical, Mediator Dei, of Pius XII
voice the same sentiments.

3 Dam Dominic Jahner, The Chants of the Vatican Gradual, trans. by Monks of St.
John's Abbey (1940), p. 9.
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must be al~rt in soul and mind. This is what Zundel means when
he says: "Psalmody listens even more than it sings."4

In this chapter we will attempt to show how the chant, as found
in the Propers of the various feasts of the liturgical year, can be a
means of grace not always realized. Dam Jahner says: "One will
never come to a correct understanding of a liturgical text unless one
views it in connection with the melody which proceeds from its
inmost spirit. The praying and singing of plainsong, and therefore
of the liturgy in general, express more shades of meaning and a
richer gradation of feeling than is generally recognized. Advent and
Christmas joy, for instance, differ greatly from the exultation of
Easter time."5 The difference in this joy is subtly expressed in the
plainsong Proper.

How are the melodies chosen for the Propers? Older Masses prob
ably had melodies composed especially for their texts. Later Masses
sometimes, although rarely, are treated in the same way. In most
instances, melodies are borrowed or adapted from older Mass
formularies, either because of a similarity of thought, similarity of
the expression of the thought (that is, the text), or simply because
of a spiritual relationship in the feasts. In some cases, a melody was
borrowed intact because it fitted a new text perfectly. Later the
same melody was used for another newer feast because of its rela
tionship with the second feast.

To trace, in the plainsong Propers, the textual and melodic refer
ences of one feast to another is inspirational. Weare not surprised
to find that the text and melody of the Offertory of the Common
of Doctors, and the text and melody of the same Common have
been taken from the Mass of St. John the Evangelist, the "Doctor"
of the Divinity of Christ. Weare impelled to consider what God
thinks of virginity when we see, or hear, that the Introit of the
second Mass of the Common of Virgins is the same as the Introit
for the Feast of the Annunciation. The melody and text of the
Gradual of the feast of the Transfiguration, "Thou are beautiful

4 From The Splendour of the Liturgy by Maurice Zundel, p. 285. Copyright Sheed and
Ward, Inc., New York.

5 Johner, Chants of the Vatican Gradual, p. 28.
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above the sons of m~n" (Ps. 44:3), is found in the Proper for the
Sunday within the Octave of Christmas. Johner says: "On Christ
mas we consider above all else His human charm and entrancing
beauty. To-day, however, we contemplate the divine element which
transfigures the Son of Man. Never before did a human form radi
ate such supernatural beauty as did Christ on Tabor."6 "Thou art
beautiful above the sons of men!" Again, we note that the verse
and melody of the Alleluia for the Paschal Votive Mass of the Sacred
Heart is repeated at the Mass of All Saints, the Mass of those who
heeded this invitation of the Sacred Heart: "Come to me, all you
that labour, and are burdened, and I will refresh you" (Mt. 11 :28).

On Holy Thursday we sing, "The right hand of the Lord hath
wrought strength: the right hand of the Lord hath exalted me:
1 shall not die, but live: and shall declare the works of the Lord"
(Ps. 117:1&-17). "Who prays so?" asks Johner. Our thoughts turn
first to Christ who is celebrating the Pasch with His disciples be
fore His Passion. "Well does He know that the right hand of the
Lord will exalt Him, as indeed the Gradual jubilantly announced
in its verse. He does not die, but in death obtains eternal life for
Himself and for all the world."7 Considering this text in the light
of the Eucharist, we may also hear the Church singing it, for "He
that eateth my flesh, and drinketh my blood, hath everlasting life"
(In. 6:55). "Hence the Church and with her the Christian soul
sings ... '1 shall not die, but live.' ... Finally, this song may also be
placed in the mouths of the penitents who to-day are again received
into the church."g All this is brought to our minds again as we sing
the same melody and text after the Gospel of the Third Sunday after
the Epiphany, that Gospel "in which the Lord in such a loving
manner stretches forth His hand and heals the man stricken with
leprosy":9 "The right hand of the Lord hath exalted me," hath
stretched toward me in pardon and in love. "1 shall not die, but
live: and shall declare the works of the Lord."

6 Ibid., p. 418.
7 Ibid., p. 165.
8 Ibid., p. 166.
9 Ibid., p. 385.
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This same Offertory and the Holy Thursday Introit, "But it
behooves us to glory in the cross of our Lord Jesus Christ in Whom
is our salvation, life, and resurrection; by Whom we are saved and
delivered," are sung with the same melodies on the feast of the
Finding of the Holy Cross, May 3. As Johner remarks, what on
Holy Thursday is a prophecy is now on May 3 commemorated as
a reality.10 Surely, "it behooves us to glory in the cross of our Lord,"
for because of it "I shall not die but live and declare the works of
the Lord."

We need not infer from what we have been saying that the
plainsong always repeats the melody if it repeats a text. For ex
ample, the treatment of the text, "The Lord will overshadow thee
with his shoulders, and under his wings thou shalt trust" (Ps. 90:4),
differs in the Offertory and in the Communion of the First Sunday
of Lent. Weare tracing melodic and textual references and are not
discussing other possible treatments of text.

It is not surprising that the Offertory and the Communion of
the Mass for the feast of the Annunciation is that of the Fourth
Sunday of Advent. Incidentally, this particular melodic treatment
of the Offertory "Ave Maria" is one of the most lovely of plainsong
compositions.

We already spoke of the Gradual for the feast of the Annuncia
tion and its incorporation in the Mass of a Virgin. Do we note, as
we sing it, the melodic reference in this Mass to the second Mass
of Christmas, to the Epiphany, and to the feast of the Annunciation?

It is this use of melodic reference, either complete or in part, that
most joins the spirit and significance of feasts, even when the texts
differ. Thus the Gradual of the feast of SSe Peter and Paul melodi
cally recalls to our minds the feast of the Holy Trinity, the Godhead
whom they represented on earth. Thus also the feasts of Christmas,
of the Holy Family, and of Christ the King are joined in the mel
ody of their Offertories. On the Sunday within the Octave of Corpus
Christi, we sing "Alleluia, 0 Lord my God, in Thee have I put my
trust" (Ps. 7:2). Its melody is used for the Alleluia verse for the

10 Ibid., p. 385.
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feast of the Holy Name of Jesus, reminding us that in the name of
Jesus is our hope and our trust.

But no feast seems commemorated as often as the feast of the
Epiphany, the feast of the manifestation of Christ. The Introit for
this feast begins with the melody sung in each High Mass as an
introduction to the Canon, the "Per omnia saecula saeculorum"
of the Preface. This Introit melody is borrowed in full for the
Introit of the Blessed Mother's Mass, "Salve sancta parens." We
agree with Johner that it is fitting to use the same melody to hail
Him each day at Mass and also that "we greet with the same song
both the royal Child and the queen Mother."ll The melody of the
Gradual of the feast of Christ the King fittingly borrows the melody
of the Gradual of the Epiphany, which was for years regarded as
the feast of Christ the King. The Alleluia melody of the third Mass
of Christmas is heard again on the Epiphany as it is heard on the
feasts of St. John the Baptist His precursor, St. John the Apostle
and proclaimer of His divinity, St. Stephen His first martyr, and
SSe Peter and Paul the foundation stones of His Church. The
Epiphany Offertory is recalled in the Votive Mass for the Propaga
tion of the Faith.

In the Communion-song for the Monday after the Fourth Sunday
of Lent we sing: "From my secret sins cleanse me, 0 Lord" (Ps.
18:13). On May 3 we sing to the same melody: "By the sign of the
cross from our enemies deliver us, 0 Thou our God." It is through
the cross of Christ that we may expect deliverance from our enemies,
our sIns.

The feast of Christ the King chants "His power is an everlasting
power, that shall not be taken away: and His kingdom that shall
not be destroyed," to a song we heard on the Fourth Sunday after
Easter where we rejoiced with the "Prince of Life" as the Sequence
calls Him: "Christ, rising again from the dead, dieth now no more:
death shall no more have dominion over Him. Alleluia" (Rom. 6:9).

Melodically, we connect Christ's coming to earth, as an effective
example to us, with His ascension into heaven, from whence He

11 Ibid., p. 81.
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sends His Holy Spirit to abide with us to the consummation of the
world. Thus we recognize identical melodies in the Alleluia of the
Third Sunday of Advent, of the feast of the Ascension, and of
the feast of Pentecost.

The Introit of the Solemnity of St. Joseph borrows the melody
of its second and third phrases from the third Christmas Mass and
thus brings to our minds the place of St. Joseph in the life of the
Word made flesh.

We have already said that the Mass of our Lady uses the Epiph
any Introit. Nor is St. Joseph forgotten, for the Gradual in our
Blessed Mother's Masses uses the Gradual for March 19.

That a melody is used for many feasts does not lessen the impli
cation of spiritual relationship between some of them. It may be
a matter of astonishment that the Gradual of the Requiem Mass
is the melody of the first Mass of Christmas, the Resurrection Mass,
and the Nuptial Mass. The Son of God becomes Man, and after
giving His all for us in His life and death rises again by His own
power, thus destroying the power of death over Himself and over
all those souls who have been brought into the world through the
Sacrament of Marriage and are "other Christs" in sanctifying grace.

It would not be our way to sing the same melody on Christmas
and Easter and at a Requiem Mass. "For my thoughts are not your
thoughts: nor your ways my ways, saith the Lord" (Isa. 55:8).
This is very evident in the Mass of Midnight on Christmas. Johner
notes that we have in the plainsong melodies "no singing contest
with the angels."12 Again we quote him: "With what childlike joy
our folksongs speak of the Christchild! They try to please Him"
to coax a smile from His rosy lips. They speak to us in a fresh,
direct, intimate way. Not so the texts and the plainsong melodies
of the Midnight Mass. That Child, lying so poor and helpless and
mute in His rude manger, is the one great Word spoken by the
heavenly Father before all time, begotten of His own essence. This
Child is equal in greatness, holiness, sublimity, and beauty to the
Father Himself."13 "The Lord said to me: Thou art my Son, this

12 Ibid., p. 49. 13 Ibid., p. 45.
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day have I begotten thee" (Ps. 2:7). In the Communion of this Mass
we "once again hear expressions of the eternal generation of the
Word from the Father. In the Introit and in the Alleluia-verse the
Newborn One Himself spoke of it. In the first part of the Gradual"
and in the Communion chant "the Father is the speaker."14 This
difference between the Divine Persons speaking is subtly and deli
cately indicated in the plainsong.

The melodies to which are sung the least understood part of our
sung Mass - the Gradual and Alleluia - should be given particu
lar thought. Monsignor Hellriegel says that in the Kyrie we knock
at the door of God's Heart nine times, three times at the Heart of
each Person.15 God the Father answers us in the Epistle or Prophecy,
God the Son speaks in the Gospel, and God the Holy Spirit speaks,
through the Church in which He abides, in the sermon. However,
as we have said, God's influence on us greatly depends on the
receptivity of our souls. This is the very purpose of the Gradual
and the Alleluia with its verse, that through meditation looking
back to the thought of the Epistle and forward to the coming Tes
tament, we prepare ourselves to accept Him and His teachings
wholeheartedly as He greets us in His Gospel and through His
Church. The plainsong melodies of the Gradual and Alleluia,
clothing and making more effective these proper texts, are meant
to assist us to prepare our souls for Him.

Anyone who sings the chant to any extent will agree that "it is
meant to be sung and not just listened to." This is to be expected
if we realize that our purpose in singing is to glorify God particu
larly by impressing the spirit of the text on our hearts so that we
may the more fully receive Christ and His grace. Even we, who so
often think of music as an exteriorization of some sentiment, will
realize and accept the fact that the better music of the liturgy will
have little exteriorization but will attempt to influence the interior
of the singer himself.

As we study the texts of the liturgy and their melodies, we are
141bid., p. 49.
15 Martin B. Hellriegel, The Holy Sacrifice of the Mass (St. Louis: Pio Decimo Press,

1944), p. 31.
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struck afresh with the wonderful goodness of God in bringing us,
His members, into the inner circle of His own life. We realize
more how it is that His glory is bound up with the real happiness
of His creatures. Weare impressed anew with the oneness of
worship in the worship of His Church, the oneness of His Life
and Passion with His Resurrection and Glory, the oneness of the
Sacrifice of Calvary with the Eucharistic and heavenly Sacrifice/6

the oneness of the God-Man with each member of His Body. And
we see that "it is truly meet and just, right and availing unto sal
vation, that we should at all times and in all places give thanks to
Thee, 0 holy Lord, Father almighty, everlasting God, through
Christ our Lord."17 We feel forced to sing with the heavenly choir
"in common joy, in unison, in unceasing praise: Holy, Holy, Holy
Lord God of Hosts. Heaven and earth are full of Thy glory.
Hosanna in the Highest!,,13

REVIEW QUESTIONS

1. What is the purpose of the music of the liturgy?
2. "Psalmody listens even more than it sings." Discuss.
3. How does the plainsong Proper assist us to understand the liturgical

text?
4. How are melodies chosen for the Proper of a new feast?
5. Cite at least four feasts whose Proper texts and melodies recall other

feasts.
6. Trace melodic references in the Propers of at least six feasts which you

did not mention under Number 5.
7. "The chant is meant to be sung, not listened to." Discuss.
8. What reaction is to be expected in one who contemplates the graces

which come to us from the liturgy? Has he an effective expression of
gratitude?

16 Maurice de la Taille, The Mystery of Faith, translated by Rev. Joseph Carroll (New
York: Sheed and Ward, 1940), Chap. V.

17 Preface of the Mass.
18 Ibid.
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APPENDIX I

TOPICS SUGGESTED FOR SPECIAL
STUDY AND CLASS REPORT

1. My place in the worship of the Mystical Body.
2. Women's share in liturgical worship.
3. The Motu Proprio of St. Pius X.
4. The Apostolic Constitution, uDivini cultus sanctitatem.}}
5. Our Holy Father's encyclical on the Mystical Body.
6. The Mediator Dei of Pope Pius XII.
7. Religious worship -liturgical and devotional.
8. Corporate and individual worship in the liturgy.
9. Choral worship. (See Father Ellard's Christian ufe and

Worship.)
10. "Each hath his part." (See Christian Life and Worship.)
11. How to render the chant.
12. Liturgical song. (Why the chant is pre-eminently the song of

the Church.)
13. Beauty in worship. (The "beautiful" versus the "pretty.")
14. Christianity, a perfect religion. (See Christian Life and Worship.)
15. The sequence as an art form.
16. One religion, one worship, one song - source of unity among

peoples.
17. The liturgical work of St. Ambrose.
18. The liturgical work of Pope St. Gregory the Great.
19. Liturgical processions and their chants.
20. The musical interlude of the Mass.
21. Responsorial and antiphonal chants in the liturgy.
22. Forerunners of the Motu Proprio.
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254 TOPICS FOR SPECIAL STUDY

,*, •,

23. The work of the Solesmes monks.
24. "Through Christ Our Lord" - my liturgy and my devotion.

(See Karl Adam's Chr£st Our Brother.)
25. Liturgical greetings.
26. Liturgy and song - melody and the Mass.
27. The Church and its liturgy.
28. Reform in Church music - its need and its result.
29. What choir membership can mean to me - its place in the plan

of the Church.
30. Organists and choir directors - their privilege and responsibility.
31. The sung liturgy, the heritage of the common people.
32. The place of the altar in sacrifice.
33. Christ's, sacrifice in our liturgy.
34. The sacrifice of the Church in our liturgy.
35. Our Lady in the liturgy.
36. "Human elements" in the liturgy - present-day modifications.
37. Modern liturgical conferences.
38. Modern music -liturgical music.
39. The Liturgy, the basis of Catholic Action.
40. Catholic Action in the liturgy.
41. The true Christian spirit, of which active participation in the

liturgy is the primary and indispensable source.



APPENDIX 11

INTERLINEAR TRANSLATIONS

IF WE have the opportunity to study the Latin language, we are,
of course, greatly assisted in our understanding of the prayers of
the Church as they are expressed in the liturgy. But if we do not
have this opportunity, we can still assist ourselves in following the
thoughts thus expressed if we build up a liturgical vocabulary. For
this reason there are in this section a number of prayers and hymns
accompanied by an interlinear translation. Below each Latin word
is the English equivalent. In this the Latin order of the words is
followed. Often we will have to adjust the order of the words to
obtain a logical English translation.

