





















































































































































































































































152 IMMACULATE CONCEFTION

understand why: all this is made possible for us in Deo meo. It's
the realization that all the grace with which we are vested makes
us go to such heights, singing of “the robe of salvation.” The
music of et indumento parallels the opening phrase, as if to recall
“This is why I shall rejoice.” Note the earthiness of sponsam;
but how beautiful our souls become as they rise from earth,
adorned with the jewels of sapctifying grace.

GRADUAL - Judith 13:23; 15:10.

The music, like that of the Introit, of necessity had to be
borrowed. It was written originally for the feast of Sts. Peter and
Paul, where the words find another parallel to those of today‘/s
Mass:

You, O Lord, shall make them to You are blessed, O Princess

be princes over all the earth, Mary, by the Most High God
above all the women of the
earth. ... You are the honor of
our people.

The Introit’s words were our Lady’s; the Gradual’s are ours.
This is one of the most gloriously lilting melodies in the whole
Liber. It should be sung lightly, airily, in vot too low a key. It
must be the expression of what the soul feels at being able to
say these things to Mary: “Today you are blessed, dear Mother!
But by your favor, when I shed this mortality, may I, too, rise
to great heights.”

There is much reverence in the music of the first words:
Virgo Maria is like a silken banner waving in the breeze; then
the ascent to God (excelso). Super stays up as it should, but see
the descent to earth in ferram. It is always better to be close to
God. We must, unfortunately, come down to earth at times, but
that makes the next ascent even more pleasant. The adaptation
of Tu gloria is easily seen. Israel is very low, because it was from
the soil of Jsrael that Mary was lifted up to be the honor of her
people. The Alleluia joy is repeated in tora pulchra, but the ez
macula originalis is almost breathless surprise, for such a thing
has never been heard of before or since. Non est takes up the
strain of the Alleluia, like & beautiful refrain that perforce re-
peats itself.
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What was said of the Ave Maria in the Preface also holds
true for this

OFFERTORY — Luke 1:28.

The only difference is that, because of the occasion, we are not
quite so direct in singing these notes. This is 2 “dress up” oc-
casion, very formal, because we want to show more than every-
day honor.

COMMUNION

The music is the same as that in the Mass for Several Mar-
tyrs: “I tell you, my friends, do pot be afraid of those who perse-
cute you.” Today’s Communion tells why: “for He who is
mighty. . ..” This is a very serene, comforting composition, as if
to tell us: “Be calm! The things that are told of your Mother
Mary are for your comfort. He, the Mighty One, who has done
great things for her because of her fidelity, will do great things
for you, also, if you honor her by imitation.”

Note the reverence in Maria; the stooping down of God,
tibi; the magnitude of magna; the mystery of potens est. How
well we should sing this Communion! OQur Lord has just come
down from heaven to enter our souls, in order that He may do
great things for vs, too.

ASSUMPTION
Aungust 15

In Japan, on this day, there is a feast which honors all who
have died. The farmers have finished with their rice crops and
can visualize a good barvest, so three days of relaxation are en-
joyed. Now all the people take advantage of the occasion, and
there is a spirit of quiet, joyful rest. Some have tried to see a
connection between today’s feast and the Oriental holiday, and
not a few missioners are taking advantage of the latter to intro-
duce the former.

The observance of the holy day is for us a brief respite in
the midst of summer, and we are refreshed by the promise im-
plied in our Lady’s baving been taken up into heaven.
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INTROIT — Apocalypse 12:1; Psalm 97:1.

“A great portent appeared in heaven: a woman wearing the
sun for her mantle, with the moon under her feet, and a crown
of twelve stars about her head.—Sing to the Lord a new song, a
song of wonder at His doings.”

The picture given in the words of the Apocalypse is truly
awesome, and the music for the Introit seems to carry this idea
throughout. Only at apparuit, and again at in capite, does the
music reach a moderate height. Notice the reserved tone of corong
and -odecim, while the twelve notes on (stell)arum du- seem to
cluster about our Lady’s head. The gladness of the psalm tone
expresses the joy of children who are so proud of the honor ac-
corded to their Mother. We may recall the joy we experienced at
our Lord’s ascension; today we are doubly assured that both our
Mother and her divine Son will one day lift us up to a place with
them, if we continue serving them in love.

GRADUAL — Psalm 44:11-12,14.

“Listen, my daughter, and give ear attentively to my words:
your beauty is for the king’s delight. She comes, the princess all
fair to see, to meet the king, her robe of golden cloth.” Alleluia:
“As Mary is assumed into heaven, the army of angels rejoices.”

The music of the first words sounds like a strict command,
but it is followed by a glorious passage of music which points out
the beauty of heaven. Then inclina and aurem tuam seem to repre-
sent the acts of bending down one’s ear to catch the words falling
from heaven. At rex we look up again to the eternal King who
seems, in the music of pulchritudinem tuam, to lavishly praise the
beauty of his virgin daughter and Mother.

