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LATIN MASS IN ROME

day in Assisi. It was a wonderful trip, albeit
incredibly hot! I thought that our readers
would be interested in my experience attend-
ing Latin Masses while in Rome. Since we
spent two Sundays in Rome, I had the chance
to worship according to both the traditional
rite and according to the current rite. The
traditional Latin Mass was found by me on
the website for the “Priestly Fraternity of
Saint Peter”. After consulting their website, I
learned that the traditional Latin Mass was
celebrated in the summer at 9:00 a.m. at
Chiesa S. Gregorio dei Muratori, Via Leccosa
75, Roma. I took a bus to the church, and
had some difficulty finding it, even though I
found Via Leccosa, a small street, fairly easily.
This church is virtually unrecognizable as a
church from the outside. There are a num-
ber of attached brick buildings in this small
alleyway, which is what Via Leccosa really is,
and if it had not been for my asking a resi-
dent of the block where the Catholic church
was, in broken Iralian, I could have walked
past the church! The church dates back to
the mid 1880s as I recall, and is in terrible
condition. The paint is peeling, and there are
only a few bare light bulbs illuminating the
church. I estimate that the long wooden
benches could hold approximately 50 or 60
congregants. At this Mass, on a Sunday
morning in July, there were eleven attendees,

along with the altar server.

Y WIFE PAT AND I SPENT TEN DAYS IN ITALY
THIS PAST JULY. We spent seven days in Rome,
two days in Florence and one

FROM THE
CHAIRMAN

DETAIL (OF THE 16TH C. FACADE AND 14TH C.
CAMPANILE OF THE BASILICA OF SANTA MARIA
MAGEIORE, SITE OF ONE OF THE MOST BEAUTIFUL
CELEBRATIONS OF THE AMOWLIS GROG LATIN MASS
IN ROME.

including myself. There was no singing, and almost no par-
ticipation by the congregation in giving the Latin responses

As | left the church and waited for a bus to take me back to

my hotel, I could not help but ask myself whether we in the
Latin Mass movement have been deluding ourselves in terms

of the interest of Catholics today with regard
to attending the old Latin Mass? I, like many
others in the movement, brashly proclaimed a
few years back that a national opinion poll
had shown that 20% of Roman Catholics
desire to attend the old Latin Mass if it were
celebrated in their parish or in a nearby
Catholic church. Istill believe to this day that
a substantial number of Catholics would wor-
ship at the traditional Latin Mass if it were
available to them at a convenient time in their
parish church, but the percentage is nowhere
near 20%. We sometimes forget that almost
40 years have gone by since the average
Catholic regularly worshiped in Latin accord-
ing to the traditional rite. If 20%, or even
15%, 10% or even 5% of the Catholics in
Rome really wanted to worship according to
the old rite, would there be only eleven peo-
ple worshiping at this Sunday morning Mass
in central Rome?

I was a sociology major in college and my
professors always told me that the cardinal
rule in sociology is to accurately describe the
existing state of affairs. If we wear rose-col-
ored glasses and constantly tell everyone that
the Latin Mass is becoming ever more popu-
lar among our Catholic laity, we're actually
hurting our movement since we will then not
utilize all of our resources to stop the loss of
our sacred liturgical heritage due to compla-

cency. Rather, we must call a spade a spade, and face reality
so that we can marshall our forces appropriately and with
vigor. Thus, while T give a “multas gratias” to the Priestly
Fraternity for celebrating the traditional Latin Mass in Rome
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every Sunday, the attendance was rather pitiful.

On the other hand, on the following Sunday, my
wife and I attended a Novus Ordo High Mass at St. Mary
Major which was attended by approximately 300 Catholics.
A good choir motivated the people in singing the traditional
chants including the Gloria, the Credo, etc. It was a privilege
for me to look up and down the aisles and to see people of
various nationalities and ethnic groups who all sang together
with my wife and me in the unifying language of Gregorian
chant! My wife and I felt that it was an uplifting service and
we were quite happy that we had made the efforr to attend
this new rite Latin Mass at such a beautiful church.