Gloria

Gloria in excelsis Deo. Et in terra pax hominibus
Glory In the-highest to-God. And on earth peace to-men

bonae voluntatis. Laudamus te. Benedlcimus te. Adoramus
of-good will. We-praise Thee. We-bless Thee. We-adore

te. Glorificamus te. Gratias agimus tibi propter
Thee. We-glorify Thee. Thanks we-give to-Thee for

magnam gloriam tuam. Domine Deus, Rex caelestis, Deus
great glory Thy. Lord God, King heavenly, God

Pater omnipotens. Domine Fili unigenite Jesu Chnste.
Father all-powerful. Lord Son Only-Begotten Jesus Christ.

Domine Deus, Agnus Dei Filius Patris. Qui
Lord God, Lamb of-God Son of-the-Father. (Thou) Who

tollis peccata mundi miserere nobis. Qui
takest-away the-sins o£-the-world, have-mercy on-us. (Thou) Who
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tollis peccata mUndi, suscipe deprecationem nostram.
takest-away the-sins of-the-world, receive prayer our.

Qui sedes ad dexteram Patris, miserere
(Thou) Who sitteth at the-right-hand of-the-Father, have-mercy

nobis. Quoniam tu solus sanctus. Tu solus
on-us. For Thou alone (art) holy. Thou alone (art)

Dominus. Tu solus Altissimus, Jesu Christe. Cum
Lord. Thou alone (art) Most-High, Jesus Christ. With

Sancto Spiritu in gloria Dei patris. Amen.
the-Holy Spirit in the-glory of-God the-Father. So-be-it.

Credo

Credo in unum Deum Patrem omnipotentem, factorem
I-believe In one God, the-Father Almighty, Creator

caeli et terrae, visibHium omnium, et invisibilium.
of-heaven and of-earth, of-visible-things all, and of-invisible.

Et in unum Dominum Jesum Christum, Filium
And (I believe) in one Lord Jesus Christ, Son

Dei unigenitum. Et ex Patre natum ante omnia
of-God the-Only-Begotten. And of the-Father born before all

saecula. Deum de Deo, lumen de lumine, Deum verum de Deo
ages. God of God, light of light, God true of God

vero. Genitum non factum, consubstantialem Patri:
true. Begotten not made, consubstantial with-the-Father:

per quem omnia facta sunt. Qui propter nos homines,
through Whom all-things made were. Who for us men,
~

et propter nostram salutem descendit de caelis.
and for our salvation descended from the-heavens.

Et incarnatus est de Spiritu Sancto ex Mana
And (He) incarnate was of the-Spirit Holy from Mary

Virgine: et homo factus est. Cmciffxus etiam pro
the-Virgin: and man made was. (He was) crucified also for

nobis sub Pontio Pilato:
,

et sepultus est. Etpassus
us under Pontius Pilate: (He) suffered and He-was-buried. .And
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resurrexit tertia die, secundum scripturas. Et
He-rose the-third day, according-to the-Scriptures. And

ascendit in caelum: sedet ad dexteram Patris.
He-ascended into Heaven: He-sits at the-right-hand of-the-Father.

Et iterum venturus est cum gloria, judicare vivos et
And again to-come He-is with glory, to-judge the-living and

mortuos: cUJUS regni non erit finis.
the-dead: of-Whose kingdom no there-shall-be end.

Et in Spiritum Sanctum, Dominum, et vivificantem:
And (I believe) in the-Spirit Holy, Lord, and life-Giver:

qui ex Patte Filioque procedit. Qui cum Patte
Who from the-Father and-the-Son proceeds. Who with the-Father

et FHio 81mul adoratur, et conglorificatur: qui
and the-Son together is-adored, and glorified: Who

locutus est per Prophetas. Et unam
spoke through the-prophets. And (I believe in) one

sanctam catholicam et apostolicam Ecclesiam. Con£iteor unum
holy catholic and apostolic Church. I-confess one

baptisma in remissionem peccatorum. Et expecto resurrectionem
baptism for the-remission of-sins. And I-await the-resurrection

mortuorum. Et vitam venturi saeculi.
of-the-dead. And life everlasting (literally: of-the-coming-ages).

Amen.
So-he-it.

Pater Noster

(And Preceding Prayer)

Oremus: Praeceptis saluciribus moniti, et diVlna
Let-us-pray: By-precepts salutary taught, and by-divine

institutione £ormati, audemus dicere: Pater noster qui es
institution strengthened, we-dare to-say: Father our \\,·ho art

in caelis: Sanctificetur nomen tuum: Adveniat regnum tuum:
in heaven: hallowed-be name thy: come kingdom thy:
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Flat voluntas tua sleut in caelo, et in terra. Panern
be-done Will thy, as in heaven, so on earth. Bread

nostrum quotidhlnum da nobis hodie: et dimitte nobis
our daily give us this-day: and forgive us

debita nostra, sicut et nos dimittimus debitoribus nostris, Et
trespasses our, as also we forgive trespassers our, And

ne nos inducas in tentationem, (R) Sed libera nos a
not us lead into temptation, But deliver us from

malo. Amen.
evil. So-he-it.

Prayers at Communion

Panem caelestem accipiam, et nomen Domini
Bread heavenly I-shall-take, and the-name of-the-Lord

invocabo. Domine, non sum dfgnus ut mtres
I-will-call-upon. Lord, not I-am worthy that Thou-shouldst-enter

sub tectum meum: sed tantum dic verbo, et
under roof my: but only speak in-a-word, and

sanabitur anima mea. Corpus Domini nostri Jesu Christi
shall-he-healed soul my. The-Body of-Lord our Jesus Christ

custodiat anunam meam (or tuam) in vitam aetemam. Amen.
may-keep soul my (or your) into life eternal. So-he-it.

Asperges Me

(Antiphon and Psalm Sung Before a Solemn Mass Outside Paschal Time.)

Asperges me Domine, hyssopo, et mundabor:
Thou-shah-sprinkle me, O-Lord, with-hyssop, and I-shall-he-cleansed:

lavabis me, et super nlvem dealbabor.
thou-shalt-wash me, and more-than snow I-shall-he-made-white.

Psalm 50: Verse 1.

Miserere
Have-mercy

tuam.
Thy.

mei,
on-me,

Deus, secundum magnam misericordiam
O-God, according-to great mercy
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Vidi Aq,uam

(Antiphon and Psalm Sung Before a Solemn Mass During Paschal Time.)

Vidi aquam egredientem de templo, a latere dextra,
I-saw water flowing-out from the-temple, from the-side right,

alleluia:
alleluia:

bonus: quoniam
(He is) good: for

et omnes, ad quos pervenit aqua Ista, salvi facti
and all to whom comes water this, safe made

dlcent, alleluia, alleluia.
said, alleluia, alleluia.

Psalm 117: Verse 1.

Confitemini Domino quoniam
Give-praise-to the-Lord for

sunt
were

et
and

in saeculum
in all-ages

misericordia ejus.
(is) mercy His.

Responses

:ijl. Et cum spiritu tuo.
And with spirit thy.

Dominum nostrum. W. Amen.
Lord our. So-be-it.

1. YI. Dominus vobiscum.
The-Lord with-thee.

2. YI. Per Christum
Through Christ

3. YI. Pax Domini
The-peace of-the-Lord

sit semper vobiscum. W. Et cum
be always with-thee. And with

spiritu tuo.
spirit thy.

4. W. Gloria tibi, Domine.
Glory to-Thee, Lord.

5. :ijl. Laus tibi, Christe.
Praise (be) to-Thee, Christ.

6. 11. Orate, fratres, ut meum ac vestrum sacri£1cium acceptabile
Pray, brethren, that my and your sacrifice acceptable

fiat apud Deum Patrem omnipotentem.
may-be with God the-Father almighty.
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:We Susclpiat Dominus sacri£lcium de mawbus tuis ad
May-receive the-Lord the-sacrifice from hands thy to

laudem et gloriam nominis sui, ad utilitatem quoque
the-praise and glory of-name His, to profit also

nostram, totiusque Ecc1<~siae suae sanctae. (Amen.)
our, and-of-all Church His holy. (So-be-it.)

7. YI. Sursum corda. :We Habemus ad Dominum.
Lift-up (your) hearts. We-have (lifted them) to the-Lord.

YI. Gratias agamus Domino Deo nostro.
Thanks let-us-give to-the-Lord God our.

Iy. Dlgnum et justum est.
Worthy and just it-is.

8. YI. Deus, in adjutorium meum intende.
God, to help my come (literally: direct-your-efforts).

IV'. Domine, ad adjuvandum me festina.
Lord, to assistance my hasten.

9. YI. Domine, exaudi orationem meam. :w. Et clamor meus ad
Lord, hear prayer my. And cry my unto

te veniat.
Thee let-come.

10. YI. Ora pro nobis, sancta Dei Genitrix,
Pray for us, O-holy of-God Mother,

Iy. Ut digni efficiamur promissionibus Christi.
That worthy we-may-be-made of-the-promises of-Christ.

11. YI. Panem de coelo praestitJ:sti eis. (Alleluia.)
Bread from heaven Thou-hast-given to-them. (Alleluia.)

W. Omne delectamentum in se habentem. (Alleluia.)
All sweetness in itself having. (Alleluia.)

The Bishop's Blessing

y!. Sit nomen Domini benewctum.
Be the-name of-the-Lord .blessed.

W. Ex hoc nunc et usque in saeculum.
From this moment and constantly through-aU-ages.
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yr. Adjutorium nostrum in nomine DOmini.
Help our (is) in the-name of-the-Lord.

W. Qui fecit caelum et terram.
Who made heaven and earth.

Yl. Benedtcat vos omttipotens D~us: P~ter, et FHius, et
May-bless you almighty God: Father, and Son, and

Spiritus Sanctus. ~. Amen.
Spirit Holy. So-be-it.

CHANTS FOR THE DEAD
Gradual of the Requiem Mass

Requiem aeternam dona eis Domine: et lux perpetua
Rest eternal give to-them O-Lord: and light perpetual
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luceat eis.
let-shine on-them.

Y1. In memoria aeterna erit justus:
In remembrance eternal will-be the-j ust :

Absolve, Domine,
Free, Lord,

ab auditione mala non timebit.
from report evil not he-shall-fear.

Tract of the Requiem Mass

animas omnium fidelium defunctorum
the-souls of-all the-faithful departed

ab
from

omni vinculo delictorum. YI. Et gratia tua iHis succurrente,
every bond of-sin. And with-grace Thy them help,

mereantur evadere judicium ultionis. Y1. Et
(that) they-may-merit to-escape the-judgment of-vengeance. And

lucis aeternae beatitudine perfrui.
of-light eternal the-beatitude to-enjoy.

Offertory of the Requiem Mass

Domine Jesu Christe, Rex gloriae, Hbera animas omnium
Lord Jesus Christ, King nf-glory, free the-souls of-all

fidelium defunctorum de poenis, inferni, et de
the-faithful departed from the-punishment of-hell, and from

profunda lacu: libera eas de ore leonis, ne
the-deep lake: free them from the-mouth of-the-lion, lest
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absorbeat eas tartarus, ne cadant in obscurum:
absorb them the-infernal-regions, lest they-fall into obscurity:

sed sfgnifer sanctus Michael repraesentet eas in
but the-standard-bearer holy Michael may-lead them into

lucem sanctam: * Quam o1im Abrahae promisfsti,
the-light holy: Which formerly to-Abraham Thou-didst-promise,

et semini ejus. Y1. Hostias et preces tfbi Domine
and to-offspring his. Sacrifices and prayers to-thee Lord

laudis offerimus: tu SUSClpe pro animabus lIlis,
of-praise we-offer: (do) Thou receive (them) for souls those,

quarum hOdie memoriam facimus: fac eas, Domine,
of-whom today a-remembrance we-make: grant them, Lord,

de morte transfre ad vItam. * Quam oHm Abrahae
from death to-pass to life. Which formerly to-Abraham

promislsti, et semini ejus.
Thou-didst-promise, and to-offspring his.

Communion of the Requiem Mass

Lux aeterna luceat eis, Domine: Cum Sanctis tuis in
Light eternal let-shine on-them, Lord: With saints Thy in

aeternum, quia pius es. Y1. Requiem aeternam dona
eternity, because kind Thou-art. Rest eternal give

eis, Domine, et lux perpetua luceat eis.
to-them, Lord, and light perpetual let-shine on-them.

Subvenite

Subvemte Sancti Dei, occurrite Angeli
Come-to-assist (him) Saints of-God, run-to-meet (him) Angels

Domini, * Suscipientes animam ejus, * Offerentes earn in
of-the-Lord, Receiving soul his, offering it in

conspectu Altissimi. Y1. Suscipiat te Christus, qui
the-sight of-the-Most-High. May-receive thee Christ, who

vocavit te, et in sinum Abrahae angeli deducant
called thee, and into the-bosom of-Abraham the-angels may-lead

tee
thee.
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Responsory - Libera Me

Libera me, Domine, de mone aeterna, in die ilIa tremenda:
Free me, Lord, from death eternal, on day that terrible:

* Quando caeli movendi sunt et terra:
When the-heavens are-to-be-moved and earth:

* Dum veneris judicare saeculum per ignem.
When Thou-shalt-come to-j udge the-race by fire.

Y. Tremens factus sum ego, et tlmeo,
Trembling have-been-made I, and I-am-in-fear, (of the time)

dum discussio venerit, atque ventura
when the-examination shall-take-place, and (of) the-coming
,
Ira.
wrath.

Y. DIes IlIa, dIes Irae, calamitatis et miseriae,
(0) day that, day of-wrath, of-misfortune and of-distress,

dies magna et amara valde.
day great and bitter exceedingly.

yr. Requiem aeternam dona eis, Domine: et lux perpetua
Rest eternal give to-them, O-Lord: and light perpetual

luceat eis.
let-shine on-them.

Antiphon - In Paradisum

In paradlsum deducant te ange1i: in tuo adventu
Into paradise may-lead thee the-angels: at thy coming

susclpiant te Martyres, et perducant te in civitatem
may-receive thee the-Martyrs, and may-they-Iead thee into the-city

sanctam Jerusalem. Chorus Angelorum te susclpiat, et
holy Jerusalem. The-chorus of-angels thee may-receive, and

cum Lazaro, quondam paupere aeternam habeas
with Lazarus, once a-poor-man, eternal mayest-thou-have

requiem.
rest.
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ante thronum.
before the-throne.

Antiphon - Ego Sum

Ego sum resurrectio et vita: qui credit in me,
I am the-resurrection and the-life: (he) who believes in Me,

etiam si mortuus fuerit, vivet: et omnis qui vlvit et
even if dead he-shaH-be, he-shaH-live: and all who live and

credit in me, non morietur in aeternum.
believe in Me, not shall-die forever.

SEQUENCES
Dies Irae

Sequence of the Requiem Mass
Attributed to Thomas of Celano - Thirteenth Century

la.

Dies irae, dies ilIa S6Ivet saeclum
Day of-wrath, day that (on which) shall-dissolve the-world

in favilla,
in ashes,

Teste David cum Sibylla.
according-to-the-witness of-David with the-Sibyl.

lb.
Quantus tremor est futurus, Quando judex est venturus
How-great a-trembling there-will-be, when the-Judge will-come

Cuncta stricte discussurus.
everything with-strictness to-investigate.

2a'.

Tuba, mirum spargens sonum Per sepulcra
The-trumpet, a-wonderful scattering sound through the-graves

regionum
of-all-regions

Coget omnes
shall-compel (to come) all
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2b.
Mors stupebit et natura Cum restirget creatura
Death will-he-stunned and nature when shall-rise the-creature

Judicanti responsura.
to-the-Judge to-answer.
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3a.

Liber scriptus .proferetur, In quo tatum continetur
The-hook written shall-be-brought, in which everything is-contained

Unde mundus judicetur.
whence the-world shall-be-judged.

3b.

Judex ergo cum sedebit, Quidquid hhet, apparebit,
The-Judge then when shall-sit, whatever hides, shall-appear,

Nil inultum remanebit.
nothing unavenged shall-remain.

4a.

Quid sum miser tunc dicturus? Quem patranum
What am-I poor-wretch, then going-to-say? Whom as-a-patron

rogaturus
shall-I-call

Cum vix justus sit securus?
when scarcely the-just-man is secure?