Tota decora is surely fair to see, both in the arrangement of
notes and in the melody itself. Ingreditur filia seems to show a
grateful entrance, and a curtsy to the king (regis). The texture of
gold (texturae aureae) is expressed without boasting, but amicius
€jus gives a fine picture of the graceful folds of the gown which
adorns the queen. The rising and descending notes of 4Neluia also
carry out the idea of being assumed into heaven from earth, while
the assumpta est is rendered in a somewhat matter-of-fact man-
ner——it is only natural that our Lady, because of her great vir-
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tues, should be taken bodily into heaven! The gauder and ange-
lorum carry out the swelling joy of the Allefuia. How our hearts
should swell with joyful pride at this Alleluia: it is our Mother
Mary who has been so beautifully praised!

OFFERTORY — Genesis 3:15.

“The Lord Ged said to the serpent, ‘I will establish a feud
between you and the woman, between your offspring and hers.” ”
A hymn in the Office of the Blessed Virgin, Ave Maris Stelia,
refers to this: “‘Gabriel used the name of Eva, changing it to Ave,
so that God’s Mother would bring peace to men’s souls.”

The music on inimicitias is symbolic of an anathema, while
ponam seems to express that the power to do so comes from
above. Inter te is very strong, but there seems to be a softening
of God’s wrath as we sing et mulierem. The remaining music is
unusual but may be considered symbolic of the great number to
be born and redeemed through the mediation of Mary. The con-
trast to all the other music in this Mass may also remind us of
this contrast: Eve was driven out of Paradise—Mary is assumed
bodily into the heavenly Eden.

COMMUNION - Luke, 1:48-49,

“All generations will count me blessed, because He who is
mighty has wrought for me His wonders.” This is a simple,
beautiful melody, carefully avoiding any sign of boasting. The
beatam reaches up towards God who has wrought such a wonder
as to ask Mary to be the Mother of His Son. Ommnes generationes
gives a simple picture of all people, both those of high and low
rank; and the music of mihi seems like surprising news—*to me !
We could sing this chant every morning of our lives, after we
receive Mary’s Son in holy Communion. Indeed, all people could
say that we are blessed at such a moment, because the omni-
potent God has wrought a great mystery of His love in our souls.
Today we might ask our Mother to intercede for us that we may
always keep our eyes, our hearts, our souls above the earth, so
that one day we may be found worthy to be truly lifted up on
high to the throne of God with Mary.




CHRIST THE KING

Last Sunday in October

It was necessary to take melodies from other sources and
apply them to the texts used for this feast, which was not intro-
duced until 1925, One can but marvel at the inspired way in
which the chants already existing were adapted to the texts chosen
for this day.

INTROIT - Apoc. 5:12; 1:6; Psalm 71:1.

“Power and Godhead, wisdom and strength, honor and
glory and blessing (belong) by right (to) the Lamb that was slain;
(may) blessing and power through endless ages be given to Him.,
—Grant to the King, O God, Your own skill in Jjudgment, the
inheritance of a throne.”

The music begins in reverential dignity, lifting our eyes to
the Lamb on the throne of God, leading us to gui occisus est with
what might seem at first to be a mournful outburst, but in the
light of redemption is a grateful song of joy. Accipere virtutem is
almost matter-of-fact music, yet it actually enchances the glory
which follows in divinitatem. The same idea seems to be found in
sapientiam e! fortitudinem, which brings us to the uplifting Aono-
rem. Once more our eyes are raised to the throne at gloria et im-
perium, and to the glory of eternity in saecula saeculorum.

Today all the members of Christ’s Mystical Body stand in
spirit before the throne of the King. That throne was, on Good
Friday, the Cross; today it is the altar where the Lamb is present
as truly in the holy Sacrifice as He was on the Tree nineteen
hundred years ago. The gratitude that should fill our hearts is
that spoken of by St. Paul in today’s Epistle: “Give thanks to
God the Father who has made us worthy to share the lot of the
saints in light. He has rescued us from the power of darkness, and
transferred us into the kingdom of His beloved Son, in whom we
h‘ave our redemption through His Blood, the remission of our
sins.”

GRADUAL — Psalm 71:8,11.

“He shall rule from sea to sea, and from the river to the

ends of the earth. And all kings of earth shall adore Him; all
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nations shall serve Him.” All kings shall adore Him: our memory
goes back to the feast of January 6, when three Oriental kings
came to adore the new-born Christ. Hence, we find that those
who arranged today’s music were so mindful, too, and the music
for the Gradual of our present feast is the same as that of Epiph-
any. Just as that music brightened that text, so, too, today we
find: Dominabitur presenting our Xing raised in glory, ruling to
such vast extents as shown in usque ad mare, and again ad terminos
orbis terrarum. Note the invitation to Iift up cur eyes in adoration
at the words ef adorabunt ewm that is given to us with our fellow
members, the kings of the earth—we, who are still of the earth
(omnes reges terrae). And we bow in adoration with all nations
to serve Him (servient eum).

ALLELUIA ~ Daniel 7:14.

*“His power, an eternal power, shall never be taken from Him,
nor shall it ever be destroyed.” The music for the Alleluia is
taken from the fourth Sunday after Easter (second Alleluia). On
that Sunday the verse read: “Christ, now that He has risen from
the dead, cannot die any more; death has no power over Him.”
It may require a little extra time to do this, but compare those
words with the words used in today’s Mass; compare, too, the
music for

Christus resurgens ex mortuis with potestas ejus potestas aeterna;

Jam non moritur with quae non afferetur;
mors illa ultra. . . with et regnum ejus quod. . ..