The moral of this story? One should not look only
to the old rite, however some may prefer it, but we should be
open to the efforts by our Church authorities to continue the
celebration of our sacred liturgy in the Latin language, and
preferably accompanied by Gregorian chant. There is no
doubt in my mind that the traditional Latin Mass that I
attended at St. Gregory Church in Rome would have been
much more moving and beautiful if a cantor had led the small
congregation in Gregorian plainchant. I could not help but
remind myself that our Association was doing the right thing
by continuing to encourage the celebration of the Latin Mass
according to all approved rites and that we should not limit
our efforts only to the Tridentine rite. The Holy Spirit is
guiding our Church in various ways. We should cooperate
with the Spirit and our own hard work to increase the cele-
bration of our sacred mysteries according to all approved rites.

NO WORD FROM ROME AS YET
REGARDING NEW INSTRUCTION ON THE
LITURGY

As this column is being dictated in mid-October, 2003,
we have not received a copy of the new Instruction to be issued
by the Vatican on the Liturgy. Cardinal Arinze announced sev-
eral months ago that by Christmas the Vatican would be issuing
a new Instruction on the Sacred Liturgy, which allegedly would
call for the more frequent celebration of the Mass in Latin
throughout the world. Tam sure that all of you will agree with
me that we should pray that the professional liturgists in our
Church, many of whom fear the use of Latin, will not be able to
marshall their influence in Rome to water down this Instruction
so that it can be safely ignored by those in authority who see any
use of the Latin language as a retrogression for the Church.

Lets pray that their efforts will be unsuccessful and
that, after 40 years, the Church will re-emphasize the use of
Latin in the liturgy for the benefit of all of us!




OUR CONVENTION WILL BE HERE
BEFORE YOU KNOW IT!

I am pleased to confirm to you that the planning for
our upcoming 2004 Latin Liturgy Association Convention in
Indianapolis is moving ahead on schedule. As usual, the
Convention will start on Saturday morning and will conclude
late on Sunday afternoon. A brief outline is as follows:

Saturday, June 26, 2004

* 8:00 a.m. Solemn Mass in the(traditional Dominican rite
at Holy Rosary Church, Indlanapolls

* 9:15 a.m. - 12:10 p.m. - Talks

* 12:15 p.m. - 1:10 p.m. - Lunch

* 1:15 p.m. - 4:45 p.m. - Talks

* 5:15 p.m. - 6:15 p.m. - Sung Latin Mass

(Novus Ordo anticipated Mass) at Holy Rosary Church,
Indianapolis)

Sunday, June 27, 2004

* Solemn Pontifical Mass from the Throne (Missal of Pius V)
at St. John’s Cathedral - time to be announced.

Mornmg talks

* 12:10 p.m. - 12:55 p.m. - Lunch

¢ 1:00 p.m. - 3:05 - Talks

* 3:10 p.m. - 3:40 p.m. - Roundtable discussion: “Where does
the Latin Mass movement go from here?”

* 4:00 p.m. - 4:45 p.m. - Solemn Vespers at Sacred Heart
Church, Indianapolis

We will publish the names of the speakers at the
Convention in our next newsletter. In the meantime, if you
would like to be an “early bird” and order your tickets for the
Convention now, you can save money without risk.

The cost per person for the Convention, which will
include attendance at all of the talks, the liturgies, lunch on
both Saturday and Sunday, as well as coffee and refreshments
during the day is only $60 per person. For those who order
their tickets by January 31, 2004, » you will receive an early bird
discount and pay only{$50 per person) a savings of $10 per
person. Moreover, should your plans change and you find
that you are unable to attend the Convention, you may return
the ticket(s) for a full refund at any time up to 30 days prior
to the Convention.

In addition, no one will be turned away due to lack
of funds. If you truly cannor afford the donation of $60 per
ticket, simply enclose a note to our Treasurer, Jane Errera, and
enclose whatever you feel you can afford!

If you wish to receive this no risk early bird rate, sim-
ply mail your check to our Treasurer, Ms. Jane Errera at PO.
Box 3017, Bethlehem, PA 18017-0017
All' checks should be made payable to “Latin Liturgy
Association, Inc.” For those who wish to order on-line, simply
go to the Association’s web site located at www.latinliturgy.com
and order your tickets on-line. The early bird discount will
apply to all on-line orders placed by January 31, 2004.

For those of you who have never attended an LLA
Convention, it is something you will not want to miss! The
liturgies are wonderful and lift up one’s mind and heart to
God, the talks are enlightening, and most of all, you will have
a chance to mingle with other men and women, both lay and
religious, who, like you, love the Latin Mass and Gregorian
chant and wish to spread its use throughout the United States
and Canada!