4b.
Rex tremendae majestatis, Qui salvandos salvas gratis,

(0) King of-terrible majesty, Who those-to-be-saved saves freely,

Salva me, fons pietatis.
save me, fountain of-kindness.

Sa.

Recordare, Jesu pie, Quod
Remember, Jesus kind, that

,
VIae:
life (literally : journey):

sum causa tuae
I-am the-cause of-Thy
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Ne me perdas ilIa die.
do-not me destroy on-that day.

Sb.

Quaerens me, sedfsti lassus, Redemfsti crucem
Seeking me Thou-didst-sit weary, Thou-didst-redeem (me) the-cross

passus:
having-suffered:

Tantus labor non sit cassus.
so-much labor not do-let-be voided.

6a.

Juste judex ultionis, Donum fac remissionis,
Just Judge of-vengeance, a-gift make of-remission,

Ante dfem rationis.
before the-day of-reckoning.

6b.

Ingemfsco, tamquam reus, Culpa rubet vultus meus,
I-groan, as one-condemned, guilt reddens face my,

Supplicanti parce, Deus.
the-suppliant spare, O-God.

7a.

Qui Mariam absolvisti, Et Iatronem exaudisti,
(Thou) Who Mary didst-absolve, and the-thief didst-hear,

Mihi quoque spem dedfsti.
to-me also hope hast-given.

7b.

Preces meae non sunt dignae: Sed tu bonus
Prayers my not are worthy: but Thou (Who art) good

fac benigne,
grant kindly,

Ne perenni cremer fgne.
that-not in-eternal I-be-burned fire.
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Sa.
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Inter oves locum praesta, Et ab haedis me sequestra
Among the-sheep a-place give, and from the-goats me separate

Statuens in parte dextra.
placing-me in the-section on-the-right.

Sb.

Confutatis maledictis, Flammis acribus addictis,
Having-heen-silenced the-wicked, (and) to-flames hitter assigned,

Voca me cum benedictis.
call me with the-blessed.

9a.

Oro supplex et acclinis, Cor contritum quasi cinis:
I-pray kneeling and prostrate, (my) heart crushed like ashes:

Gere curam mei finis.
Take care of-my ending.

10.

Lacrimosa dies ilia, Qua resurget ex favHla
Tearful day that on-which shall-rise from glowing-ashes

11.

Judicandus homo reus. Huic ergo parce Deus.
To-he-judged man guilty. Him then spare, God.

12.

Pie ]esu, Domine, Dona
Kind Jesus, Lord, give

eis requiem. Amen.
them rest. So-he-it.

Victimae Paschali

Sequence for Easter Week

Ascribed to Wipo - Eleventh Century

1.

Victimae Paschali laudes immolent Christiani.
T o-the-Victim Paschal of-praise let-offer-sacrifices Christians.
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2a.

Agnus redemit oves: Christus innocens Patri
The-lamb has-redeemed the-sheep: Christ the-innocent to-the-Father

Reconciliavit peccatores.
has-reconciled sinners.

2b.

Mars et vita duello Conflixere mirando:
Death and life in-a-battle have-struggled wonderful:

Dux vitae mortuus,
The-Prince of-life (although) dead,

3a.

regnat vlvus.
reigns living.

Die nobis, Marla, Quid vidfsti in via?
Tell us, Mary, what did-you-see on the-way?

Sepulcrum Christi viventis, Et gloriam vldi
The-tomb of-Christ the-living, and the-glory I-saw

resurgentis:
of-the-Risen (One):

3b.

Angelicas testes, Sudarium, et vestes.
Angelic witnesses, the-napkin, and the-linencloths.

Surrexit Chnstus spes mea: Praecedet suos
Has-risen Christ hope my: He-shall-go-before His-own

in Galilaeam.
into Galilee.

4.
SClmUS Chnstum surrexlsse A mortuis vere:
We-know Christ to-have-risen from the-dead truly:

Tn nobis, victor Rex, miserere. Amen. Alleluia.
Thou on-us, victorious King, have-mercy. So-be-it. Alleluia..
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Veni Sancte Spiritus

Sequence for Pentecost and Its Octave
Probably Composed by Innocent III (1161-1216)

Veni, Sancte SpIritus,
Come, Holy Spirit,

1a.
Et emltte caelitus
and send-forth heavenly

Lucis tuae radium.
light of-Thy the-rays.

1b.
Veni pater

,
Veni ' dator munerum,pauperum,

Come, Father of-the-poor, come, Giver of-gifts,

Vern lumen cordium.
come, Light of-hearts.

Consolator optime,
Consoler best,

2a.
Dulcis hospes animae,
sweet Guest of-the-soul,

Dulce refrigerium.
sweet Coolness.

2b.
In labore requies,
In labor Rest,

In aestu temperies,
in heat Tempering (Refreshment),

In Hetu solatium.
In tears Solace.

intima
the-intimate-recesses

3a.
Reple cordis
fill of-the-hearts

Tuorum fidelium.
of-Thy faithful.

3b.
SIne tuo numine, NIhil est in homine,
Without Thy divine-assistance, nothing is in man,

o lux beaussima,
o light most~blessed,
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Nfhil est innoxium.
nothing is harmless.

Flecte quod est rlgidum,
Bend what IS rigid,

4a.
Lava quod est sordidum, RIga quod est aridum,
Wash-away what IS base, bedew what is arid,

Sana quod est saucium.
heal what is wounded.

4b.
Fave quod est frlgidum,
warm what is cold,

Rege quod est devium.
guide what is astray.

Da tuis fidelibus,
Give to-Thy faithful,

Sa.
In te confidentibus,
in Thee confiding,

Sacrum septenarium.
(Thy) holy (gifts) sevenfold.

Sb.
Da virtutis meritum, Da salutis exitum,
Give of-virtue a-reward, give of-safety a-death,

Da perenne gaudium.
give eternal joy.

ANTIPHONS OF OUR LADY

Alma Redemptoris Mater
Antiphon From Vespers of the Saturday Before the First Sunday of

Advent to the Feast of the Purification Inclusive
Hermann Contractus (1015-1054)

Alma Redemptoris Mater, quae pervla caffi
Gracious of-the-Redeemer Mother, who the-accessible of-heaven

Porta manes et stella maris, succurre cadenti,
gate remaineth and star of-the-sea, aid (thy) falling,
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curat, populo: tu quae genuisti,
strive, people: thou who didst-beget

minlnte, tuum sanctum Genitorem,
marvelled, thy holy Creator,

ac posterius, Gabrielis ab ore
and after, of-Gabriel from the-mouth

Ave, peccatorum miserere.
"Ave,-" on-(us)-sinners have-pity.

Surgere qui
to-rise who

Natura
while-nature

Virgo prius
a-virgin before

Sumens Hlud
receiving that

Ave Regina Caelorum

Antiphon From Compline of the Feast of the Purification
Until Holy Thursday

Authorship and Date Uncertain - It Has Been in Use Since

the Twelfth Century

Ave Regina caelorum, Domina Ave angelorum:
Hail Queen of-heaven, hail Lady of-the-angels:

Salve, radix, salve, porta, Ex qua mundo lux est
Hail, root, hail, door, from which for-the-world light IS

orta:
arisen:

Gaude, Virgo gloriosa, Super omnes
.,

speClosa,
Rejoice, O-Virgin glorious, above all lovely,

Vale, 0 valde decora, Et pro nobis Christum
,

exora.
Hail, a exceedingly beautiful, and for us Christ entreat.

Regina Caeli Laetare

Antiphon From Compline of Holy Saturday to None of the

Saturday After Pentecost Inclusive

Authorship and Date Uncertain - Found in a
Fourteenth-Century Manuscript

Regina caeli laetare, alleluia,
O-Queen of-heaven rejoice, alleluia,
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QUIa quem merulsti portare, alleluia,
For He-whom thou-didst-merit to-bear, alleluia,

Resurrexit, sicut dixit, alleluia,
Has-risen, just-as He-said, alleluia,

Ora pro nobis Deum, alleluia.
Pray for us (to) God, alleluia.

Salve Regina Mater Misericordiae
Antiphon From the First Vespers of the Feast of the Holy Trinity

Until None of the Saturday Before the First Sunday of Advent

Attributed to Hermann Contractus (1013-1054)

Salve Regina, mater misericordiae, VIta, dulcedo et spes
Hail Queen, Mother of-mercy, life, sweetness and hope

nostra, salve. Ad te clamamus, exsules fHii Hevae. Ad te
our hail. To thee do-we-cry, exiled children of-Eve. To thee

suspiramus, gementes et flentes in hac lacrimarum vaIle.
do-we-sigh, mourning and weeping in this of-tears vale.

Eia ergo, advocata nostra, 11los tuos misericordes oculos
Behold therefore, advocate our, those thine of-mercy eyes

ad nos converte. Et Jesum, benedictum fructum ventris tui,
to us turn. And Jesus, the-blessed fruit of-womb thy,

nobis post hoc exsHium ostende. 0 clemens, 0 pia, 0 dulcis
to-us after this exile show. 0 clement, 0 loving, 0 sweet

Virgo Maria.
Virgin Mary.

HYMNS
Ave Maria

Ave Mana, gratia plena, Dominus tecum, benedIcta
Hail Mary, grace full, the-Lord (is) with-thee, blessed (art)

tu in mulieribus, et benedictus fructus ventris tui,
thou among women, and blessed (is) the-fruit of-womb thy,

Jesus. Sancta Maria, Mater Dei, ora pro nobis peccatoribus,
Jesus. Holy Mary, Mother of-God, pray for us sinners,

nunc et in hora mortis nostrae. Amen.
now and in the-hour of-death our. So-be-it.
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Veni Domine Jesu

Advent Responsorial

Veni Domine Jesu, Veni Domine Jesu, Veni, Veni, Veni,
Come Lord Jesus, come Lord Jesus, come, come, come,

Et noli tardare.
and do-not delay.

Creator Alme Siderum

Vesper Hymn for Advent

Ambrosian Hymn - Seventh Century

1.

Creator alme siderum, Aeterna lux credentium,
O-Creator kind of-the-stars, eternal light of-the-believing,

Jesu, Redemptor omnium, Intende votis supplicum.
Jesus, Redeemer of-all, listen-to the-prayers of-suppliants.

2.
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Qui daemonis ne fraudibus Perfret
(0 Thou) Who of-the-devil lest through-the-deceits should-be-Iost

orbis, fmpetu
the-world, by-the-impulse

Amoris actus, languidi Mundi medela factus es.
Of-love moved, for-the-Ianguid world a-remedy became.

5.
Te deprecamur, ultimae Magnum diei Judicem,
Thee we-pray, of-the-Iast great day Judge,

Armis supernae gratiae Defende nos ab hostibus.
With-the-arms of-heavenly grace defend us from (our) enemies.

6.

Virtus, honor, laus, gloria Deo Patti cum Ftlio,
All-power, honor, praise, glory (be) to-God the-Father with the-Son
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Sancto simul Paraclito, In saeculorum saecula. Amen.
To-the-holy also Paraclete, forever-and-ever. So-be-it.

Rorate Caeli

Advent Responsory

Rorate caeli desuper, et nubes pluant
Drop-dew ye-heavens, from-above, and the-clouds let-rain

justum.
the-Just-One.

Ecce Nomen Domini

Ecce nomen Domini Emmanuel! Quod annuntiatum est
Behold the-name of-the-Lord Emmanuel! which '~las-announced

per Gabriel,
through Gabriel,

H6die apparuit in Israel, Per MarIam Virginem est natus
To-day appeared In Israel. Of Mary the-Virgin was born

Rex.
the-King.

Eia! Virgo D'eum genuit, Ut divlna v6luit clementia.
Behold! A-virgin God gave-birth-to, as divine willed clemency.

In Bethlehem natus est Et in Jerusalem vlsus est,
In Bethlehem He-was-born, and in Jerusalem He-was-seen,

Et in omnem terram honorificatus est, Rex Israel!
and in all the-earth He-was-honored, the-King of-Israel!

Jesu Redemptor Omnium

Hymn for Vespers and Matins of Christmas

Ambrosian Hymn - Sixth Century

1.

Jesu, Redemptor omnium, Quem Iuds ante originem
Jesus, Redeemer of-all, whom of-light before the-beginning

Parem paternae g16riae Pater supremus edidit.
the-equal-of the-Father's glory the-Father sovereign begot.
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3.
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Memento, rerum Conditor, N ostri quod oHm corporis,
Remember, of-(all)-things Creator, of-our that formerly body,

Sacrata ab alvo Virginis N ascendo, formam
the-sacred from the-womb of-the-Virgin in-being-born, the-form

su.mpseris.
Thou-didst-assume.

7.

Jesu, ubi sit gloria, Qui natus es de Virgine,
Jesus, to-Thee be glory, Who \-vert-born of a-Virgin,

Cum Patre, et almo Spiritu
with the-Father, and (with) the-life-giving Spirit

In sempiterna saecula.
forever-and-ever.

Jesu Dulcis Memoria

Hymn for the Feast of the Holy Name of Jesus

Attributed to St. Bernard (1091-1153)

1.

Jesu, dulcis memoria, Dans vera cordis gaudia:
Jesus, sweet thought, giving true of-heart JOy:

Sed super mel, et omnia, Ejus dulcis praesentia.
But above honey, and all (sweetness is) His sweet presence.

2.
Nil canitur suavius, Nil auditur jucundius,
Nothing can-be-sung more-sweet, nothing can-be-heard more-pleasing,

Nil cogitatur dulcius, Quam Jesus Dei Faius.
Nothing can-be-thought more-lovely, than Jesus of-God the-Son.

3.

Jesu, spes poenitentibus, Quam plUS es petentibus,
O-Jesus, hope of-penitents, how kind Thou-art to-those-who-pray,
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Quam bonus te quaerentibus, Sed quid invenientibus?
How good Thee to-those-who-seek, but what to-those-who-find?

4.
Nec lingua valet dIcere, Nec l1ttera exprlmere:
Neither tongue is-able to-say, nor written-word to-express:

Expertus potest credere Quid sit Jesum dil1gere.
(Only) the-experienced is-able to-know. what it-means Jesus to-love.

5.
Sis Jesu, nostrum gaudium, Qui es futurus praemium:
Be-Thou, O-Jesus, our joy, Who art our-future reward:

Sit nostra in te gloria, Per cuncta semper saecula.
May-be our In Thee glory, through all always eternity.

Jesu Rex Admirabilis

Hymn for Matins of the Feast of the Holy Name of Jesus

Attributed to St. Bernard - (1091-1153)

1.

Jesu, Rex admirabilis,
Jesus, King admirable,

Dulcedo ineffabilis,
Sweetness ineffable,

Et triumphator nobilis,
and conqueror noble,

T otus desiderabilis.
wholly desirable.

2.
Quando cor nostrum vlsitas,
When heart our :Thou-visitest,

Tunc lucet ei veritas,
then illuminates it truth,

Mundi vilescit vanitas,
Of-the-world becomes-contemptible the-vanity,

fervet caritas.
glows charity.

3.

Et Intus
And within

Jesu, dulcedo cordium,
O-Jesus, sweetness of-the-heart,

Fons vivus, lumen mentium,
fountain living, light of-minds,



INTERLINEAR TRANSLATIONS

Excedens
,

gaudium, Et
,

desiderium.omne omne
Exceeding all JOY, and all desire.

4.
Jesum omnes agnoscite, Amorem

,.
poscite:eJus

Jesus everyone may-confess, love His earnestly-seek:

Jesum ardenter quaerite Quaerendo inardescite.
Jesus zealously seek, (and) in-seeking be-enkindled.

5.
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Te nostra Jesu vox sonet,
Thee our, Jesus, voices n1ay-praise,

exprimant,
may-give-testimony-of,

Nostri te mores
our Thee days

Te corda nostra diligant,
Thee hearts our may-love,

Et nunc, et in perpetuum.
both now, and forever.

Crudelis Herodes Deum

Hymn for Vespers of the Feast of the Epiphany

Attributed to Sedulius - Fifth Century

1.

Crudelis Herodes, Deum Regem venire quid times?
Cruel Herod, God the-King to-come why do-you-fear?

Non eripit mortalia, Qui regna dat coelestia.
Not he-does-take-away mortal, who kingdoms gives heavenly.