Note the heavenly might which the music of potestas brings out
in both instances, and then the simplicity of the statement that
that power will never be taken away (quae non auferetur). Again,
et regnum ejus pictures the glorious, eternal kingdom of Ged.
Words from the Credo, cujus regnum non erit finis, could be sung
to those same notes. Let those words remind us again, when we
sing the Credo this morning, of the promise contained therein for
each of us.

OFFERTORY — Psalm 2:8.

“Ask of Me and I will give you nations for your inheritance,
and the ends of the earth for your possession.” The words re-
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mind us of those words spoken by our Lord in his discourse at
the Last Supper: “You have only to make any request of the
Father in My Name, and He will grant it to you. Until now you
bave not been making any requests in My Name; make them,
and they will be granted, to bring you gladness in full measure”
(John 16; 23, 24). Note the last seven words: 1o bring you gladness
in full measure. They show our Lord’s desire to do everything He
can to make our hearts happy as we serve Him in Iove,

The music of this Offertory is very calm, in spite of its extraor-
dinary statement, but this only further emphasizes the power of
our eternal King who is waiting for our asking, who is both will-
ing and capable of fulfilling our every request. There have been
few earthly kings so responsive to a people’s request; only God
waits in unending patience for our prayer and our love,

COMMUNION — Psalm 28:10,11.

The promise which lies in the words of the Communion con-
tains the outstanding feature of today’s feast: “The Lord is en-
throned as King forever; the Lord shall bless His people with
peace.” The music for the first three words is dignified, but stately,
as it should be; only at in aeternum does it rise to great heights of
majesty, power, and glory. Then Dominus benedicet represents our
prayer arising to God, and His blessing coming down to us
(populo suo). The music on the last two words, in pace, gives
promisc of eternal peace; they should be sung, joyfully but slow-
ly, as if we are loath to lose the savor of that blessed reward.

Joy should animate our souls on this beautiful feast because
we, as members of Christ’s Mystical Body, are trying to put into
action the prayer we say so often daily, Thy kingdom come. That
kingdom, the Preface today tells us, is “an eternal and universal
kingdom; a kingdom of truth and life, a kingdom of holiness and
grace, a kingdom of justice and love” and the only one of ijts
kind in the world today: “a kingdom of peace.” Pray that “your
sacrifice and mine” today may reach out in God’s Providence to
draw all men’s hearts to the eternal King of kings.

ALL SAINTS

November 1

Today’s feast comes as the harvest season draws to a close,
and it seems quite fitting that the harvest of saints should be
honored at this time. Among those whose feasts we celebrate to-
day are our own dear parents and loved ones, teachers and priests
who guided us along the way to sanctity, our unknown, unher-
alded neighbors and friends who knew God intimately and were
known by Him. Father Lawrence in The Week With Christ re-
minds us: “Christ has been asking us to become saints all during
the past liturgical year as we sang His praises. Today, naturally,
He emphasizes the invitation. Come to Me, He says, come all
the way—hold back nothing. That means sacrifice—giving up our
own wills to follow His, putting our sacrifice on the altar and say-
ing to Christ: You do my wantiag for me. . . Now, Christ’s want-
ing for us might include sickness, suffering, death for ourselves or
our loved ones. . .it is the work of a lifetime. Our giving of our-
selves is all He needs to make saints of us. He does the rest.”

INTROIT

So, “Let us all rejoice in the Lord,” bid the words of today’s
Mass, “as we celebrate this feast in honor of all the saints, a day
upon which the angels rejoice and praise the Son of God.” The
psalm verse (Psaim 32:1) continues this same thought: “Rejoice
in the Lord, you (who are) just; praise befits the upright.”

The music for this Introit is used also on the feast of our
Lady of Mount Carmel, as also on the feasts of St. Anne, St.
Agatha, St. Thomas of Canterbury, and others. Hear the joy in
Gaudeanus, teaching up from earth to heaven where Domino
reigns. Diem festum celebrantes is little more than a statement,
but see how we are lifted up as we honore Sanctorum ommnium.
The angels, rejoicing in heaven (gaudent angeli) remind us that
our joy should not be boisterous, but mildly temperate. Coflaudant
once more brings us to honor God in heaven, but note how rever-
ent js the music on Fifitm Dei. The emphasis of the music on
Domino and again on Dei shows us that, while it is a feast of all
the saints, it is primarily a feast of our Lord, who has brought
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the saints to heaven with Him. The “just” and the “wvpright”
rejoice on earth today with the prayer and the hope that they,
too, may one day be united in the Church Triumpbant.

GRADUAL - Psalm 33:10-11.

“Let all you who are His saints fear the Lord, for nothing
is wanting to those who fear Him. Those who seek the Lord
shall not be deprived of any good.”