Our priest-members may wish to order their ticket
for the Convention now, but may wish to hold off making
their airline reservations until our next newsletter comes out.
I mention this because if the Vatican’s upcoming Instruction
on the Liturgy is as positive as we hope it will be in terms of
encouraging more frequent celebration of the Latin Mass,
then our Association intends to schedule a practical Latin
Mass workshop for Catholic priests and seminarians on
Friday, June 25, 2004. At this workshop, priests and semi-
narians will learn how to celebrate both a Low Mass and a
Missa Cantata according to the traditional (Tridentine) rite.
In that event, those interested in attending this workshop
might wish to fly into Indianapolis on Thursday evening,

If anyone has any questions, comments or sugges-
tions about the upcoming Convention, please feel free to
email me at mail@silaw.com.

—William J. Leininger
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Inside the Vatican News
(October 24, 2003) editor

2) On the occasion of the
consecration of the church of
the resurrected archcenobium
of Montecassino in October of

Robert Moynihan reported
the following concerning the much-anticipated announce-
ment that is expected to encourage more use of Latin in the
liturgy. This announcement had been expected to include a
call for the wider use of the Tridentine Mass. However, in Mr.
Moynihan’s words, here is the latest news:

“However, I learned this: Cardinal Francis Arinze, head of the
congregation which handles liturgical matters, told me that a
document on the Mass that his office, along with the
Congregation for the Doctrine of the Faith, is now preparing,
will not call for wider use of the Tridentine rite, but only for
more use of Latin in celebrations of the new rite. He said I had
misunderstood him when I reported after talking with him in
May that the new document would call for wider use of the
Tridentine rite. Because of my report, many people would be
disappointed when the new document comes out and does
not address the Tridentine rite at all, but only the more solemn
celebration of the new rite, he said. (The document is now
expected sometime this winter.) Later, Cardinal Joseph
Ratzinger encouraged me to continue to report on and inter-
pret Vatican affairs, and Cardinal Jan Schotte told me that the
Holy See feels strongly that there is a need for greater study of
Latin, partly as a common language for the Latin-rite Church,
partly as a way to keep in contact with many centuries of
Church teaching and tradition.”

NEW ORLEANS

What follows is an abridged version of a conference
given by Fr. Prior Cassian Folsom, O.S.B., long-time member of
the LLA, to the Regional LLA Conference in New Orleans on
May 31, 2003.

There is a new international monastic community in
Norcia, Italy — the birthplace of St. Benedict — which cele-
brates Mass (Novus Ordo) and Office in Latin, with every-
thing sung in Gregorian chant: a liturgical success story!

The inspiration for these liturgical choices comes
from three magisterial texts: 1) Perfectae Caritatis of Vatican II,
2) an allocution of Pope Paul VI at Montecassino on October
24, 1964, and 3) a discourse of the same Pope to the congress
of Benedictine Abbots on September 30, 1966.

1) Paragraph 2 of Perfectae Caritatis urges a return to the
sources and to the inspiration of the founder (continuum red-
ditum ad omnis vitae christiane fontes primigeniamque institu-
torum inspirationem) as well as adaptation to the changed con-
ditions of the rimes. In Norcia, the spirit of the founder is still
tangible and returning to the sources means, above all, return-
ing to the Rule of St. Benedict and to the Rule’s ordering of
the Divine Office.

1964, Pope Paul VI, known
for his love of monastic life, made the following appeal:

“...The man who finds himself again by means of the
monastic discipline is regained for the Church. The
monk has a place of election in the mystical Body of
Christ, a function more providential and urgent than
ever. We say this to you, experienced and desirous as we
are to have always in the noble and holy Benedictine
family the faithful and jealous guarding of the treasures
of the Catholic tradition, the workshop of the most
patient and demanding ecclesiastical studies, the gymna-
sium of religious virtues, and especially the school and
example of liturgical prayer. We love to hear concerning
you, Benedictines of the entire world, that this [liturgi-
cal prayer] is always held in the greatest honor, and we
hope that it always will be — as it behooves you — in its
most pure forms, in its sacred and authentic chant, by
means of your Divine Office in its traditional language,
noble Latin, and especially in its lyric and mystical spir-
it. The recent conciliar Constitution on the Sacred
Liturgy expects from you a perfect adherence and an
apostolic apologia.”