2.

thant Magi, quam viderant, Stellam sequentes
Proceed the-Magi, which they-saw, the-star following

, .
praevlam:
going-before-them:

Lumen requirunt lumine: Deum fatentur munere.
The-Light they-seek by-the-light: God they-acknowledge with-gifts.
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5.

Jesu, tibi sit gloria,
Jestis, to-Thee be glory,

Cum Patre, et ~ilmo

With the-Father, and the-life-giving

Qui apparuisti Gentibus,
Who didst-appear to-the-Gentiles,

Spiritu, In sempiterna saecula.
Spirit, forever-and-ever.

Attende Domine

Lenten Responsory

Attende Domine, et miserere, quia peccavimus
Attend Lord, and have-mercy, because we-have-sinned

tibi.
against-Thee.

Parce Domine

Lenten Responsorial

Parce Domine, parce populo tuo; ne in aeternum irascaris
Spare Lord, spare people Thy; not forever do-he-angry

nobis.
with-us.

Vexilla Regis

Hymn for Vespers From Passion Sunday to Wednesday of Holy Week
and on Feasts of the Holy Cross

The First Five Verses Are Attributed to Fortunatus (530-609)

1.

VexHla Regis prodeunt: Fulget crucis mysterium,
The-banners of-the-King go-forth: gleams of-the-cross the-mystery,

Quae vita mortem pertulit, Et morte vitam protulit.
On-which life death suffered, and by-death life produced.

2.

Quae vulnerata lanceae Mucrone duo,
(That Life) Which was-wounded of-a-Iance by-a-point cruel,

, .
crlmlnum
of-sin
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Ut nos lavaret sordibus, Manavit unda
That us It-might-cleanse from-the-defilements, flowed in-water

et sanguine.
and in-blood.

3.

Impleta sunt quae concinit D~vid £id~li c~rmine,

Those-things-are-fulfilled which foretold David in-faithful song,

Dicendo nationibus: Regnavit a Hgno Deus.
Saying to-the-nations: has-reigned from a-tree God.

4.

Arbor decora et fulgida, Ornata regis
a-tree beautiful and resplendent, adorned of-the-King

purpura,
with-the-purple,

Electa digno stipite Tam sancta membra tangere.
Chosen on-(thy)-worthy trunk so holy limbs to-touch.

5.

Beata, cujus brachiis Pretium pependit
a-blessed (Tree) from-whose branches the-ransom hung

saeculi,
of-the-world,

Statera facta corporis, Tulitque
The-balance (which) was-made of-the-body, and-(which)-stole-away

praedam tartari.
the-prey of-hell.

6.
o Crux ave, spes unica, Hoc Passionis tempore
o Cross hail, (our) hope only, in-this of-Passion time

PHs adauge gratiam, Reisque dele crimina.
In-the-just Increase grace, and-for-sinners blot-out SIns.

7.
Te, fons salutis Trinitas, Collaudet omnis spiritus:
Thee, fount of-salvation a-Trinity, may-praise every spirit:
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QUlbus Crucis victoriam Largiris, adde
(To those) to-whom of-the-Cross the-victory Thou-givest, give-also

praemium.
the-reward.

Hosanna Filio David

Antiphon for Palm Sunday

Hosanna fHio David: benedictus qui venit in nomine
Hosanna to-the-son of-David: blessed who comes in the-name

Domini. Rex Israel: Hosanna in excelsis.
of-the-Lord. King of-Israel: Hosanna In the-highest.

Pueri Hebra'eorum

Antiphon Sung During the Distribution of the Palms on Palm Sunday

1.

Pueri Hebraeorum, portantes ramos olivarum,
Children of-the-Hebrews, carrying branches of-olive-trees,

obviaverunt Domino, clamantes, et dicentes, Hosanna in
went-before the-Lord, shouting, and saying, Hosanna in

excelsis.
the-highest.

2.
Pueri Hebraeorum vestimenta prosternebant in via,
Children of-the-Hebrews garments cast-down in the-road,

et clamabant dicentes: Hosanna fHio David:
and shouted saying: Hosanna to-the-son of-David:

benemctus qui venit in nomine Domini.
blessed (is he) who comes in the-name of-the-Lord.

Gloria Laus et Honor

Responsory for the Palm Sunday Procession

Attributed to Theodulf, Bishop of Orleans (760-821)

Gloria, laus, et honor ubi sit, Rex Christe
Glory, praise, and honor to-Thee be, King, Christ, (and)



INTERLINEAR TRANSLATIONS

Redemptor:
Redeemer:

CUi puerile decus prompsit Hosanna Plum.
To-whom youthful beauty has-uttered Hosanna a-loving.
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Veni Creator

Hymn for Vespers and Terce of Pentecost and Throughout the Octave

Also Used as an Invocation to the Holy Spirit

Authorship Variously Ascribed to Rabanus Maurus, Charlemagne,

St. Ambrose, and St. Gregory the Great

1.

Veni Creator Spiritus, Mentes tuorum visita,
Come Creator Spirit, the-souls of-Thy (children) visit,

Imple superna gratia Quae tu creasti pectora.
Fill with-heavenly grace which Thou hast-created the-hearts.

2.
Qui dlceris Paraclitus, Alrlssimi donum Dei,
Thou-Who art-called the-Paraclete, the-mast-High gift of-God,

Fons vlvus, Ignis, caritas, Et spiritalis unctio.
The-fountain living, fire, love, and spiritual unction.

3.

Tu septi£ormis munere, Digitus paternae dexterae,
Thou sevenfold in-gifts, the-finger of-the-Father's right-hand,

Tu rite promissum Patris, Sermone ditans g6ttura.
Thou fitly the-promise of-the-Father, with-words enriching throats.

4.

Accende lumen sensibus: Infunde amorem cordibus:
Kindle light in-our-senses: pour love into-our-hearts:

Inflrma nostri corporis Virtute firmans perpeti.
The-weaknesses of-our body strength strengthening with-perpetual.
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5.

Hostem repellas longius, Pacemque dones
The-enemy mayest-Thou-drive-back afar, and-peace give

protinus:
straightway:

Ductore
As-a-Guide

, .
nOXlum.
evil.

sic te praevio, Vitemus omne
so with-Thee going-before (us) we-will-avoid everything

6.

Per te schtmus da Pattem, Noscamus
Through Thee we-may-know grant (that) the-Father, we-may-know

atque FHium,
and-also the-Son,

Teque uttiusque Spiritum Credamus omni tempore.
And-in-Thee of-both the-Spirit may-we-be1ieve for-all time.

7.

Deo Patti sit gloria, Et FHio qui a mortuis
To-God the-Father be glory, and to-the-Son who from the-dead

Surrexit, ac Paraclito, In saeculorum saecula. Amen.
Rose, and to-the-Parac1ete, forever-and-ever. So-he-it.

o Beata Trinitas

o beata Trinitas! Cordis Jesu charitas,
o blessed Trinity! of-the-heart of-Jesus love,

Immensae clementiae, Immensae sint gratiae,
boundless (Thy) mercy, boundless let-be (Thy) graces,

Aeterna sit gloria. Amen dicant omnia. Amen.
eternal may-be (Thy) glory. So-be-it let-say all. So-be-it.



INTERLINEAR TRANSLATIONS 283

Pange Lingua

Hymn for Vespers of the Feast of Corpus Christi

Also Used as a Procession Hymn of the Blessed Sacrament

The Last Two Verses Are Sung at Benediction of the Blessed Sacrament

Composed by St. Thomas Aquinas (1227-1274)

1.

Pange lIngua gloriosi Corporis mysterium,
Sing, O-tongue, of-the-glorious Body the-mystery,

Sanguinlsque pretiosi, Quem in mundi pretium
and-of-the-Blood Precious, which in of-the-world ransom

Fructus ventris generosl Rex effudit Gentium.
Fruit of-a-womb noble the-King shed of-the-Gentiles.

2.

Nobis datus, nobis natus Ex intacta Vlrgine,
To-us given, for-us born of a-chaste Virgin,

Et in mundo conversatus, Sparso verbi
and in the-world living, having-been-scattered of-the-word

semine,
the-seed,

Sui moras incolatus Mho clausit ordine.
His delays-of-dwelling in-a-marvellous He-closed manner.

(earthly-days)

3.

In supremae nocte coenae Recumbens cum fratribus,
On of-the-Last the-night Supper reclining with (His) brethren,

Observata lege plene Clbis in
having-been-observed the-law fully nourishment in-regard-to

legalibus,
legal,

Clbum turbae duodenae Se dat
as-food to-the-assembly twelve-in-number Himself He-gave
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Sola fIdes sufficit.
alone faith suffices.

suis manibus.
with-His-own Hands.

4.
Verbum caro, panem verum Verbo
The-Word (made) flesh, bread true by-(His)-Word

carnem efficit:
(His) flesh makes:

Fitque Sanguis Christi merum, Et si sensus
and-also-becomes the-Blood of-Christ the-wine, and if the-senses

deficit,
fail,

Ad firmandum cor sincerum
for strengthening the-heart SIncere

s.
Tantum ergo Sacramentum Veneremur cernui:
So-great therefore a-Sacrament let-us-venerate prostrate:

Et antiquum documentum Novo cedat ritui:
and the-old pattern to-new let-give-way rites:

Praestet fides supplementum Sensuum defectui.
let-furnish faith a-supplement of-the-senses to-the-weakness.

6.

Genitori, Genitoque Laus et jubilatio,
To-the-Father, and-to-the-Son praise and glory,

Salus, honor, virtus
,

Sit et benedfctio:quoque
salvation, honor, power also be and benediction:

Procedenti ab utroque C6mpar sit laudatio. Amen.
to-Him-Who-proceeds from Both-and equal he praise. So-he-it.

o Salutaris

Last Two Verses of "Verbum Supernum" Composed by
St. Thomas Aquinas (1227-1274)
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1.
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o Salutaris Hostia, Quae caeli pandis ostium,
o Saving Victim, Who of-heaven openest the-gate,

Bella premunt hostHia, Da robur, fer auxllium.
Attacks oppress-us hostile, Give (us) strength, bring (us) aid.

2.
Uni trinoque Domino Sit sempiterna gloria,
To-the-One and-Triune God Be eternal glory,

Qui vitam sine termino Nobis donet in patriae
Who life without end To-us gives In (our) native-land.

Ecce Panis Angelorum

Last Four Verses of the Sequence - "Lauda Sion"
Composed hy St. Thomas Aquinas (1227-1274)

1.

Ecce panis Angelorum Factus cihus viatorum:
Behold the-bread of-angels is-made the-food of-pilgrims:

Vere panis filiorum, Non mittendus canihus.
Truly (it is) the-bread of-children, not to-be-given to-dogs.

2.

In figUris praesignatur, Cum Isaac immolatur,
In figures it-was-prefigured, when Isaac was-immolated,

Agnus Paschae deputatur,
(When) the-lamb of-the-Pasch was-sacrificed, (and when)

Datur manna patribus.
was-given manna to-the-fathers.

3.

Bone Pastor, panis vere, Jesu, nostri miserere:
(0) Good Shepherd, Bread true, Jesus, on-us have-mercy:

Tu nos pasce,
(Do) Thou us feed,

nos tuere, Tu nos
(and) us protect, (Do) Thou us
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bona fac videre In terra viventium.
good-things make to-see in the-land of-the-living.

4.
Tu qui cuncta scis et vales, Qui nos pascis

(0) Thou Who all-things knows and can-do, Who us feeds

hic mortales:
here mortals:

Tuos Ibi commensales, Cohaeredes et sodales
Thy there guests, the-eo-heirs and the-intimate-friends

Fac sanctorum ClVlum. Amen.
make (us to be) of-the-holy (heavenly) citizens. So-be-it.

o Sacrum Convivium

Antiphon From the Office of the Blessed Sacrament

Composed by St. Thomas Aquinas (1227-1274)

o Sacrum convlvium in quo Chrlstus sumitur, recolitur
o sacred banquet in which Christ is-received, is-recalled

memOrIa passi6nis ejus, mens impletur gratia,
the-memory of-passion His, the-soul is-filled with-grace,

et futurae gloriae nobis pignus datur.
and of-future glory to-us a-pledge is-given.

Panis Angelicus

The Last Two Verses of "Sacris Solemnis" - Hymn for Matins

of the Feast of Corpus Christi

Composed by St. Thomas Aquinas (1227-1274)

1.

Panis angelicus fit panis hominum;
The-bread of-angels becomes the-bread of-men;

Dat panis caelicus figuris
Puts (literally: furnishes) Bread heavenly to-figures

Ores mirabilis, manducat Dominum
o thing wonderful, eats (his) Lord

terminum:
an-end:
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Pauper, servus, et humilis.
The-poor, the-servant, and the-lowly (man).

2.
Te trlna Deitas unaque p6seimus,
Thee Three Godhead and-One we-beseech,

Sic nos tu vlsita, sleut te eolimus:
That-so us Thou visit as Thee we-adore:

Per tuas semitas due nos quo tendimus
By Thy ways lead us whither we tend

Ad lucem quam inhabitas.
To (that) light which Thou-dwellest-in.

Adoro Te Devote

Hymn Composed by St. Thomas Aquinas (1227-1274)

1.

Adoro te devote, latens Deitas,
I-adore Thee devoutly, hidden Deity,

Quae sub his figuris vere Iatitas:
Who under these figures truly liest-hidden:

Tibi se cor meum tatum subjicit,
To-Thee itself heart my completely subjects,

QUia te contemplans, tatum deficit.
For Thee in-contemplating wholly it-is-lost.

5.

o memoriale mortis Domini,
o memorial of-the-death of-the-Lord,

Panis VlVUS vitam praestans homini,
O-Bread living, life giving to-man,

Praesta meae mentis de te vlvere,
Grant to-my soul on Thee to-live,

Et te lUi semper dulce sapere.
i\nd (grant that) Thou to-it ever s\veet taste.
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7.
Jesu, quem velatum nunc asplcio:
a-Jesus, Whom veiled now I-see:

Oro flat illud, quod tam Sttio:
I-pray may-be that, which so I-thirst-for:

Ut te revelata cernens facie,
That Thee unveiled seeing with-(Thy)-countenance,

Visu sim beatus tuae gloriae. Amen.
With-the-vision I-may-be blessed of-Thy glory. So-be-it.

Ego Sum Panis

Ego sum panis vlvus, qui de coelo descendi.
I am the-Bread living, which from heaven came-down.

Si quis manducaverit ex hoc pane vlvet in aeternum.
If anyone shall-have-eaten of this Bread he-shall-live forever.

Ave Verum

Probably Composed by Pope Innocent VI

Ave verum Corpus natum De Maria Virgine,
Hail true Body born of Mary the-Virgin,

Vere passum, immolatum In cruce pro
(Which) truly suffered, (and was) immolated on the-cross for

Flu.xit aqua et sanguine,
streamed with-water and with-blood,

in examine,
in the-testing,

Mariae.
of-Mary.

Mortis
(of heaven) of-death

pie! 0 Jesu fHi
loving! a Jesus Son

o Esca Viatorum

homine,
man,

Cujus latus perforatum
Whose side pierced

Esto nobis praegustatum
Be to-us a-foretaste

o Jesu dulcis! 0 Jesu
o Jesus sweet! a Jesus

1.

o esca viatorum, 0 panis angelorum, 0 manna coelitum!
o food of-travelers, a bread of-angels, 0 manna heavenly!
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Esurientes elba, Dulcedine non prlva corda
Th~-hungry feed, of-sweetness not do-deprive hearts

quaerentium.
o-f-seekers.

2.
o lympha fons amoris Qui puro Salvatoris E
o clear-water, fount of-love which pure of-the-Saviour from

corde proHuis,
the-heart flows,

Te sitientes pota, Haec sola nostra vota
Thee those-thirsting-for absorb, these only our offerings

His una sufficis.
in-these (gifts) in-a-singular-way Thou-fulfillest.

3.
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o Jesu, . tuum vultum Quem co1imus occultum Sub
o Jesus, Thy countenance which we-adore (is) hidden under

panis specIe:
of-bread the-species:

Fac ut, remoto velo, Post, Hbera
Grant that, being-removed the-veil, afterwards, free (us)

in coelo, Cernamus facie. Amen.
in heaven, (that) we-may-see Thy-face. So-be-it.

Adoro Te 0 Panis Caelice

1.

Adora te, 0 Panis caelice, 0 Domine, 0 Deus maxime.
I-adore Thee, 0 Bread heavenly, 0 Lord, 0 God most-great.