The music for Timete is not fearful, but simply a calm re-
minder. The Dominum assures us that God is not someone with
a big stick waiting to strike us, but One who is fully aware of all
that happens to us on carth; and that assurance lifts us up at
omnes sancti, because we are His saints on earth. Then hear the
assurance of this truth in guoniam nihil deest—to those who bow
down in humility in doing His will (timentibus eum). The same
thought is repeated in the music of inquirentes autem Dominum,
where we have in the music a picture of those who search the
heavens, as it were, to discover God’s will; they shall not, even
though they are still down on earth, be deprived of earthly bless-
ings (omni bono).

ALLELUIA - Matthew 11:28.

After the Alleluias we find that beautiful invitation from our
Lord, “Come to Me all you who labor and are burdened, and I
will give you rest.” In the invitation to “Come,” see how gently
the music leads us up from the earth to the heights of heaven.
Again, the music reminds us that God is always mindful of what
is happening to us, weighed down with Jaboratis and onerati; and
although the music of reficiam is a repetition of the Alleliia, yet
see how aptly it describes the heavenly rest that is promised. The
saints followed the advice of our Lord, and were truly poor in
spirit, meek, pure of heart, merciful, charitable and patient, with
their eyes always on God in heaven. Today they are not only
exemplars, but inierceding for us, too, to learn that lesson as
they did.

OFFERTORY — Wisdom 3:1-2,3.
“The souls of the just are in the hands of God, and the tor-
ment of death shall not touch them. In the sight of the unwise,
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they appeared to perish, but they are in peace, alleluia.” This
Offertory is taken from the Common of two or more martyrs,
third setting. The music also is used for the Offertory on the
feast of St. Michael, September 29. There is a fine parallel be-
tween the two feasts—both of saints now with God—showing
how aptly the music fits the similar ideas. In justorum animae we
see the souls of the just hovering between heaven and earth, since
all of us are, by our union with God, ever in manu Dei. But those
souls in heaven (ilfos) are not touched by the tormentum malitiae
which does truly torment souls on earth. Note how earthy are
the oculis insipientium.

The music on the word autern must surprise some when they
study it for the first time; it has a very reasonable explanation:
autem could be translated in this instance as, “however, they are
wrong”; or “indeed, such is not the case here”; or again, “but
with the souls reigning gloriously in heaven™; then we can see
why it is so jubilant, why it reaches so far up in pure joy. Com-
pare the peaceful music of in pace with those same two words
at the end of the Communion on the feast of Christ the King.
Again we have the promise of eternal peace, made joyful by the
addition of an alleluia.

Have you ever stopped to think how often the liturgy keeps
before our eyes the message of peace? Not only in the common
of each day’s Mass is there prayer after prayer for peace in the
souls of God’s children, but reminders, too, teaching us how we
may put peace into our lives. On most of the feasts, too, this same
idea is repeated over and over for our benefit. Surely it is no fault
of holy Mother Church if we, her children, do not abide in peace
throughout our lives! An unusually prosperous business man was
asked recently how, in the midst of his great activities, he could
always be so calm. He had a very simple answer, one which every
Catholic should easily understand (and he was a Jewish gentle-
man): “Love God!” In that way lies peace.

COMMUNION - Matthew 5:8-10.

As the Communion, with its beauntiful text from today’s
Gospel, is sung, our souls, filled with the grace of God’s presence
in holy Communion, can feel the value of our Lord’s instruction:
“The pure of heart are blessed; the peacemakers, too; and so,
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likewise, are they who uncomplainingly withstand persecution.”
As we saw in the Gradual today, God is aware of all that is hap-
pening to us; He sees our trials and difficulties. He does not gloat
over them, but rather permits them in order the better to perfect
us for our eternal life with Him, The beati mundo corde and beati
pacifici show the beatitude of heaven, while each quoniam gives
us a picture of the blessings coming down from heaven to earth
to the pure of heart and the peaceful. But now there scems to be
even a great happiness for those who suffer persecution in the
third beati, becanse such {ipsorum), even while on earth, belong
to the kingdom of heaven.

What a joyful tribute of praise to God should arise from our
hearts and voices today because of the glory He has given to
our fellow-members now in heaven, and because of what He is
doing each day for us. “Let us all rejoice in the Lord as we cele-
brate this feast! Let us bow down before Him, giving blessing
and glory and wisdom and thanksgiving and power and strength
to our God forever and ever. Amen.”
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APPENDIX I

In Gregorian Chant® Willi Apel says:

“Intimate relationship between melody and text is a trait so
fundamental in Gregorian chant that it needs no substantiation.
Relationship, however, is not the same as dependency or sub-
jection. While it is true in certain types of chant, such as the
recitation tones or the psalm tones, the melody is nothing more
than a means to achieve a clear and impressive delivery of the
text, it is equally undeniable that in many other cases the music
assumes a degree of autonomy not dissimilar to that which exists
in an aria by Bach or in a song by Schubert. In a Gradual, Alle-
Inia, or Offertory, word and song join hands in the rendition of
the liturgical prayer, one contributing the thought, the other what
Thomas Aquinas called the exsultatio mentis, de aeternis habita,
prorumpens in vocem—"the exultation of the mind, derived from
things eternal, bursting forth in sound.’ It is not without interest
to notice that in the early centuries of Christian worship music
occasionaily exercised this function completely independent of a
text. St. Augustine (as well as other Church Fathers) repeatedly
expressed the idea that the highest rejoicing of the soul calls for
music without words: ‘If somebody is full of joyful exultation. ..
he bursts out in an exulting song without words;’ or: ‘For whom
is this jubilation more proper than for the nameless God. ..And
since you cannot name Him and yet may not remain silent, what
else can you do but break out in jubilation so that your heart
may rejoice without words, and that the immensity of your joy
may not know the bounds of syllables.” Such wordless jubilations
of great extension, including up to three hundred notes, occur in
Ambrosian chant. Although nominally attached to the syllable of
a word, they actually attain independent status as purely musical
formations. No vocalizations of comparable length exist in the
Gregorian repertory, but there is only a difference of degree, not
of essence, between the endless Ambrosian melodiee and the
fairly extended melismas so frequently found in Gregorian chant,
particularly in the Graduals and in the verses of the Offertories.
They are the most obvious indication of the fact that the music

1 Indiapa University Press.
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of the chant stands in the relationship of a peer, not of a servant,
to the text.

“Several of the outstanding Gregorianists, as well as many
of their ‘minor brethren,” have attributed to certain chants specific
expressive values derived from the text or related to the occasion.
Thus, Gevaert finds that in the Antiphon Ecce ancilla Domini:
fiat mihi secundum verbum tuum (Behold the handmaid of the
Lord: be it done unto me according to Thy word; Luke 1:38)
‘the melodic line, sweetly bowing until the end of the chant,
renders with 2 charming naivety the profound reverence of the
Virgin before the messenger of God.” To Frere, the Responsory
Angelus Domini apparuit Joseph. ..(The angel of the Lord ap-
peared unto Joseph...; Matthew 1:20) ‘represents the quiet ap-
pearance of the angel to Abraham on Mt. Moriah.” Gerold sees
in the first two melismas of the Tract Commovisti, Domine, terram,
et conturbasti eam (Thou bast made the earth to tremble; Thou
hast broken it; Ps. 60:2) ‘the tendency to express in music the
action of the Eternal shaking the earth.” Johner feels that in the
Communion Vox in Rama audita est, ploratus et ululatus: Rachel
plorans filios suos noluit consolari, quia non sunt (In Rama was
there a voice heard, lamentation, and weeping, and great mourn-
ing, Rachel weeping for her children, and would not be com-
forted, because they are not; Matthew 2:18) “the inception on the
fifth of the mode, the emphasis on the dominant and the pressus
over ploratus are expressions of gripping sorrow; they almost
sound like a shrill outcry,” while at the end ‘through this harmony
{close on d'-b-g) the grief is tempered.” Ferretti feels that in the
Antiphon Montes Gelboe ‘the melodic line of Quomodo, with its
descent from the dominant to the tonic, is an excellent rendition
of David’s stupor upon hearing the horrible news’ (of Saul’s and
Jonathan’s death; 2 Samuel 1:21-23). . ..

“Nobody will question the right, if not the duty, of Catholic
writers to interpret the chants in such a way as to bring them
close to the minds and hearts of the faithful. Descriptive explana-
tions designed to achieve this goal have, no doubt, a legitimate
place in books of a popularizing nature where, in fact, they are
found in great number.”

APPENDIX II

The following excerpts from articles on plain chant, by
Rt. Rev. Michael Chapman, appeared in The Acolyte many years
ago. They are still apt, and will undoubtedly serve as excellent
material for those who are teaching chant, as well as for parish
choirmasters and organists:

In his History of Plain Chant, Dr, Peter Wagner gives us a
general survey of the types of chant that form the base of litur-
gical church music.

The oldest writer on music who speaks of the liturgical chant
of his time, Aurelian of Rome, of the 9th century, puts together
in the last (20th) chapter of his Musica disciplina the different
forms of the Mass music, and discusses them in the order in
which they come in the Mass. He says: “The Office of the Mass
consists in the first place of Antiphons which are called Introits.
They received the name from being sung at the entrance of the
people into the basilica, and the singing lasted until the pontiff
and the other ecclesiastical dignitaries in their rank have entered
the church in regulated order, and have occupied the places be-
longing to them. Then the Litany is sung, in which God and
Christ are entrcated to have mercy upon the people; after which
the priest, in imitation of the angel who announced Glory to God
in the highest, and on earth peace to men of good will, begins
this very song.

“Next is chanted the Responsory, which is called the Grad-
ual, after the steps (gradus) from which it is sung: because among
the ancients the singers, like the speakers, used to take their place
on such raised steps. Hence we speak also of the Gradual Psalms,
which, according to the literal interpretation, are so called be-
cause they were sung from the steps. The Alleluia we received
from the Jews, to whose language the word belongs. It means
‘Praise God,’ and out of reverence it was not translated into any
other language; it is very fittingly sung before the Gospel, that
the minds of the faithful may be prepared by this song for the
reception of the words of Salvation.