3) Two years later, in an address to the Benedictine
abbots assembled in congress (September 1966), Pope
Paul VI reiterated his appeal for retaining Latin in the
Divine Office, saying with his typical delicacy: “This is
not as though we are imposing a new burden, but rather
defending your centuries-old tradition and watching
over your human and spiritual treasure.”

A caveat is necessary here. The situation in Europe is differ-
ent than in America. The historical situation of each
monastery must be considered as well as the enormous chal-
lenge of the post-conciliar period to integrate the liturgical
styles of lay brothers and choir monks. Thus most monaster-
ies in the U.S. opted for a vernacular liturgy. The monastery
of San Benedetto in Norcia, being a new foundation, is not
conditioned by these historical factors, so we are free to
embrace wholeheartedly and with enthusiasm the glorious
vision that Pope Paul VI sets forward.

In the Divine Office, we experience the beauty of the chant,
the gravitas of the full Office, the richness of our monastic
patrimony. In the celebration of Holy Mass, we delight in the
theological clarity of the Latin texts, the extraordinary beauty
of the chant repertoire, and the contemplative reverence of the
monastic liturgical style. The Sunday Mass is full of pilgrims
and townsfolk; people come out of the basilica filled with
wonder and awe, saying: “E’ del tutto straordinario.”

In order to fulfill its unique role in the Church, the new
monastery needs your spiritual and material support. If you
would like to learn more about the Norcia foundation, please
contact:




Very Rev. Cassian Folsom, O.S.B., Prior
Monastero di San Benedetto

Via Reguardati, 22

06046 Norcia (PG)

ITALY

e-mail: monastero@osbnorcia.org
www.osbnorcia.org

ST. LOUIS

Here is a report concerning the activities of our St. Louis
Chapter from Chapter Chairman Regina Morris:

The LLA St. Louis-Belleville chapter met on October 26,
2003 following the Latin High Mass (1962 Missal) for the
Feast of Christ the King, at St. Agatha Church in the city of
St. Louis. Chapter officers that were re-elected for another
two-year term are Regina Morris, Chairman; Allison Smith,
Vice Chairman; and Ray Nowacki, Secretary-Treasurer. After
a brief business meeting, and a lunch break, the chapter met
at the new St. Louis University Art Museum for a guided tour

of the collection of the Western Jesuit Missions, previously
located at the former St. Stanislaus Seminary in northern St.
Louis county. Collection highlights included four centuries of
chalices, monstrances, vestments, and altar missals. Father
Peter DeSmet’s original tombstone and personal belongings
were also part of the collection. A pair of large globes from
1691--one terrestrial and one celestial--were a reminder of
how important knowledge of the natural world was during the
Age of Exploration. The chapter’s spring meeting is set for
April 25, 2004 at the Holy Family Log Church in Cahokia,
IL, following the 9:00 a.m. Latin High Mass (1962 Missal).

PHILADELPHIA

Dr. Rudolph Masciantonio, Chairman of the Philadelphia
Chapter, wrote a letter to greet His Excellency Justin Rigali,
newly-installed Archbishop of Philadelphia. Dr. Masciantonio
described the role of the LLA in supporting the Tridentine and
Novus Ordo celebrations of Mass in Latin throughout the
Archdiocese.

by Lucy E. Carroll, DMA

Thanks to our member

BOOK REVIEW

Catholics everywhere, and
which occur in the very open-
ing pages of the book.

Dr. Lucy Carroll for giving us
a review of this interesting new publication.

Dies Irae: A Guide to Requiem Music
By Robert Chase
Scarecrow Press, Inc, 2003

Dies Irae is a monumental, 700-page compilation of
very valuable material on the music of the Requiem, and set-
tings of Requiem-like works. It will be a much-reached-for
tool for choir and orchestra directors, musicologists, students
of music, music literature, and liturgists. It is, however, a ref-
erence text and not a book for casual reading. Nevertheless, as
reviewer, | read through every page, nodding over familiar
material, and highlighting composers or settings new to me. It
is a dizzying journey through centuries of composers, styles,
and permutations of the texts. In addition to the traditional
Requiem, there are sections on secular or concerr settings, war
Requiems, and Requiems from the Eastern and Orthodox tra-
ditions.

The book takes its title, of course, from the Latin
Sequence in the Requiem Mass, the Mass for the Dead: Dies
irae: day of wrath.