Chorus

Sanctus, Sanctus, Sanctus, sine flne Sanctus,
Holy, holy, holy, without end holy,

Semper tibi gloria sacra sit sub hostia.
Always to-You glory Sacred be in the-Host.
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2.
Nos famulos, 0 Deus, respice, Et gratia nos semper
Us (Your) servants, 0 God, care-for, and with-grace us always

refice.
strengthen.

o Panis Dulcissime

1.

o panis dulcissime, 0 fidelis animae Vitalis
a Bread most-sweet, 0 faithful (and) of-the-soul vital

refectio!
refreshment!

o Paschalis victimae, Agne mansuerlssime, Legalis oblatio!
o Paschal victim, Lamb most-gentle, Legal Oblation!

2.
Sumentem, cum sUmeris, Quia non
The-one-who-receives-Thee, when Thou-art-received because not

consumeris, Aeterne vivlficas.
Thou-art-consumed, eternally Thou-dost-vivify.

Nam reatum sceleris, Dono tanti muneris,
For, a-person-accused of-sin, with-a-gift of-such-great value,

Clementer puri6,cas.
mercifully Thou-dost-purify.

o Quam Suavis Est

o quam suavis est, Domine, spiritus tuus! Qui
o how sweet is, O-Lord, spirit Thy! (Thou) Who

ut dulcedinem tuam in fllios
in-order-that sweetness Thy to (Thy) sons-and-daughters

demonstrares, pane suavlssimo de coelo praestito,
Thou-mightest-show, in-Bread most-sweet from heaven coming,

esurientes reples bonis, fastidiosos, divites,
the-hungry fillest with-good-(things), fastidious, sumptuous,
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dimittens inanes.
leaving-aside (and) vain-(things).

o Cor Amoris

1.
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o cor amoris vlctima,
o heart of-love the-victim,

Mortalium solatium,
of-mortals the-solace,

Tu Trinitatis gloria,
Thou of-the-Trinity glory,

Cacti percnne g~udium,

of-heaven the-unceasing JOY,

Mortalium spes ultima.
of-mortals hope the-last.

2.
Jungit tibi se Filius,
joins to-Thee Himself the-Son,

In te quiescit Spiritus, In te Patti sunt
in Thee reposes the-(Holy)-Spirit, in Thee of-the-Father are

gaudia.
the-joys.

3.
Cor dulce, Cor amabile, Amore nostri saucium,
Heart sweet, Heart worthy-of-Iove, for-love our wounded,

Amore nostri languidum, Fac sis mlhi
for-love our longing bring-to-pass (that) Thou-be to-me

placabile.
propitious.

Ave Mundi Gloria

1.

Ave, mundi gloria, Virgo, mater alma, Ave,
Hail, of-the-world glory, Virgin, Mother gracious, Hail,

benignlssima!
most-kindly-one!

Chorus

Ave, Ave Marta, Ave, Ave Marta!
Hail, hail Mary, Hail, hail Mary J
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2.
Ave plena gratia, Angelorum Domina, Ave praeclarissima!
Hail full of-grace, of-the-angels Queen, Hail most-noble-one!

3.
Ave, deeus virginum, Ave, salus hominum, Ave,
Hail, glory of-virgins, Hail, salvation of-men, Hail,

potenttssima!
most-powerful-one!

4.
Ave, mater Domini, Genitrix Altissimi, Ave,
Hail, Mother of-the-Lord, Mother of-the-Most-High, Hail,

prudentissima!
most-prudent-one!

Salve Mater Misericordiae

Salve mater nlisericordiae, Mater Dei, et mater
Hail Mother of-mercy, Mother of-God, and Mother

veniae,
of-forgiveness,

Mater spei, et mater gratiae, Mater plena sanctae
Mother of-hope, and Mother of-grace, Mother full of-holy

laetitiae, 0 Maria!
joy, 0 Mary!

1.

Salve deeus humam generis, Salve Virgo dignior
Hail glory of-the-human race, Hail Virgin more-honorable-than

ceteris,
others,

Quae vlrgines omnes transgrederis, Et altius sedes
Who virgins all surpasseth, And higher sitteth

in superis, 0 Marfa!
In the-heavens, 0 Mary J
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2.
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Salve felix Virgo puerpera: Nam qui sedet in
I-Iail happy Virgin Mother: For He-Who sitteth at

Patris dextera,
of-the-Father the-right-hand

Caelum regens, terram et aethera, Intra tua se clausit
Heaven ruling, earth and sky, Within thy Himself hid

vIscera, 0 Maria!
womb, 0 Mary!

Ave Virgo Virginum

1.

Ave, Virgo virginum, Ave, lumen lfuninum, Ave, steI1a
Hail, Virgin of-virgins, Hail, light of-lights, Hail, star

praevia!
leading-the-way!

Chorus

Ave, Ave Marla,
Hail, Hail Mary,

Ave, Ave Mana!
Hail, Hail Mary!

2.

BenedIcta FHia, T ota plena gratia, T ota sIne
Blessed Daughter, Wholly full of-grace, \\'holly without

macula!
stain!

3.
Mediatrix hominum, Ablutrfxque cnminum, Ave, Virgo regia!
Mediatrix of-men, And-purifier of-offenses, Hail, Virgin royal!

Salve Regina Caelitum

Salve Regina caelitum, 0 Maria! Tuorum spes fidelium,
Hail Queen heavenly, 0 Mary! Of-thy hope faithful,

o Mana!
o Mary I
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Exsultate, cherubim, jubilate, seraphim, Salve, Salve, Salve Regina!
Exult, cherubim, rejoice seraphim, Hail, hail, hail Queen!

Maria Mater Gratiae

Mana Mater gratiae, dulcis parens clementiae,
Mary Mother of-grace, sweet Mother of-mercy,

Tu nos ab hoste protege, et mortis hora
(Do) Thou us from the-enemy protect, and of-death in-the-hour

suscipe.
receive-(us).

Te Joseph Celebrent

Hymn for Vespers of the Feast of St. Joseph and of
the Solemnity of St. Joseph

Author Unknown- Seventeenth Century

1.

Te, Joseph, celebrent agmina coelitum,
Thee, Joseph, let-praise the-hosts heavenly,

Te cUncti resonent christiadum chori,
Thee all let-praise christian choirs,

Qui clarus tneritis, junctus es fnclytae
Who renowned for-merits, were-joined to-the-glorious

Casto foedere VIrgini.
In-chaste bond Virgin.

5.
Nobis, summa TrIas, parce precantibus,
On-us, sovereign Trinity, have-mercy (Thy) suppliants,

Da Joseph meritis sIdera scandere:
Grant of-Joseph by-the-merits the-heavens to-ascend-to:

Ut tandem llceat nos tibi perpetim
That finally it-may-be-permitted-to us to-Thee forever

Gratum promere canticum.
A-grateful to-sing canticle.
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Tu Es Petrus

295

Tu es Petrus et super hanc petram aedificabo Ecclesiam
Thou art Peter and upon this rock I-will-build Church

,
meam.
My.

Oremus pro Pontifice

Oremus pro Pontlfice nostro, (Pio). Dominus conservet
Let-us-pray for Pontiff our, (Pius). The-Lord may-preserve

eum, et vivlficet eum, et beatum faciat eum in
him, and may-He-give-life-to him, and blessed make him on

terra, et non tradat eum in anlmam inimicorum ejus.
earth, and not deliver him to the-will of-enemies his.

Jesu Corona Virginum

Hymn for Vespers and Lauds of the Common of Virgins

Attributed to St. Ambrose (340-397)

1.

]esu, corona Vlrginum, Quem mater Hla concipit,
O-Jesus, crown of-virgins, Whom Mother that conceived,

Quae sola VIrgo parturit: Haec vota
\\7ho alone as-a-Virgin gave-birth-to-a-Child: these prayers

clemens acclpe.
graciously receive.

2.
Qui pergis Inter lilia, Septus choreis

(0 Thou) Who \valkest among the-lilies, surrounded with-choirs

Virginum,
of-virgins,

Sp6nsus decorus gloria, Sponsisque reddens
As-a-Spouse fittingly-adorned 'with-glory, and-to-the-brides giving

praemia.
gifts.
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3.

Quocumque tendis, Vtrgines Sequuntur, atque laudibus
Wherever Thou-goest, virgins follow, and in-praise

Post te canentes cursitant, Hymnosque dukes personant.
After Thee singing hasten, and-hymns sweet make-resound.

4.

1'e deprecamur supplices; Nostris ut addas sensibus,
Thee we-pray as-suppliants; to-our that grant senses,

Nesctre prorsus omnia Corruptionis vulnera.
They-be-ignorant-of completely all of-corruption the-wounds

5.

Vtrtus, honor, laus, gloria
Virtue, honor, praise, glory

Deo Patri cum Ftlio,
(be) to-God the-Father with the-Son,

Salva nos, Domine,
Save us, Lord,

Ut vigilemus
That we-may-watch

Sancto simul Paraclito, In saeculorum saecula.
with-the-Holy together Parac1ete, forever-and-ever.

Salva Nos Domine Vigilantes

vigilantes, custodi nos dormientes:
as-we-watch, guard us as-we-sleep:

cum Christo et l'equiescamus in pace.
with Christ and may-rest In peace.

Ultima in Mortis Hora

Ultima in mortis hora FHium pro nobis ora:
The-last In of-death hour (Thy) Son for us entreat:

Bonam mortem impetra, VIrgo, Mater, Domina.
A-good death obtain (for us), Virgin, Mother, Lady.

Ecce Sacerdos Magnus

Ecce sacerdos magnus, qui in diebus suis placuit Deo:
Behold a-priest great, ,\Tho in days his pleased God:

Ideo jurejurando fecit HJum Dominus crescere in
Therefore by-an-oath made him the-Lord to-increase among

plebem suam.
people His.
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y!. Benedictionem omnium gentium dedit Hli, et
The-blessing of-all nations He-gave him, and

testamentum suum confirmavit super caput ejus.
covenant His He-confirmed upon head his.

Te Deum Laudamus

1.

Te Deum laudamus: te Dominum confitemur.
Thee God we-praise: Thee the-Lord we-acknowledge.

2.

297

Te aeternum
Thee eternal

Pattem omnis
Father all

terra veneratur.
the-earth reverences.

3.
Tibi omnes Angeli, tibi caeli, et universae
To-Thee all the-angels, to-Thee the-heavens, and all

potestates:
the-Powers:

4.
Tibi Cherubim et Seraphim incessabili voce
To-Thee the-Cherubim and Seraphim with-unceasing voice

proclamant:
proclaim:

5.
Sanctus, Sanctus, Sanctus Dominus Deus Sabaoth.
Holy, Holy, Holy Lord God of-the-hosts (of heaven).

6.

Pleni sunt caeli et terra majestatis gloriae tuae.
Full are the-heavens and earth of-the-majesty of-glory Thy.

7.
lie gloriosus Aposto16rum chorus,
Thee the-glorious of-Apostles choir,
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8.

Te Prophetarum laudabilis numerus,
Thee of-the-Prophets the-laudable number,

9.

Te Martyrum candidatus hludat exercitus.
Thee of-the-Martyrs white-robed praises the-army.

10.

Te per orbem terrarum sancta confitetur Ecclesia,
Thee through the-circle of-the-earth the-holy acknowledges Church,

11.

Patrem immensae majestatis,
The-Father of-great majesty,

12.

Venerandum
Honored,

tuum verum
Thy true,

et unicum Filium,
and only Son,

13.

Sanctum quoque Paraclitum Spiritum,
Holy and-also the-Paraclete the-Spirit.

14.

Tu Rex gloriae Christe.
Thou (art) the-King of-glory O-Christ.

15.

T u Patris sempiternus es Filius.
Thou of-the-Father the-everlasting art Son.

16.

Tu ad liberandum suscepturus hominem:
Thou to free \\·hen-about-to-take-upon-Thyself man:

non horruisti \Tirginis uterum.
not didst-abhor of-the-Virgin the-womb.
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17.
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Tn devlcto mortis aculeo:
Thou having-subjugated of-death the-sting:

credentibus regna caelorum.
to-those-believing the-kingdom of-heaven.

18.

aperuisti
didst-open

Tu ad dexteram D'ei sedes, in gloria patris.
Thou at the-right-hand of-God sitteth, In the-glory of-the-Father.

19.
Judex crederis esse venturus.
The-Judge Thou-art-believed to-be (who) art-to-come.

20.

Te ergo quaesumus, tuis famulis subveni: quos
Thee, therefore, we-beseech, Thy servants help: \vhom

pretioso sanguine redemisti.
with-(Thy)-Precious Blood Thou-hast-redeemed.

21.

Aetema fac cum sanctis tuis in gloria
Everlasting make (them) with saints Thy in glory

, .
numeran.
to-be-numbered.

22.

Salvum fac populum tuum Domine, et benedic haeredimti
Safe make people Thy, Lord and bless inheritance

tuae.
Thy.

23.
Et rege eos, et ext611e l110s usque in aeternum.
And rule them, and exalt them continuously forever.

24.

Per singulos dies, benedicimus teo
Through each day, we-bless Thee.

(Day by day)
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25.

Et laudamus nomen tuum in saeculum, et in saeculum saeculi.
And we-praise name Thy forever, and forever-and-ever.

26.

Dignare Domine die isto I
peCC~ltO custodire.SIne nos

Deign Lord on-day this \\'ithout sin us to-lead.

27.

Miserere nostti Domine, miserere nostri.
Have-mercy on-us Lord, have-mercy on-us.

28.

Fiat misericordia tua Domine super nos, quemadmodum
Let-be mercy Thy, Lord, upon us, in-the-manner-that

speravimus in tee
we-have-hoped in Thee.

29.

In te Domine speravi: non conmndar
In Thee, Lord, I-have-hoped: (do) not let-me-be-confounded

in aetemum.
forever.

11. Benedicamus Pattem et Filium cum Sancto
Let-us-bless (God) the-Father and the-Son with the-Holy

Splritu.
Spirit.

W. Laudemus et superexaltemus cum in saecula.
Let-us-praise and let-us-exalt Him forever.

Yl. Benedlctus es Domine in firmamento caeli.
Blessed art-Thou, Lord, in the-firmament of-heaven.

Ill. Et laudabilis, et gloriosus, et superexaltatus in saecula.
And praiseworthy, and glorious, and exalted forever.

Y1. Domine exaudi orationem meam.
Lord, hear prayer my.
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I}.. Et clamor meus ad te veniat.
And cry my to Thee let-come.

y. Dominus vobiscum.
The-Lord with-you.

:We Et cum spiritu tuo.
And with spirit thy.
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Oremus.
Let us pray.