“The chant which the Church sings to the Lord over the
oblations offered is called the Offertory. This custom is an imi-
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tation of the ancient Fathers to whom was given the direction:
When a feast and festal day is celebrated, then ve shall sound
trumpets over your sacrifices, and your memorial shail be before
the Lord. At the administration of Communion, the Agnus Dei
qui tollis peccata mundi, miserere nobis is first sung, that the
faithful, who partake of the Body and Blood of the Lord, may
with the uplifting of their voice praise that which they receive in
their mouth, and in order that they may honor Him who is
turned into bodily food for them to taste, and who, as the Church
teaches, came down to be crucified, to die, and to be buried. At
its conclusion, yet another chant is sung, which is called the
Communion, so that while the people are receiving the heavenly
blessing, their souls may be exalted and uplifted by sweet chant-
ing to sublime contemplation.”

These were the chants of the Mass in the ninth century in
Gaul and in Rome, for in the time of Aurelian the liturgy pre-
vailing in Gaul was the Roman. He does not mention the Tracts,
because they were alternatives to the Alieluia; but they already
existed in the ninth century. In the same way the Sancrus is passed
over, probably because it belongs originally to the Preface with
which it is immediately connected, as may still be recognized in
the case of its oldest melody. The Credo on the other hand was
not yet included in the liturgy of Rome in the ninth century as a
Mass-chant, and it is on the whole the latest chant of the Mass.
However, its musical arrangement, as Aurelian depicts it, is older
than the ninth century; it rests upon the liturgical measures taken
by Gregory the Great (604), and is inseparably bound up with
his settlement of the liturgy of the Mass.

If we glance at the chants individually, they are seen to fall
into two well-defined groups. The oldest go back to the psalmody
and were originally whole psalms; they differ from one another
only in their musical execution. To the responsorial Mass-chants
belong the Gradual responsory and the Alleluia; to the Antiph-
onal, the Introit, Offertory and Communion. The Tract forms an
exception, as it was sung later by the singer, withont repetitions
by the choir, straight through from beginning to end. These three
forms have to this day never disguised the fact that they owe
their origin to the psalms or the canticles. The other groups of
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Mass-chants are more like hymns, and some of them are actually
called hymns, as for example Hymnus Angelicus (Gloria in ex-
celsis), etc. The psalmodic parts of the Mass music have varying
texts: as a rule each Mass has its own text for the Introit, Gradual,
Allelvia (or Tract), Offertory and Communion. They are there-
fore called the Proper. The other group never changes its texts;
for this reason it was placed in contrast to the Proper as the
Ordinary of the Mass; it includes the Kyrie, Gloria, Credo,
Sanctus and Agnus Dei.

The contrast in character between the Proper and the Ordi-
nary is shown in their liturgical position, as well as in the manner
of their execution. The chants of the Proper are early enough to
form part of the arrangement of the Mass made by Gregory the
Great; they form an essential constituent part of the Mass, so
that there is no such thing as a Mass without Introit, without
Gradual, without Alleluia (or Tract) etc. (except the last days of
Holy Week and the Easter Vigil, which liturgically stand on a
peculiar footing). The significance of any particular feast is much
more clearly shown in the varying elements which compose the
Proper; for example, it is often the case that the Introit at once
leads the way, with 2 dramatic vividness, into the realm of thought
belonging to the feast. Further, the pieces of the Ordinary were
of less value from the musical point of view. The Proper alone
is contained in the oldest liturgical books of chant; it has formed
the iron framework of the Mass music from Gregory's time to
the present day.

The Ordinary, on the contrary, has a very changeful history
to record. In Rome at first, it was sung not by the schola but by
the ministers in assisting at the altar, or else by all the people,
as was the favorite custom in Gaul. As the household of the
Greek Popes of the seventh and eighth centuries contained also
Greek clergy, this explains the fact, already mentioned, that these
chants of the Ordinary were in many places also sung in Greek.
The Roman origin of this custom is expressly shown by an
ancient anonymous writer of Tours. On the other hand, the per-
formance of these chants by the clergy had a reflex effect on their
melodic form: this was at first quite simple and syllabic, and
demanded no particular skill. From the moment when the choir
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of singers supplanted the clergy and people in their share of the
chants of the Mass, and took over the execution of all liturgical
chants, that is from the eleventh to the twelfth centuries, there
began to appear in the chant books some melodies for the Kyrie,
Gloria, etc., but they were set as a rule quite at the end, as evi-
dence of their late adoption. These were rich and beautiful; ac-
cordingly the older and simpler ones were degraded to ordinary
days and to Masses for the Dead,

An alteration of much importance, both liturgically and mu-
sically, was made when the papal singers of Avignon went to
Rome with Gregory XI in 1377, and took with them the new art
of harmonized chant which then flourished in France; from that
time it gradually became the custom to sing the chants of the
Ordinary in harmony. Strangely enough, the Ordinary thus com-
posed in harmony was called simply, “Missa™: this reveals the
fact that the Ordinary had become the principal part of the Mass
from the musical point of view. This development did not bring
with it any particular gain, for it is merely an unnatural circum-
stance that since then the chief emphasis artistically has rested on
the chants of the Mass which do not necessarily belong to it
and are, to some extent, liturgically superfluous. What a far more
grateful field would have been offered to composers in the variable
texts of the Proper, though, it is true, they would have been able
to perform their works only once or twice during the year.