Before extolling the virtues of this text —and there are
many — some items must be addressed which will prove unset-
tling to members of the Latin Liturgy Association, and to

First, there is no distine-
tion made between the Requiem as it remains in the
Tridentine tradition, and the virtual removal of it in the Novus
Ordo. Robert Chase writes as if the Requiem, minus the
Sequence and another text or two, can still be found in the
present liturgy. For example,

The Mass for the Dead of the Roman Catholic Church is
called the Requiem Mass... The Requiem is celebrated in
memory of all the faithful departed on All Souls Day. This
liturgy can also be said on the third, seventh, and thirtieth
day following the death. (1)
But the Requiem no longer exists for us, replaced with the
Mass of Christian Burial, so it is not said at all, let alone as
recounted above, This tradition remains only in the
Tridentine rite. Reading the rich and beautiful texts of the
Latin Requiem, and seeing the multitude of musical settings
by fine Catholic composers over the centuries, one is struck
with a sense of loss. Future editions of the volume need to
make the differentiation in the Requiem as it remains in
Tridentine, and the replacement of it in the Novus Ordo.
Also, according to the Liber Usualis (1961 edition) a
priest may say three Masses on All Souls Day, the first, the
Mass for all the Faithful Departed (Liber p 1806); the second,
not to be sung, is the Anniversary Day (Liber p 1816) but in
the Collect, the words quorum anniversarum depositionis diem
commemoramus are omitted. The third is the Daily Mass for
the Dead (Liber p 1817) with only one Collect Deum veniae




largitur. The Sequence [Dies irae] is used at all three Masses.
At our monastery, there were three Masses on November 2,
only the first sung. But none had the traditional Requiem
texts of Requiem aeternam, In paradisum, or Dies irae.

Secondly — and this is a troublesome area — the
question of the buying and selling of indulgences and Masses
will cause Catholics to raise a few eyebrows. It is true that dur-
ing the late Middle Ages and Renaissance there were wide-
spread abuses. But it is also true that Holy Mother Church
teaches, and has always taught, that simony is a sin.
Misunderstandings arise, even today. Folks say, “I'm going to
buy a Mass for the repose of the soul of Aunt Mary”. One
cannot buy a Mass.

date from the 16th century; the Sanctus is from the 12th, and
the Agnus, the 15th. Kyrie XII, Pater Cuncta (a favorite with
our monastery choir) is from the 12th century. Kyrie XVI,
(practically the only chant, if any, heard in today’s parishes)
dates from the 11th to 13th centuries. And the most familiar
Credo, III, is from the 17th century.

Polyphony did not completely submerge chant; it was an
adjunct to it.

On the positive side, this volume holds a vast treasure of

material. It begins with the Latin texts and [very good]

translations of the Introit, Kyrie, Graduale, Tract,
Sequence, Offertory,

What they mean is, “I am
going to make a donation
to the church for the serv- C (
ices of the priest and the
use of the chapel, so that
a Mass can be said...”
Several  times
throughout Dies Irae we
read of how the selling of
Masses was a major cause
of the Protestant
Reformation. It was one
of many causes. Bur
there is the intimation
that the Council of Trent
simply restrained the
practice:
...the notorious prac-
tice of selling indul-
gences... This practice
was one of the major
theological issues that
helped to precipitate
the Protestant
Reformation.
Ultimately, the
Catholic Church began
to restrict the prac-
tice... (1)
The Council Fathers con-
demned the practice as an
abuse; they did not sim-

ADING THE
RICH AND BEAUTIFUL TEXTS The
OF THE LATIN REQUIEM, and
seeing the multitude of
musical settings by fine
Catholic composers
over the centuries,
one is struck

with a sense of loss.”

—DR. Lucy E. CArrOLL, DMA

Sanctus, Agnus,
Communion and
Responsory. Alas, there
is only one Gregorian
chant disc in the discog-
raphy... certainly more
are available and should
be listed.
compiler
then takes us through the
centuries, beginning with
the Franco Flemish school
and composers such as De
Fevin, Ockeghem, Pierre
de la Rue; through the
High Renaissance with
Cardoso, Guerrero,
Lassus, Palestrina, and
many, many others, some
familiar, some remote.
For each setting of the
Requiem text, Chase gives
us the music edition, the
duration of each section,
the voicing, an outline,
and discography. There is
a concise background of
the composer and his
work.