Deus, cujus misericordiae non est nUmerus, et
O-God, of-whose mercy no there-is number, and

bonitatis infimtus est thesaurus: pussimae majestatis
of-whose-goodness infinite is the-treasure: to-most-holy majesty

tuae pro collatis donis gratias agimus, tuam semper
Thy for given the-gifts thanks we-give, Thy always

clementiam exorantes; ut qui petentibus
mercy asking; inasmuch-as of-those-who-entreat (Thee)

postulata concedis, cosdem non deserens, ad
the-requests Thou-grantest, the-same not deserting, (but) for

praemia futura disp6nas. Per Christum
rewards future Thou-preparest (them). Through Christ

D6minum nostrum. ~". Amen.
Lord our. So-he-it.
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Ablution prayers, 190
Ablutions, 74, 175
Absolve Domine, translation, 261
Accent, independent of rhythm, 194; means

of expressing, 193; principal, 202, 207;
principal, importance of, 203 f

Accent and stress, 193 f
Accentualists, 113
Accidentals, in plainsong, 13 f, 212
Accompaniment, of plainsong, 53, 58 n,

59 n, 197
Active participation, see Participation
Adam of St. Victor, 116
Adoro Te Devote, basis of organum, 120;

translation, 287 f
Adoro Te, 0 Panis Caelice, translation, 289 f
Agape, 72
Agnus Dei, 58, 97; form, 188; history in

Mass, 187; from Mass IX, 11; significance,
188

A1cuin, 99, 104, 119
Alleluia, 58, 74, 90, 93, 115 f, 165 f, 243;

form, 167f; history in Mass, 167, 173;
significance, 168

Alma Redemptoris Mater, translation, 270 f
Altar, 51, 62, 165, 171, 173, 182 f; heav

enly, 182, 244; kissing and incensing of,
156 f, 161, 175; place in sacrifice, 173,
175; which is Christ, 62, 161

Amalarius of Metz, 104
Ambrose, St., 80, 82 f, 91 £, 175, 281, 295
Ambrosian hymn, 91 £, 273 £
Ambrosian Rite, see Rites, Western (Mil

anese)
Ambrosian style, see Ambrosian hymn
Amen, importance of, 162, 176, 184, 186;

origin of word, 74, 162

Anaphora, form of, 75; origin of word, 75
Antiphon, 58, 76, 157; in the Mass, 88,

see also Kyrie, Offertory, Communion
Antiphonale, 92, 95 ff, 102 f, 143, 147
Antiphonale Cento, Gregorian Antiphony,

see Antiphonale
Antiphons of our Lady, translation, 270 ff
Antiphony, antiphonal singing, 75 ff, 156,

173; and St. Ambrose, 91
Apodosis, 203 f, 207
Apostolic Constitution, of Pius XI, 18, 147;

faithful should sing the liturgy, 32, 147;
instrumental music, 49; moral aspect of
legislation in, 63; purpose of music in
liturgy, 237; on singing the liturgy, 32;
vocal and organ music, 49

Apostolic Tradition, of St. Hippolytus, 73,
82

Architecture, influenced by changes in par
ticipation, 108; influenced by "private"
Masses, 110

Arsis (arsic), 195, 198, 200; see also
Rhythm

Ars Nova, 130
Art, true, norm of music in liturgy, 51 ff,

57 f; standards of, 52
Arts, in early Middle Ages, 98; in late

Middle Ages, 100
Asperges Me, accompanying ceremonies,

154; origin in Mass, 154; translation, 258
Athanasius, St., 90, 159
Attende Domine, translation, 278
Augustine of Canterbury, St., 102
Augustine of Hippo, St., 4, 80, 90 f, 172;

and singing, 49
Authentic modes, see Modality
Authority, and its music, see Music in
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liturgy, partIcIpation, papal acts; and lit
urgy, 5, 18 f, 50, 55, 89, 118, 138, 178;
see also Unity with Christ in His authority

Ave Maria, Bach-Gounod's, 55 n; Schubert's,
55 n; translation, 272

Av~ MUtldi Gloria, translation, 291 f
Ave Regina Coelorum, translation, 271
Ave Vera Virginitas, 131
Ave Verum, translation, 288
Ave Virgo Virginum, translation, 293

Bach, Easter cantata, 117; Mass itz B Minor,
54

Baptism, 170, 183; and the Christ-life, 45 f;
dignity conferred by, 148; profession of
faith at, 169

Bar lines, 9 f, 12 f, 195
Basil, St., 80, 90
Beats, 8 ff, 200; compound, 207; simple, 8 £,

207; undivided, 8 f, 75
Beauty, see Art
Bell ringing, in the Mass, 181
Benedieamus Domino, 191
Benedict XV, Pope, 32, 143
Benedict, St., 80, 87
Benedietus, 58, 178
Bernard of Clairvaux, St., 83, 275 £
Bishop's Blessing, The, translation, 260 f
Bivirga, 8
Bread, breaking of, 71, 186 f; in the early

Eucharist, 71, 187; in the Last Supper,
71, 186 £; leavened and unleavened, 108 £,
123, 174

"Breaking of bread," 71, 186 f
Breviary, 138
Bull of John XXII, 127 f
Byrd, William, 136
Byzantine Rite, see Rites, Eastern

Calvary, Sacrifice of, s~e Sacrifice
Canon, 93; history in Mass, 178 ff; ongm

of word, 75; prayers of 180 ff; present
day form, 179; said secretly, 108, 123 £,
150, 179; see also Preface, Sanetus,
B~n~dietus

Canon and canonic imitation, 130; see also
Polyphony

Canticles, 74; see also Singing
Cantilena, 121
Cantus in direetum, 78
Cantus firm us, 120 f

Catechumens, dismissal of, 170 f; Mass of,
see Mass of the Catechumens

Cathedra, 165
Cecilian Society, 143
Chant, rendition of, 57 ff; see also Antiph

ony, Responsorial chant, Processional
chants, Gregorian chant

Chants, between Mass lessons, 165 ff; see
also Gradual, Alleluia, Tract, Sequence

Chants for the Dead, translations, 261 ff
Charlemagne, 99, 103 f, 105, 135, 281
Chironomy, meaning of, 6; see also Rhythm
Choir, 58; women in, 141; see also Schola

Cantorum
Christ, the divine Liturgist, 228; see also

Sacrifice (of Christ), Prayer (of Christ)
Christian spirit, se~ Christ-life, Participation
Christ ist erstranden, 117
Christ lag in T odesbanden, 117
Christ-life, 22, 25 f, 28 If, 31, 35 £, 38 f,

45 f, 60 £, 161, 170, 175 f, 192
Christmas, Gradual melody of, 242; in

liturgical year, 84
Chrodegang, of Metz, Bishop, 103
Chromatics, 13, 130
Church of the Assembly, 93, 162
Classical theory, see Modality
Clement of Alexandria, 83, 89
Climaeus, 7, 11, 111
Clivis, 7, 10, 111
Cluny, 175 f
Collect, 75, 93, 175 f; ceremonies, 162 f;

form, 162; history, 161 f; significance, 162
Common of day's liturgy, se~ Ordinary
Communion, Holy, cause and exterior sign

of unity, 185, 188; communal nature of,
185 f; early and frequent, 146; in the
Mass, 185 ff; and participation in the
liturgy, see Participation; prayers before,
107, 188; and sanctification, 185 f; under
one species, 132; see also Sacrifice-banquet

Communion Antiphon, 58; form, 190; his
tory, 189 f; significance, 190

Communion of Requiem Mass, translation,
262

Concelebratio sacramentalis and ceremoni-
alis, 96

Conduetus, 121
Confiteor, 107, 155
Congregational singing, 58, 159; of the

Antiphon, 76; of the Mass, 148 f, see
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Dominus tlobiscum, Kyrie, Gloria, Credo,
Sanctus, Benedictus, Agnus Dei; of Re
sponsory, 76, 166; see also listing under
Participation

Congregation of Rites, 138 f, 147, 178, 193
Consecration in the Mass, concentric circles

around, 180
Corporate worship, 56, 66 f, 97, 122 ff,

173; music in, 58 if; through the years,

96 f, 132 f, 140 if, 145 if; used in service
of Protestantism, 138; value and need, 27,
59 if; see also Participation, Worship of
God, Christ-life

Corpus Christi, sequence for, 116
Cotton, John, 119 f
Council of Laodicea, 82
Council of Trent, 118, 137 f, 140
Counterpoint, 130
Counting, rules for, 9 f; of the music of

Kyrie X, 207
Creator Alme Siderum, translation, 273 f
Credo, 58, 97, 171; ceremonies, 170; form

and content, 169 £; history, 107, 169;
significance, 170; translation, 256 f

Criteria of sacred music, see Music in the
liturgy, standards of

Crudelis Herodes, translation, 277 £
Custos, 8
Cycle of praise, see Liturgy, definition; Li

turgical year

Damasus, Pope, 90
"Dark Ages," 98 £, 106
de Machault, Guillaume, 130
De Sacramentis, 82
Descant, 120 f, 128
des Pres, Josquin, 131
Desrocquettes, Dom, 208
de Vitri, Phillipe, 119
Devotions, 29 f; and the liturgy, 110, 132;

"votive" Masses, 110
Dialogue Mass, 37, 149
Diatonic melodies, 13, 75
Didache, 73
Didascalia of the Apostles, 73
Dies Irae, 116; translation, 264 ff
"Discipline of the secret," 75, 108
Dismissal in the Mass, 170 f, 191
Distropha, 8
"Divine elements" in liturgy, 44, 71, 151
Divine Office, 48, 88; and Amalarius of

Metz, 104; continuing and applying work
of redemption, 3, 26; a liturgy, 3, 28, 47;
and the Mas~ Collect, 162; meaning of,
228; the prayer of the Mystical Body, 29,
35, 226, 228; the psalms in, 226 f; sacri
ficial aspects of, 26; sacrificial prayer,
25 f; and the spirit of the day, 227;
sung and said, 88

Divine Office, Hours of: origin of, 72 f, 75,
87 f; origin of Compline, 87; origin of
Lauds, 87; origin of Matins, 73, 87; ori
gin of None, 87; origin of Sext, 87; ori
gin of Terce, 87; origin of Vespers, 73,
87

Ditlini cultus sanctitatem, see Apostolic Con
stitution of Pius XI

Dominant of modal tonality, 209 f; ancient
and modern, 216 if, 221 f

Domine lesu Christe, translation, 261 f
Dominus tlobiscum, meaning of, 161; origin

of words, 74, 161; replaced by Pax tlobis,
161; use in Mass, 161, 171

Down-beat, see Rhythm
Doxology, 75, 190
Drama, liturgical or ecclesiastical, 117 f;

miracle and mystery plays, 118; opera
and oratorio, 135 f

Dufay, 131
Dunstable, John, 131
Duration of notes, see Time

Easter, 74 f, 83 f, 160, 167; Gradual melo
dy of, 242; sequence for, 116; translation
of sequence, 285 f

Ecce Nomen Domini, translation, 274
Ecce Panis Angelorum, translation, 285 f
Ecce Sacerdos Magnus, translation, 296 f
Edict of Milan, and liturgy, 79, 86 f
Ego Sum Panis, translation, 288
Ego Sum Resurrectio, translation, 264
Elevation, The, 179 f
Ember days, origin, 85
England, 99 £, 126 f; liturgy in, 102 f
Episema, 10 f, 113
Epistle, 39, 163 f, 242 £
Epistles of St. Clement, Barnabas, and Poly

carp, 73
Ett, Kasper, 143
Eucharist, 72 f, 78, 164, 177; celebrated on

Sunday, 83; early form of, 72; gift-offer
ing in the, 72
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Eucharistic prayer, 71, 179

Faith, 170
Faux-Bourdon, 120
Final of the mode, 209 f
Florid singing, 157; see Singing, florid
Fore-Mass, see Mass of the Catechumens
Fortunatus, 83, 278
France, 100, 103, 126; Gallicanism and

Jansenism in, 139 f; liturgy in, see Rites,
Western (Gallican)

Franco of Cologne, 119, 122
Frankish Rite, see Rites, Western (Gallican)

Gabrielli, Giovanni, 135
Gajard, Dom, 145
Gallicanism, 139
Gallican Rite, see Rites, Western
Gelasian Sacramentary, see Sacramentary,

Gelasian
Gelasius, St., Pope, 81, 83
Germanus, St., 173
Germany, 103 ff, 127, 133; and the liturgi

cal revival, 143; liturgy in, see Rites
(Gallican); Thirty Years' War in, 133,
139; vernacular hymns in liturgy, 139,
142

Gift-offering, in the Eucharist, 39, 72, 97,
123, 172 ff, 175 f, 182, 185

Gimel, 120
Gloria, 58, 97, 187; ceremonies, 161; form

and content, 160; history, 107, 159 ff;
significance, 160 f; translation, 255 f

Gloria Laus et Honor, translation, 280 f
Gloria Patri (doxology), 75, 156 f, 190
Glory of God, extrinsic, 45, 60 f; our hap-

piness and perfection, 35, 60, 244; the
purpose of Christ, 34 f, 45 f; through the
liturgy, 34 f, 60, 63, 149, 243

Gospel, 39, 163, 168, 190, 243; in the
Mass, 164 f; of St. John in the Mass,
107, 191 f; sung by the deacon, 93

Grace, xi, 26, 28, 34, 36, 45 f, 48, 60 f, 67,
175; see also Holiness, Participation,
Christ-life

Gradual, 58, 92 f, 243; form, 166 f; history
in Mass, 166; significance, 167

Graduale, 96, 144
Gradual of Requiem Mass, translation, 261
Greek, influence on liturgy, 75; use in litur-

gy,89

Gregorian chant, accidentals in, 13 f, 212;
accompaniment of, 53; barometer of
religious fervor, 66; and the Medicean
Graduale, 139, 145; official music, 4, 57;
origin of, 4 f; and participation, 18 f, 32,
66, 132, 138, 149; rendition of, 57 ff;
rhythm of, sec Rhythm; scales, see Mo
dality; unity expressed through, 5; Vati
can Edition of, 146 f; word music, 192,
203; see also Participation

Gregorian chant, mechanics of: the bars,
12 f; clefs used in notation, 6, 8, 214;
keys used in notation, 14, 211 f; the
notes, 6 ff; the scales, 13 f; the staff, 6,
112; the time, 8 ff; the time, rules for
counting, 9 f

Gregorian Sacramentary, see Sacramentary
Gregory I, the Great, St., 5, 80 f, 83, 87,

91 ff, 95, 101, 104, 158, 167, 173, 179,
281

Gregory VII, Pope, 101, 105
Gregory Nazianzen, St., 90
Gueranger, Dom, 144
Guido of Arezzo, 6, 112, 119 f

Half step, 13 f
Hanc igitur, 181
Harmony, modern, 57, 136, 154
Hebrew liturgy, see Liturgy of the Hebrews
Heresies, early, 80
Hermanus Contractus, 83, 119, 270, 272
Hilary, St., Pope, 94
Hilary of Poitiers, 83, 90
Hippolytus, St., 73, 82, 86
Holiness, 46 f, 60 f; and participation, 31 if,

35 f, 38 f, 47, 59 ff, 151; see also Christ
life, Sacrifice, Will of God, Grace

Holy Communion, see Communion
Holy Spirit, 68; guiding the Church, 55,

64, 147, 163, 243; Love of Father and
Son, 22; Mass prayer to, 174

Holy water, 154
Hosanna, 178
Hosanna Filio David, translation, 280
Hotchet, 121, 128
Hours of Divine Office, see Divine Office
Humanism, 129, 138
Hymn, to the Creator, 89; in honor of St.