THE INTROIT

The earliest cvidences of the Introit are found in the form
of the Psalmus Responsorius. This form was already in vogue at
Matins. In its original form it was an entire psalm sung with
responsorial antiphon while the celebrant was entering the church
in procession. Traces of this processional are found in earliest
times. The antiphon took on more detailed “motif” form as
feasts and seasons became more clearly defined. The fifst Antiph-
onary of Gregory contains Introits. The first Roman ordo of the
sixth to seventh century contains instruction for their use. All
rites, except the most Eastern, contain Introits. Litanies in pro-
cession are the basis of the Introit in the Eastern liturgies. The
Liber Pontificalis ascribes the first definite Introit to Pope Celes-
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tine in the early fifth century. This same source ascribes the
modulation of this “processional psalm responsory” to St. Greg-
ory. Probst gives Pope Gelasius (492) the credit for this modula-
tion. The actual time of its origin cannot be stated. We surmise
from many references that this processional psalm was begun in
the first century, because during the sojourn in the catacombs we
find references to curtailment because of the short procession to.
the crypts.

After the persecutions, there was free development until the
modulation or curtailment of the last of the fifth, middle of the
sixth century. The first Roman ordo states that this processional
psalm should cease with the end of the procession. We find it
definitely in its present form in the eleventh century as by this
time the processions were also curtailed. This history is as definite
as can be ascertained at present. The one certain point is its form,
i.e., a psalm with responsorial antiphon. This is really the form
today with but one verse of the psalm with the lesser doxology.

The texts of the Introit are, as usuval in the Proper, from the
Psalter, and Scriptures; the Great Codex of St. Gall and the
“Paleography” of Solesmes gives us chants for 203 Masses. These
melodies are choral in scope and conception; the psalm verse is
also more ornate than the congregational and canonical chants.
The antiphon and verse construction follow a definite plan, e.g.,
if the antiphon is the first verse of a psalm, the verse of the Introit
is the next verse. If the antiphon selects a middle verse, the verse
will then be the first verse of the psalm. This is logical since the
Introit, as previously stated, contained the whole or greater part
of 2 psalm with responsorial antiphon.

THE GRADUAL RESPONSORY

Our Mass today contains two chants between the Lessons of
Scripture (Epistle and Gospel). Originally there were three Les-
sons, the Prophetic, Epistle and Gospel, with a responsory fol-
lowing the first and second. The first (prophetic) Lesson was
eliminated in the ffth century, but both chants were retainefi.
Relics of the three Lessons at Mass are found today in certain
days of Lent and in the Ember-day Masses. Wagner in his Intro-
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ductions cites the importance of these Gradual chants in that both
were retained, even though one Lesson was dropped.

The Gradual Responsory is the oldest and most important
of the musical parts of the Mass. It dates in its first form, that of
“responsorial solo,” from apostolic times. The custom was a
direct heritage from the Jews, i.e., of singing an entire psalm with
congregational refrain between Lessons. Another noteworthy
fact is that the Gradual is the only musical part of the Mass that
is there for its own sake, as all action ceases, and not as an ac-
companiment to other actions, as is the case with the Introit,
Offertory, and other chants. From apostolic times until the mid-
dle of the fifth century the Gradual Responsory was an entire
psalm with congregational refrain. To cite Dr. Wagner again:

“That the Responsorium of the Mass at the first comprised
a whole psalm is shown beyond doubt by several statements,
particularly some of St. Augustine. The precentor sang in turn
the verses of the psalm for the day, and the congregation answered
each verse with the refrain. In his sermon 176, St. Augustine ex-
plans: ‘We have heard the first Lesson; then we sang the psalm
in which we mutually incited one another by singing with one
voice and one heart: O come let us worship! The last words
formed the refrain sung by the congregation to the part of the
soloist. He is still more explicit at the beginning of his exposition
of Psalm 119: “It is a short psalm which we have just heard sung
and to which we have responded.” Longer psalms were also sung
in their entirety, as may be concluded from his exposition of
Psalm 138, which he begins thus: ‘I had arranged that a shorter
psalm should be sung by the lector; but he, as it appears, in a
moment of perplexity performed another, and I preferred to fol-
low the will of God shown in the error of the lector rather than
my own. Accordingly if I have detained you somewhat by the
length of the psalm (Psalm 138 has 24 verses), you must not
blame me for it, but perceive that God does not put a strain upon
us without benefit.’

“From this and other passages it seems to follow that the
refrain of the congregation always comprised a whole verse. In
his exposition of Psalm 43, Augustine mentions as the refrain,
Inimici mei dixerunt mala mihi, quando morietur et peribit nomen
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ejus (v.6): in the Emnarratio 2 of Psalm 29: Exaltabo te Domine
quoniam suscepisti me, nec iucundasti inimicos meos super me (the
opening verse); in the exposition of Psalm 25: Ne pef'das cum
impiis animam, et cum viris sanguinum vitam meam. This refrain
is taken from the last part of the psalm (v.9), and confirms the
above statement that the psalm was sung in its entirety.