In the Baroque,
text repetition, which was
“gratuitous and redun-

ply put restrictions on it.
And finally, a
dispute with dates. Chase writes,
The chant reached the highest point of its development
between 750 and 850. After this time, the earliest attempts
at polyphony began to take place and monophonic chant
composition was gradually replaced by this newer, multi-
voiced style. (1)
A simple paging through the Liber Usualis shows a great num-
ber of important chants written after 850. For example, the
popular Missa de Angelis (VIII) has a Kyrie and Gloria that

dant for any theological
purpose” muddied the
settings. But the music of the time is exquisite, in settings by
Charpentier, Gilles, Pitone, Viadana, Lotti, and more.

The symphonic Requiem section takes us to the con-
cert stage, with music for large chorus and orchestra.
Discussed are settings by Johann Christian Bach (youngest
son of Johann Sebastian, and a convert to Catholicism),
Johann Michael Haydn, and of course, Mozart and Salieri.

There is much interesting material as one travels
through the pages. Ferdinand Schubert (1779-1859), older




brother of Franz, wrote a Requiem in 1828 dedicated to the
memory of his brother, and performed at the funeral.

The chapter on Romanticism continues the concert
Requiem settings, with examination of works by Berlioz,
Bruckner, Dvorak, Fauré, Gounod, Liszt, Puccini, Schumann,
Verdi. The list goes on and on. So many great composers,
inspired by the intense texts of the Requiem!

In the section on twentieth century settings, there is
an explanation of impressionism, expressionism, and neo clas-
sic styles. Here we also discover the secular Requiem, on non-
liturgical texts. Twentieth century settings include those by
Alain, Aube, Andrew Lloyd Webber, Penderecki, and Duruflé
(blending Gregorian chant and impressionism), Daniel
Pinkham, Randall Thompson, Benjamin Britten, and many
more.

A separate chapter details the Dies irae Sequence
itself. A Franciscan monk, Thomas of Celana (+1250)
reworked an earlier 12th century poem. It draws on the Sibyll
tradition of the second century BC, and has similarities to the
Une thane tokef of Yom Kippur. The Dies irae was used in
Rome in the 14th century, France in the 15th, and incorpo-
rated into the Roman Missal in 1585.

Another chapter deals with the German Requiem.
After 1526, the advent of Luther’s Deutsche Messe initially
called for the use of both Latin and German. An interesting
aside: in the Brahms German Requiem, Brahms — not the
most religious of men— did not include the name of Jesus

anywhere in the text.

The book continues with the Anglican Requiem,
Byzantine-Greek, the Russian Orthodox Panikhide (sung ar
internment and on the third day after); the Serbian Orthodox
Opelo, Armenian Orthodox Requiem (Armenia was the first
country to accept Christianity, in 301) and more.

In the appendix one finds the melody of the Dies irae.
And, if the hundreds and hundreds of composers discussed in
the book are still not enough, a second appendix lists
hundreds more who set the requiem texts.

This litde volume is certainly deserving of a place on
music bookshelves, a handy reference, a concise bringing
together of nearly two millenia of musical styles, all to the
texts (or similar texts) of the requiem. While its greatest value
will be to music directors and music students, it will be of
great service to anyone interested in the history of music, in
the Requiem settings, in the history of composition, or stu-
dents of liturgical music. For the general reader, there is much
material on composers, eras, and styles that applies not just to
the Requiem, but to all music.

One feels a sense of loss that these exquisite texts, and
the liturgical musical settings, are no longer heard in Catholic
churches, but only in concert halls, recordings, and found in
the pages of books such as this.

This is a very valuable reference guide, and I recom-
mend it, with my few concerns as noted.
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The Gregorian Chant Home
4 Page is maintained by Praﬁmr |
| Peter  Jeffrey  of Princeton’
" University Here is bis introduc-
| tion to Gregorian Chant that is
| found there. It presents a particularly cogent synopsis of chant, its
origins, and its history in liturgy and serves as an introduction for
visitors to this web site: www.music.princeton.edu/chant_html

Ratio Studiorum: The Shape of Modern Chant Studies

% The decision of what to include on these pages, and how to
organize them, inevitably follows from and expresses an over-
all vision of the shape of the field, either as it actually is or as
it ideally should be. The following summarizes my own view
of the history of Gregorian chant and the landscape of the
field as I envision it, in order to make clear what will be found
on the Gregorian Chant Home Page and why I decided to
include it. Though individual perceptions differ (and the dia-
logue among different opinions is one of the engines that
drives scholarship forward), I think that little of what I have
written below would be considered controversial by well-
informed people, even those who have publicly disagreed with
me in their published writings. In any case, the historical con-
struction I have summarized here is being spelled out in detail
in my forthcoming book, Prophecy Mixed with Melody: From
Early Christian Psalmody to Gregorian Chant.