John the Baptist, 112
Hymnarium, 96
Hymns, 37, 55 n, 56, 82 f, 90 f, 139 f, 142,
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149; Ambrosian (Milanese), 91 f, 273 £;
used by heretics, 82; used in teaching,
65 f, 74; su also individual titles "for
translations of hymn

Ictus, or ictic note, 9 f, 195, 198, 200 f, 204
Incarnation, 21 f, 24 ff; purpose of, 45 f;

in use, see Christ-life
Incense, 156, 164 f; use of, 74, 174 f, 181
Incisa (Incise), 12, 195; composite rhythm

of, 201; final note of, 198; in a member,
201 f

Individualism, 127, 129; defined, 134 f; in
general society, 135; in religion, 132 f,
134 f, 137, 140

Innocent II, Pope, 116
Innocent III, Pope, 101, 268
Innocent VI, Pope, 288
In Paradisum, translation, 263
Instrumental music, in the liturgy, see

Music in the liturgy; rise of, 135
Interlinear translations, 16, 89, 255 ff
Introduction, musical, 197
Introit, 58, 111, 155, 173, 190; form, 157 f;

history, 156 f; of Requiem Mass, 76 f;
significance, 158

Ireland, early culture in, 99; liturgy in, 103
Irenaeus, St., 73
Isaac, Heinrich, 136
Isidore of Seville, 119
Italy, and the Milanese Rite, 105 f; and the

"new learning," 128 f; receives Greek
scholars, 127 ff; and the Roman Rite,
105 f; and secular music, 139

lte missa est, 191; trope, 115

Jacopone da Todi, 116
Jansenism, 139, 141
Jausions, Dom, 144
Jerome, St., 80, 90, 167
Jesu Corona Virginum, translation, 295 f
lesu Dulcis Memoria, translation, 275 f
lesu Redemptor Omnium, translation, 274 f
Jem Rex Admirabilis, translation, 276 f
Johannes de Garlandia, 119
John the Archicantor, 103
John the Baptist, 188
John XXII, Pope, Bull of, 127 f
Jubilus, 90 ff, 168; see also Singing, florid
Justin Martyr, St., 73

Kissing of altar, 156 f, 161
Kiss of peace, in Mass, 188
Kyriale, 97, 115, 123, 147, 191
Kyrie, 58, 97
Kyrie eleison, 58, 93, 97; ceremonies, 159;

form in Mass, 159; history in Mass,
158 f; origin of words, 75; significance,
159 £; tropes, 115, 159

Language in the liturgy, Greek, 89; Latin,
15 f, 89, 122; vernacular, 89, 122; see
also Greek, Latin

Lassus, Orlandus, 136
Last Blessing, 107, 191
Last Supper, hymn in, 71; nucleus of our

liturgy, 71
Latin, official language, 4, 89, 122; pro

nunciation of, 15ff, 231; rhythm of
words in, 198; syllabication of words in,
17 f; use in liturgy, 89; see also Lan
guage in the liturgy

Lauda Sion, 116
Laudate Dominum Omnes Gentes, 71
Lavabo, 107, 175
Lay participation, see Participation, Cor-

porate worship, Congregational singing
Lectionary, 96
Leonine Sacramentary, see Sacramentary
Leo XIII, Pope, 145
Les Melodies Gregoriennes, 144
Lessons, Epistle, significance and ceremonies,

39, 163 f, 243; Gospel, 39, 190, 243;
readings in early liturgy, 72, 163

Leviticus, Book of, and liturgy, 83
Libera me, 116; translation, 263
Liber Gradualis, 96, 144
Links, rhythmic, see Rhythm
Liquescent, 6, 8
Litany, form of, 75; relic in Kyric, 158
Liturgical books, 81 ff, 96 f; see also Sacra-

mentary, Breviary, Missal, Lectionary,
Graduale, Antiphonale

Liturgical drama, see Drama
Liturgical language, see Language in the

liturgy
Liturgical life, 47 f, 68; see Living the

liturgy, Christ-life, Holiness, Participa
tion, Sacrifice

Liturgical music, periods of, 69 ff; see also
Music in the liturgy

Liturgical prayer, see Prayer
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Liturgical revival, 143 ff
Liturgical text, 53 f, 56, 58 f, 237 f; im

portance of, 231 f; and its music, 75 f,
237 f; and music, 56; see also Divine
Office, Proper, Music in the liturgy,
Language

Liturgical uniformity, ue Rites, Roman,
uniformity in; see also Liturgy, uniform
ity in

Liturgical year, development, 31, 46 fI, 51,
66 f, 83 fI, 227; presents Christ, xi, 46 fI,
51, 66 f, 83 fI; sanctoral cycle, 47f, 84;
Sunday Sabbath, 83; temporal cycle, 47 f,
83 f

Laurgua/ Yea~ The, 144
Liturgy, xiii, 85; Christian, ongm of, 25,

43 f, 70 if; definition, 3, 28, 41, 65;
"divine elements" in, 43 f, 71; Greek in
fluence on Christian, 75; Hebrew influ
ence on, 74 ff, 175; "human elements"
in, 44, 101; needed by man, 3, 20, 22 f,
25 if, 28 f, 30 f, 32 if, 38 f, 46 f, 59 f, 65,
67, 149, 151; offering in, 108; of the
Old Law, 23 f; origin of word, 3, 75;
presents Christ to us, 38 f, 46 n, 47 f,
164; purpose of, 46 fI, 226 fI; Roman
adaptation of, 104; and sanctification,
147; sources of information, 73; uni
formity in, 73, 80, 86, 89, 101 f, 104,
109, 111, 137 f; see also Rites

Liturgy of Divine Office, see Divine Office
Liturgy of the Hebrews, 23 f, 70 f; offered

by Christ as man, 43, 70 f
Liturgy of the Mass, 42 f; diagram of, 153;

outline history of, 154 fI; see also Mass
of the Catechumens, Mass of the Faith
ful, Liturgy, Ordinary, Proper, Sacrifice,
Participation, Prayer, liturgical, Low
Mass

Liturgy of the Old Law, 70 f; offered by
Christ as man, 70, 71

Liturgy and sanctification, see Liturgy,
needed by man, Participation, Sacrifice,
Holiness

Living the liturgy, 151; see also Holiness,
Participation, Sacrifice

Low Mass, 96, 109 fI, 137
Luther, 133 f
Lux aeterna, Communion of Requiem

Mass, translation, 262

Manuscripts, 6, 123, 127; set also Chant
notation

Maria Mater Gratiae, translation, 294
Mass, High, Pius XII on, 149; Low, 96,

109 fI, 137; see a/so Liturgy of the Mass,
Proper, Ordinary, Mass of the Cate
chumens, Mass of the Faithful, Sacrifice,
Prayer, Participation, Mediator Dei en
cyclical

Mass of the Catechumens, 38 f; early form,
72; God talks to man, 163 fI; man talks
to God, 154 if

Masses, private, 110 f
"Masses" of the masters, 53 fI
Mass of the Faithful, 39, 108, 165, 170 if;

early form, 72; man gives to God, 171 fI,
184 ff

Mass stipends, 60, 123
Mass titles, from first words of Introit, 157;

from Kyrie tropes, 115; High Mass, 137;
Missa cantata, sung Mass, 37; missa reci
tata, 149; missa redtala, dialogue Mass,
37; Pontifical Mass, 37; Solemn Mass,
High Mass, 37, 109, 111, 165

Mechanics of the chant, see Gregorian
chant

Mediator Dei, encyclical of Pius XII, 18;
chant and polyphony, 132; Christ living
in men, xi, 35; and Christ the Priest,
xi, 25; Church's desire for our perfec
tion, 47; congregational singing, 18 f,
64; devotions, 30; devotions are not op
posed to liturgy, 29 f; devotions increase
love of liturgy, 30; Divine Office, 26, 86;
Divine Office, participation in, 35, 228;
Holy Spirit working in prayer, 30; liturgi
cal life must be lived, 47, 151; liturgical
year, 47 f; liturgical year presents life of
Christ to us, 47 f; music in the liturgy,
18 f, 51; music in the liturgy, modern
music, 57; participation and the faithful,
33; pastors and active participation, 33;
prayer, devotional and liturgical, 29 f, see
Liturgy; sacraments, 26, 30, 185; sacra
ments, dignity given by Baptism, 148;
sacraments, Holy Communion, source of
union in and with Christ, 185; sacrifice of
Christ, xi, 24 fI, 34; sacrifice of the
Church, 25; sacrifice of the Mass, 25 f;
sacrifice of Old Law, 23; singing, pur-
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pose of, in liturgy, 51, 237; singing, and
unity in Christ, 18 f

Mediatot' Dei, Liturgy: applies merits of
Cross, 34; calls to mind mysteries of
Christ, 35; divine and human elements
in, 44; efficacious means of sanctity, 34 f;
of importance to sanctification of souls,
149; the prayer of Christ and His mem
bers, 28, 41; as prayer of Mystical Body,
3; prolongs priestly mission of Christ,
25 f; and sanctification of souls, 27

Mediator Dei, Participation in the liturgy:
33, 35, 60, 149; desired by the Church,
60; and the faithful, 27, 33, 108; in
Holy Communion, 185; means of pro
moting: dialogue Mass, 37, 149; High
Mass, 37, 149; hymns, 37, 142; missal,
37, 142, 149; sung Mass, 37; our indi
vidual need of, 34; regulated by bishops,
149; and sanctity, 35, 149; union with
Christ and His priest, 149; voiced, 36 f;
as we offer ourselves, 35 f, 44, 148; see
also listings under Mcdiator Dei

Mediator Dei, Worship of God: interior
and exterior, 35; in mind and heart, 32 f;
by priest and people in liturgy, 33, 108;
with Christ, 28, 41, 148; see also Media
tor Dei, Participation in the liturgy

Medicean Graduale, 139, 145
Melismatic singing, see Singing, florid
Melodies, early Christian, 4, 74, 76; sung by

Christ, 70 f
Member, 12, 195; composite rhythm of,

201 f; of Mystical Body, see Mystical
Body

Mensural system, 122
Mensuralists, 122; school of cham rhythm,

114
Metz, 103 ff, 113
Milan, Edict of, see Edict
Milan, liturgy of, see Rites, Western (Mil-

anese)
Milanese Rite, see Rites, Western
Miracle plays, 118
Missa Ave J.laris Stella, 131
Missal, 31, 48, 67, 81, 96, 109, 137 f;

of Pope Pius V, 109, 137, 155; Roman
(Missale plenarum) , 110, 137; use of by
laity, 31, 142, 149; in the vernacular, 89,
141, 149; vernacular translations of, 89

Mocquereau, Dom, 105, 114, 144, 195
Modality, 119, 208 ff; authentic modes, 92,

209; authentic and plagal, compared and
contrasted, 213 f; classical theory of, 208;
modal scales, 13, 208 f, 210; modal
scales, ancient and modern dominant,
216, 218, 222 j modal scales, dominant
of, 209 f; modal scales, final of, 209 f;
modal scales, range of, 209 f; mode de
fined, 209; pentachord and tetrachord in,
209 f, 212; plagal modes, 209

Modal scales, see Modality, Psalmody
Mode, modulation, 223 f; transposed, 215
Mode I, range, final, dominant, and char-

acteristics of, 210 if, 214
Mode II, range, final, dominant, and char

acteristics of, 213 f
Mode III, range, final, dominant, and char

acteristics of, 216 f
Mode IV, range, final, dominant, and char

acteristics of, 217 if
Mode V, range, final, dominant, and char

acteristics of, 219 f
Mode VI, range, final, dominant, and char

acteristics of, 220 f
Mode VII, range, final, dominant, and char

acteristics of, 221 f
Mode VIII, range, final, dominant, and

characteristics of, 222 f
Modern music in liturgy, see Music in the

liturgy, types of, allowed
Modes, scheme of, 225; table of, 224
Mohammedanism, 99, 101
Monasteries, center of culture, 104; and

notation, 112; and "private" Masses, 110
Mora vocis, 205 f
Moral force of music legislation, see Music

in the liturgy
Motet (motetus) , 121
Motu Proprio, active lay partICIpation in

liturgy, 31, 59 f; Church and active lay
participation in liturgy, 146; Church de
sires active participation in liturgy, 31,
37; decrees on liturgical music, 50; leg
islation on sacred music, 37, 50; legis
lation on sacred music, moral aspect of,
62 f; liturgical text as in the liturgy,
54, 56; liturgical text and the vernacu
lar at sung Mass, 142; music allowed in
liturgy: chant, 56 f, 132, 140; classic
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polyphony, 57, 132; instrumental music,
49 n, 135; modern music, 57, 140;" vocal
and organ music, 49, 135; music in lit
urgy, purpose of, 48 f, 50, 237; music
in liturgy, regulated, 37; sacred music,
integral part of liturgy, 49; on Sacred
Music of St. Pius X, 18, 146f, 150;
soloists in the liturgy, 58; standards of
liturgical music, 50 f

Mozarabic Rite, see Rites, Western
Munda cor meum, 164
Musica ficta, 130
Music commissions, diocesan, 55
Music in the liturgy, 41, 64, 88; affected by

the age, 66 f; attitude of early Fathers
toward, 82 f, 89 f; chant and participa
tion, 66, 122 f, 124, 132, 147, 149; holi
ness of, 51, 57; influence on form of lit
urgy, 49, 65; instrumental music, 49 n,
58 n, 59 n, 78, 90, 135, 138 f; integral
part, 49 f, 51, 165; liturgical music de
fined, 3, 140; moral force of legislation
on, 62 f; and participation, 37 f, 57 ff,
78; part music, 127, 132, 136 f; purpose
of, 4, 38, 48 ff, 53, 58, 66, 237, 243;
rendition of, 57 ff; secular spirit in, 138 f;
spirit of, 3 f, 48 f, 243; standards of, 50 ff,
66, 137; types of, allowed, 49 n, 56 f,
132, 135, 140; universality of, 50 f, 55,
57; see also Periods of liturgical music

Mysterium, 75
Mystical Body, xii, xiii, 69, 101, 173, 178,

183; Christ-life in, 21 f, 47; effect of
individualism on, 127, 134 f, 140 f; effect
of nationalism on, 129, 134; encyclical of
Pope Pius XII, see Mystiei Corporis;
Head of, in the liturgy, 181 f; Head
and members, 3; living as members of,
151 f; prayer of, see worship of; song of,
237; song of, see Music in the liturgy,
Participation; union in Head and mem
bers, 185, 188, 237, 244; and the work
of Redemption, 34, 42, 182, see Sacrifice,
Participation; worship of, 41, 62, 85, 182,
see Liturgy, Prayer, Participation

Mystiei Corporis, Pius XII: xii, 29, 148; all
prayer helpful to Mystical Body, 29; lit
urgy excels any other kind of prayer, 29;
members help in work of Redemption,
42 n

Nationalism, 129, 131, 134

National schools of music, 129, 131, 136
National states, 126, 129, 134
Neums, 6 ff, 10 ff, 111 f, 113, 194 n; ex

pressive, 7 f, 11, 194 n; rules for count
ing, 9 f; shape of, 112

New Testament, 73, 83, 163; see also Epis
tle, Gospel

Norms of liturgical music, see Music in the
liturgy, standards of

Notation, Gregorian: 6 ff; clefs used in, 6,
8; key used in, 14, 232; of melody,
111 ff; named after chant centers, 122;
result of, 112 f, 124 f; of rhythm, 113 f;
staff, 6

o Beata Trinitas, translation, 282
o Cor Amoris, translation, 291
o Esca Viatorum, translation, 288 f
Offering, in the Canon of the Mass, 184,

189; in the collection, 176; in gifts, 60,
72, 97, 109, 157; in the liturgy, 29, 108;
in Offering of the Mass, 176, 189; see
also Sacrifice, Offertory, action, chant

Offertory, 111; action, 172; action, signifi
cance' 173 f; Antiphon, 58; chant, early
form, 173; chant, history, 172 f; chant,
present form, 174 iI; of the Mass, 171 ff;
prayers, 107, 174 ff; of the Requiem
Mass, translation, 261 £

Office, see Divine Office
Okeghem, 131
Old Testament, 23, 74, 163; see also

Psalmody, Lessons, Gradual, Alleluia,
Tract

o Panis Dulcissime, translation, 290
Opera, Masses in concert style, 53 ff, 136;

Masses in operatic style, 135 f, 139; rise
of, 135 £

o Quam Suavis Est, translation, 290 f
Oratorio, rise of, 135 f
ceOrder in movement," su Rhythm
Orders of rhythm, 195 f
Ordinary of the Mass, 137; in chant, 97,

122 f, 178; in harmonized Masses, 178;
in polyphony, 130, 132, 137; see also
Kyrie, Gloria, Credo, Sanetus, Benedietus,
Agnus Dei

Oremus Pro Pontifia, translation, 295
Organ, 49, 58 n, 59 n, 135
Organist, see Accompaniment
Organum, 119 f, 128
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Oriscus, 8
Orphanotrophium, 95
o Sacrum Convivium, translation, 286
o Salutaris Hostia, translation, 284 f

Paleographie Musicale, 144
Palestrina, Pierluigi @a, 57, 136
Pange lingua gloriosi, translation, 283 £
Panis Angelicus, translation, 286 £
Papacy, 98, 133
Papal acts, and the liturgy, 30 ff
Parce Domine, translation, 278
Paris, song school of, 105; university of,

100
Participation, xiii,S, 18 f, 28 ff, 58 ff, 67,

89, 97, 146; in the Agnus Dei, 58, 187 f;
in the Amen, 184; Benedict XV on, 32; in
the Benedictus, 178; consists in offering
with Christ, 35 f, 38, 44; corporate wor
ship in, 26 f, 58 ff, 65, 109, 123 f, 125,
138; in the Credo, 58, 169 f; in the Divine
Office, 35, 226 ff, see Divine Office,
Psalmody; in the Gloria, 58; and the
glory of God, 34 f, 39, 60 f, 226 f; in
dividual responsibility, 150 f; interior and
exterior, xii, 35 f, 243; in the Kyrie, 58,
158 f; manner of, 44; man's need of, 34;
Mass stipends, in, 60, 123, see Offering;
and the Missal, 31, 141 f, 149, see Mis
sal; and modality, 208; music in, see
Music in the liturgy and participation;
nature of, 34 ff; need of, 151; offering
with Christ, 60, 173 f, 182, 184; our
need of, see Liturgy, needed by man;
papal acts on, 30 ff; papal warning con
cerning, 149; passive, 37, 123 f, 141; in
the Pater Noster, 186; Pius XI on, 32;
Pius XII on, 18 f, 32 f, 34 £, 60, 64, 148,
228; and reception of Holy Communion,
36, 39, 43, 60, 97, 182, 185 f, 189; re
sponsibility of Bishops, 150; St. Pius X
on, 30 f, 35; sanctification, xi, 31 f, 34 ff,
45 ff, 148; in the Sanctus, 57, 177 £;
in sung responses, 58, 137, 161, 171,
177; through the years, 96 f, 122 ff,
132 f, 140 ff, 145 ff; voiced, xii, 36 ff,
58, 60, 78, 108, 122 f, 132 f; by the
Whole Christ, 59, 125, 149, 182