“The evidence also shows that in the Roman Mass, before
its regulation by Gregory the Great, the soloist perfor:rfed a
whole psalm. In the third sermon on the anniversary of his ac-
cession, Leo the Great (440-461) says: “We have sung the Davidi-
cal psalm (the 109th), not for our own exaltation but to the glory
of Christ the Lord.’ ™

As in all forms of Mass music, the introduction of more
florid chants came with the delegation of this work to choirs,
As this began in the fourth century, we find the use of an entire
psalm gave way to an ornate solo chant, with a responsory. F?r
some time, several verses of a psalm were used, but the florid
melodies made this part of the service unduly long so that further
curtailment followed. A relic of a “several-verse Gradual” is
found in the arrangement of the Haec Dies with verses that is
now used for the entire octave of Easter. Formerly, this entire
work was the Gradual for Easter Sunday alone.

The change to the present type of Gradual, i.e., solo chant
with responsory and verse, began at the close of the sixth century
with St. Gregory and was completed by the eleventh century. In
the thirteenth century we find the custom of eliminating the solo
and responsorial idea, and it was confirmed as a straight choir-
chant. The Council of Trent confirms this in the sixteenth cen-
tury. In the early days of solo chant, the celebrant appointec! the
soloist, who was always a deacon. St. Gregory delegated this to
subdeacons and those in minor orders. Traces of two and four
chanters are found already in the seventh century, tbus early
presaging the use of these melodies as a choir chant, with verse
only.

y'i'here are 118 Graduals in the Codices, all of them from the
psalms, except thirteen that are taken from the New Testament,
and one from an outside source, that of the dedication of a
church. The oldest Masses “de Tempore” are, of course, from the




172 APPENDIX 11

psalms. The ornate and rich melodies with their splendid form
give proof of the care and regard of the early Church for this
part of the service. As is well known, the name comes frem the
steps leading up to the recitation of the lessons and was sung
by the soloists on the lower step of the ambo. We can readily
understand its importance as one of the most effective parts of
the Mass that were devoted to the catechumens, and as a natural
sequence, that some of its importance is lost today because this
distinction, i.e., catechumens, is no longer maintained.

THE ALLELUIA WITH VERSE

The Alleluia, today, is the second chant between Lessons. In
its early form it is the responsory to the psalm verses. At a very
early time the Alleluia was clothed with a rich melismatic mel-
ody, and was used earlier than the fourth century at Bethlehem
and in Grecian liturgies.

St. Jerome, urging its introduction into the Roman Mass,
gives us evidence of this. Pope Damasus (368-384) introduced it
into the Roman Mass at the instance of St. Jerome. At first its
use was confined to Easter but spread quickly to the entire Easter
season. In regulating its place in the Roman liturgy, Gregory
(Epistle 1X:12) ordered it for the entire year, except on peni-
tential days and fast days. Just when the entire psalm was short-
ened to one or two verses is not known, but this was already
established at the time of the Gregorian settlement. It is truly a
*‘cantus responsorius.” The cantor intones the Alleluia; the choir
repeats it; the cantor chants the verse, with the responsory Alfe-
luia again sung by choir.

THE COMMUNION

One of the very old chants of the Mass is the Communion
Antiphon with verse, a responsorial chant sung during the re-
ception of holy Communion by the faithful. We have the authori-
ty of all the liturgies, Eastern and Western, inctuding the testi-
mony of the Apostolic Constitutions, that Psalm 33 was the
antiphon and verses for the Communion. St. Augustine intro-
duced it at the same time that the Offertory antiphon was added
to the Mass in the African Church, It was, up to the seventh
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century, the entire Psalm 33 with Gloria Patri. It was sung by
schola and clergy. The earliest Roman chant books exhibit a
change from Psalm 33; other texts, introduced until the eighth
Sunday after Pentecost, alone contain the verses of the old Psalm
33, i.e., “Gustate et videte.” From the eleventh century the verses
were curtailed as general Communion seems not to have been
the universal practice on the great feasts; and in the twelfth cen-
tury we have manuscripts of Masses without the Communion
verse—merely the antiphon.

Historians agree that of all forms of the Mass the Com-
munion was preserved more certainly against interpolations and
[was held intact longer| in mid-continental Europe than in any
part of the world. It may be noted here that the Carthusian monks
have preserved all forms free from abuses. We have evidence of
this in our own section, as the monks of Gethsemani Abbey were
never afflicted with the Medicean or Mechlin chant versions.
From the fourteenth century all Communion verses were omitted
and but one remains today, that of the Requiem Mass. Of the
147 different Communion antiphons, 80 are from Sacred Serip-
ture, 64 from the psalms, and 4 have allusions only to texts of
the Scriptures. In nature, form, and rendition the Communion is
almost identical with the Introit, even to the idea of imparting
a “motif.” In this instance the “motif” is not introductory but
more as a matter of *“recollection™ of the principal idea of the
feast or season just celebrated. Furthermore, the interpretative
analysis of these “motifs” exhibits a sort of reflected Ioveliness
in contrast to the brilliancy of orientation of the Introit and
Graduals.