Part-singing, early forms, 119 ff
Pater Noster, 93, 186; translation, 257 f
p~triarch;1:1 R~tes~ 6a

Paul, St., 65, 74, 86
Pax vobis, 74, 161
Pentachord, 209 ff
Pentecost, feast of, 84; Sequence for, 116
Pepin the Short, 99, 103
Perfection, see Holiness, Grace, Christ-life
Period, musical, 12, 195; (phrase) in music,

202
Periods of liturgical music, 69, 144; deca

dence, 126 ff; diffusion, 98 ff; formative,
69 ff; loss of chant, 133 ff; restoration,
143 ff

Perosi, 146
Pes (podatus) , 7, 10, 111
Philip Neri, St., 136
Pius IV, 137
Pius V, 155, 191
Pius X, St., and catechetics, 146; and the

liturgy, 30 ff, 146 f, see Motu Proprio;
and the Missal, 31, 142; motto of, 146

Pius XI, Pope, and the liturgy, see Apos-
tolic Constitution

Pius XII, Pope, and the liturgy, 32 f, 148 ff,
151; see also Mediator Dei, Mystici
Corporis

Plagal modes, see Modality
Plainchant, plainsong, see Gregorian chant
Pliny, 73, 86
Podatus, see Pes
Polyphony, and polyphonic writing, 57,

130 ff, 136 ff
Pontifical School of Sacred Music, 147
Porrectus, 4, 7, 11, 111
Postcommunion, 176; prayers, 190 f
Pothier, Dom, 113 f, 144, 146, 193
Prae/atio, 75
Praise, cycle of, see Liturgy, Liturgical

year; prayer of, 160, 177, 229; prayer of,
enjoined in the New Testament, 227;
prayer of: enjoined in the Old Testa
ment, 226 f; singing of, 211; see Gloria
Patri, Gloria, Worship, Prayer, Divine Of
fice, Sacrifice, Eucharist; in song, 66;
work of, 228, see Divine Office

Prayer, 68; of Christ, 24 f, 42 ff; effect in
the world, 61 f; liturgical, 3, 18, 23, 25 f,
28ff, 31ff, 36ff, 41, 46, 65, 148f,
226 ff, see Participation, Mystical Body;
of the Mystical Body, 27; private, 28,
29 f; private, psalms in, 226; remem
p~~nc~ of t~~ de~d, 183 ~ ~em~m~f~Il~<':
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of the living, 180 f; service of, in the
Mass, see Mass of the Catechumens;
sung, 4 f, 18 f, 49, 57 ff, 97

Prayers at Communion, translation, 258
"Prayers of the faithful," 171
Prayers at the foot of the altar, 107, 154 f
Preceptive regulations, 62 f
Preface (anaphora), 176 f; form of, 75
Pressus, 7, 11
Priesthood, lay participation in, 621l, 108,

123f, 141, 171f; powers of, 62, 108,
123 f, 141

Principal accent, see Accent
Procession, Communion, 97, 157, 189; In

troit, 97, 157; Of!ertory, 97, 109, 123,
157, 172, 173 f; of Palm Sunday, 86,
107; in station observance, 93 f, 158

Processional chants, 88 f, 97, 102, 156 f,
172 f, 189 f

Proper, of day's liturgy, 58, 94, 138; plain
song, how chosen, 238; plainsong, a
means of grace, 238; plainsong, textual
and melodic references in, 238 ff; see
also Introit, Collect, Lessons, Offertory,
Secret, Communion, Postcommunion

Proske, Karl, 143
Protasis, 203 f, 207
Protestant Revolt, 126, 132 ff, 138, 143
Psalm 64, translation, 77
Psalmody, 57, 70, 226 ff; antiphonal and

responsorial, 76 ff, 89; cantus in direc
tum, 78; in Jewish service, 70 f; in litur
gy, 71, 74, 89, 237 f; place in the litur
gy, 74, 88, 226 ff; psalm tone, 228 f,
232 ff; psalm tone, parts of, 228 f; psalm
tone, relationship to Mode of the anti
phon, 229; St. Augustine and, 90 f; tech
niques of, 228 ff

Psalms, 39, 156, 165, 173, 190, 228ff;
author of, 226; place in liturgical prayer,
226; praise of God through, 226 f; teach
ing through, 65, 90, 237 f

Psalterium, 96
Pueri Hebraeorum, translation, 280
Punctum, 6 if

Quem quaeritis, trope, 118
Quilisma, 6 f, 11, 111

Rabanus Maurus, 119, 281

Ravanello, 146
Readings in the liturgy, see Lessons
Regina Cadi Laetare, translation, 271 f
Regulations, moral aspect of, see Music in

the liturgy
Religious music, 53; see also Art, Music in

the liturgy, Chant, Polyphony
Renaissance, 126 f
Requiem aeternam, Gradual of Requiem

Mass, translation, 261
Requiem Mass, 167, 171; Agnus Dei in,

187; final blessing in, 191; Gradual, 215;
Introit, 76 f; kiss of peace in, 188;
Requiescat in pace, 191

Responses, see Participation, Translations
Responsorial, 96, 103
Responsorial chant, 75 if, 89, 92, 166, 173
Responsories, 58
Responsory, see Responsorial chant
Rest, in notation, 9, 12
Rhombus, 6
Rhythm, 9, 12, 59, 76, 120 f, 128; af

fected by experimentation, 119 if, 127 f,
130; affected by mensural system, 122,
130; character of beats in, 198; compos
ite, 195, 199 if, 201 f, 207; defined, 194;
down-beat, 9 f, 195; dynamic link, 204;
elementary or simple, 195 if, 207; free,
9, 120 f; greater, 195 f, 202; of impor
tance in expressing thought, 59; of the
incisa, 200 f; link of articulation in,
205 f; means of expressing, 193 f; me
lodic link in, 203; of the member, 201 f;
modern schools of chant, 113 f, 193;
natural, 195; nature of, 193 ff; prelim
inary movement in, 197; proportional
link in, 203; in psalmody, 230 f; rhythmic
link in, 204 f; rules for determining
nature of compound beat, 201; rules for
locating principal accent, 202; signs
rhythmical, 193; simple, composite, com
pound, and contrasted, 199 fl, 207;
Solesmes theory of, 114, 194 f; sum
mary and application to Kyrie X, 207;
and tempo, 199; and time, 196; up-beat
in, 9

Rhythmic notation, 113 f
Rhythming, of syllabic chant, 198 f
Rites, 44, 67 ff, 169; patriarchal, 68

Eastern: 68, 80, 86, 102, 107, 191; AI-
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exandria, 68; Antioch, 68, 80; Byzan
tine, 68

Western: 68 f, 76; Celtic, 107; and
chants, 105; Gallican, 68 f, 86, 102 if,
172 f; Milanese (Ambrosian), 69, 86,
91 f, 102 if, 172 f; Mozarabic, 69, 102,
105; Roman, see Rites, Western,
Roman

Rites, Western, Roman: 67, 68 f, 172, 186;
adaptation of, 104; early, active partici
pation in, 96 f; early, attitude of Fathers
toward music in, 89 if; early, Divine
Office in, 86 ff; early documentary evi
dence of, 80 ff; early, hymns in, 82 f;
early, liturgical year and accompanying
rites, 83 tI; early, schola cantorum, 94 if;
early, some liturgical developments, 88 f;
early, station processions in, 93 f; other
Medieval Rites, 68 f, 109; Romano-Galli
can, 104, 106 if, 122; spread of, 101 if;
spread of, in England, 102 f; spread of,
in Gaul, 103 if; spread of, in Italy, 105 f;
spread of, in Spain, 105; uniformity in,
73, 80, 86, 101, 104, 109, 111, 138

Rites and music, 65 ff
Romanian letters, 113
Roman Ordo, 82
Roman Ritual, 67; see also Rites
Romanus, 113
Rorate caeli, translation, 274
Rosary during Mass, 142, 142 n
Royal chapels, 131
Rules, for counting time, 9 f; for determin

ing nature of compound beat, 201; for
locating the principal accent, 202; for
syllabication, 17 f

Sacramentary, 81, 96; Gelasian, 81, 103;
Gregorian, 81, 92; Leonine, 81

Sacrifice, xii, 22 f, 41 if, 132, 176, 184,
190; of action in the Mass, 37 f, 171,
192; of Cain, 52; of Christ, 24 if, 34,
38, 42 f, 148; of Christ, in our liturgy,
25, 36, 39, 43 f, 61, 109, 184; in Eden,
20; fruit of, 20 fI, 25 f, 28, 34, 36, 39,
42 ff, 47, 155, 184 fI, 189, 192; liturgical,
23, 35 f, 43, 148, 171, 173 f, see Prayer,
Gift-offering; of the Mass, see Sacrifice,
Proper, Ordinary; offering the whole man,
26 f; in Old Law, 23 f, 83, 182; our, 29,
34 ff, 38 f, 44, 60 f, 109, 151, 173 f;

of the whole man, see Participation; per
fection of, 26, 60, see Participation, Holi
ness, Christ-life; raising of victim in, 184;
vicarious victim in, 181; of the Whole
Christ, 182, see Participation, Mystical
Body; of word in the Mass, 37 f, 154 if

Sacrifice-banquet, 36, 39, 171 f; conclusion
of Mass, rite of, 190 if; in the Mass, 185,
188 if; place in sacrifice, 36, 182, 184 if;
preparation for, 186 if

St. Gall, 105 f, 113 f
St. Paul, 182
Salieus, 7, 10
Salve Mater Misericordiae, translation, 292 f
Salve Nos Domine Vigilantes, translation,

296
Salve Regina Coditum, translation, 293 f
Salve Regina Mater Misericordiae, transla

tion, 272
Sanctification, place of music in, 51, 57;

see also Holiness, Grace, Sacrifice, Prayer,
Christ-life

Sanctoral cycle, see Liturgical year
Sanetus, 58, 97; history of, 177 f
Scale, chromatic and diatonic, 13; dia

tonic, 208 f; major and minor, 13; mod
al, 13 f, 210 if, see Modality

Seandieus, 8, 10 f, 111
Sehola Cantorum, 58, 89, 92, 94 if, 102 f,

105 f, 112, 119, 145, 187; Frankish and
Italian, 105 f; notation, 112 f; see also
Choir

Schools of chant rhythm, 113 f, 193
Secret prayer, 171 f, 175f
Section in music, 12
Secular music, birth of, 118 f, 124; in the

liturgy, 121, 127 f, see Music in the litur
gy, Religious music

Sedulius, 83, 277
Sequence, for Easter, 116; for Easter, trans

lation, 267 f; origin and history of,
115 if; for Pentecost, translation, 268 if;
in the present-day Mass, 116, 168; of the
Requiem Mass, translation, 264 if

Sequentialis, 96
Sergius, Pope, 187
Sermon, in the Mass, 71, 163, 165, 243
Sign of the Cross, 155, 157, 189
Sin, Original, 20 f, 23, 45
Singing, by congregltion, see Congrega

tionaI Singing, Participation; florid, 76,
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89 f, 92, 157; florid, in the Ordinary,
123; St. Paul on, 65, 74

Sixtus I, Pope, 177
Sixtus V, Pope, 138
Social worship, see Corporate worship,

Participation
Solesmes, school of rhythm, 113 f, 193;

work of monks of, 144 f, 193
Sol-fa syllables, 14, 112,210£
Soloists in the liturgy, 58, 76, 92, 140
Song schools, see Sehola Cantorum
Spain, and the Moors, 126; Rites in, 105
Stabat Mater, 116
Standards of liturgical music, see Music in

the liturgy, standards of
Station, 93
Stational observance, 93 f, 162
Stephen II, Pope, 103
Stipends, see Mass stipends
Subvenite Saneti Dei, translation, 262
Syllabic chant, 160; in Ambrosian style,

92; rhythming of, 198 f
Sylvester, Pope, 94
Synagogue, service, 70, 72 £, 163, 165
Synaxis, 72, 74

Teaching through the liturgy, 237 f
Te deeet hymnus, 77
Te Deum Laudamus, translation, 297 ff
Te loseph Celebrent, translation, 294
Tempo, and rhythm, 199; of singing, 58 f
Temporal cycle, see Liturgical year
Tenor, 120
Tetrachord, 209 f, 212
Text, see Liturgical text
Theodulf of Orleans, 83, 280
Theorists, early, 119
Thesis (thetic), 195, 198, 200; see also

Rhythm
Thirty Years' War, 133, 139
Thomas Aquinas, St., 83, 100, 116, 282 ff
Thomas of Celano, 116, 264
Thomas More, St., 129
Through Christ Our Lord, 25, 162, 172,

176 f, 182 f, 191; see also Worship of
God, in, with, and through Christ, Sac
rifice, Mystical Body, Christ-life

Time, according to the mensural system,
121 f; duration of notes, 8 f, in Grego
rian, 6 ff; and rhythm, 9, 193, 196, see
Rhythm; rules for counting, 9 f

Tone, psalm, see Psalmody
Torculus, 7, 11, 111
Tract, history and form, 168
Translations, interlinear, 255-301
Trent, Council of, 116, 133
Tristropha, 8
Trivirga, 8
Troper, 96
Tropes, 114 f, 118, 121, 157, 167
True Christian spirit, source of, see Holi

ness, Participation, Christ-life, Sacrifice,
Motu Proprio, Mediator Dei

Tu Es Petrus, translation, 295
Tutilo, 114

Ultima in Mortis Rora, translation, 296
Undivided beat, 8 f, 75
Uniformity in the liturgy, see Rites, Western

(Roman)
Union with God, 20 ff; through Christ, 21,

185 f, 189; see Holiness, Grace, Sacrifice,
Participation, Christ-life, Through Christ
Our Lord

Unity, in Church and modern society, 151;
religious, broken, see Protestant Revolt;
religious in Church and State, 100; reli
gious in Church and State, broken, 133;
religious in Church and State, weakened,
126; religious prayed for by Christ, 151 f;
of worship, expressed musically, 5

Unity of Christ and His members, see Mys
tical Body

Unity with Christ, in His authority, 244,
see Authority and the liturgy; in sacrifice,
44 f, see Sacrifice

Unity of worship, expressed musically, 125
Up-beat, see Rhythm

Vatiean Edition of the chant, 146 £, 193
Veni Creator Spiritus, translation, 281 f
Veni Domine lesu, translation, 273
Veni Sanete Spiritus, 116, 268 ff
Vernacular language, 89, 122; hymns in,

56, 116; in motetus, 121, 128; see also
Language in the liturgy, vernacular

Vernacular literature, 100
Vernacular text in liturgy, 121
Versicles and responses, translation, 259 f
Vexilla Regis, translation, 278 ff
Vietimae Pasehali Laudes, 116 £, 267 f
Vidi Aquam, 154; translation, 259
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Vigil-service, 72 f, 87, 90
Virga, 6
Vittoria, Thomas Luis da, 136
Voiced participation, see Participation
Votive Mass, 110
Vox organa/is and principalis, 119 f

Wedding music, 55 n
Western Rites, see Rites
Whole step, 13 f
Will of God, 46; fulfilled by Christ, 24,

45 f; fulfilled in Mary, 45; fulfilled in
the saints, 48; fulfilled in us, 45 if; and
happiness, 20

Wipo of Burgundy, 116, 267
Witt, Franz, 143

Words, time and rhythm, 198; see a/so
Rhythm, Liturgical text, Interlinear
translations

Words and music, see Liturgical text
Worldliness, 127
Worship of God, 4, 41, 61, 147; by Christ,

23 if, 42 if, 45, 226; in, through, and
with Christ, 25 f, 41 £I, 72, 139, 162,
172, 182 £I, 226; through the psalms,
226 f, see Psalmody; see also Mystical
Body, Liturgy, Sacrifice, Divine Office,
Through Christ Our Lord, Liturgy,
needed by man, Participation, Prayer,
Corporate worship

Ximenes, Cardinal, 133