% Gregorian chant is one of the many traditions of liturgical
song that developed in the Christian church during the
medieval period, and undoubtedly the most renowned
(though few people really know it well) of the chant traditions
thar are still in use today. All of these traditions originated in
the practice of oratorical proclamation of the Christian
Scriptures (the Bible) within the context of liturgical, corpo-
rate worship services. The practice itself presumably dates to
the origins of the Christian religion, and even earlier, since
most of the writings in the Christian scriptural canon antedate
Christianity itself, and were already read as Scripture in
ancient Judaism. Even today, most of the old religions (Islam,
Hinduism, Buddhism) still conduct worship services in which
the texts of religious scriptures are cantillated or declaimed
musically, using traditional melodies —rather than being read
aloud in a mere speaking voice or recited in a dull monotone.
Thus the Jewish and Christian practices of singing their
Scriptures are not historical anomalies unique to those tradi-
tions, but rather specific examples of a widespread and ancient
practice customary to much of the human race.

% Despite the over-enthusiastic claims of some, Gregorian
chant as we know it has little in common with the chant that
is heard in synagogues today or that can be recovered histori-
cally by scholars. The two sister religions diverged in the first
century of our era, and each has followed its own historical
trajectory since, despite frequent instances of both friendly
and hostile contact between the two. Though it is true that
both religions revere many of the same Biblical writings, they
sing them in different languages, in liturgical contexts that are
very different and even based on different principles. While
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the members of each religion
often believe that their tradi-
tional melodies are very
ancient, there is no scholarly
procedure that permits us sat-
isfactorily to recover melodies from anywhere near the period
of the first century, before Judaism and Christianity fully sep-
arated. This is because neither group used written music nota-
tion at that time. It is true that specimens of musical notation
survive from ancient China, Babylon, and Greece (including
one Christian hymn, which can be heard at the Hellenic
Culture Database), which permit serious scholarly study of
these musical cultures at periods well before the first century
A.D. With Christian and Jewish liturgical chant, on the other
hand, we are dealing with oral traditions that began to be
recorded in written symbols only about the tenth century
A.D. How to infer what the music was like before that time—
—on the far side of the historical watershed that was the
emergence of written notation —is one of the most difficult
and controversial questions in contemporary chant studies.
For assistance in trying to answer it, chant scholars have
looked in several directions. On the one hand, the study of
modern cultures in which music is transmitted orally — a
subject that falls within the field of ethnomusicology — can
help us develop a sense of what musical oral traditions are like.
On the other hand are the closely related fields of cognition
(the study of how the brain processes information) and lin-
guistics—highly relevant to the kind of text-generated music
that liturgical chant is. There are at least two other reasons
why language studies are important to the chant scholar: First,
the liturgical chant texts were created in ancient languages, the
most important of which were Greek, Latin, Old Slavonic (the
earliest attested Slavic language), and Syriac (a Semitic lan-
guage related to the Aramaic that was the native tongue of
Jesus); Armenian, Georgian, Coptic, Ethiopic, and Hebrew
are also of great value. Second, a modern chant scholar cannot
expect to be conversant with all the latest scholarship unless he
can read at least many of the modern European languages in
which it is being published.

% With the conversion of the Roman empire to Christianity
that began during the fourth century, Christian worship
changed from a persecuted secret cult, practiced surreptitious-
ly by small groups in the house churches and cemeteries, into
a formal public liturgy, celebrated in the great basilicas mod-
eled on imperial court buildings, under the leadership of bish-
ops who were now also officials of the empire. This inevitably
affected the music, as we can tell from Christian writings of
the period. Sermons by prominent bishops of the time, most
notably St. Augustine of Hippo, often cited the Biblical pas-
sages that had just been read in the service, and these fre-
quently included psalms in which the congregation responded
with an unvarying refrain to the verses sung by a soloist.
Already certain psalms were being linked to specific occasions,
so that on a particular day in the liturgical calendar the same
psalms were traditionally sung year after year. By the fifth cen-
tury this practice had been formalized in a type of liturgical
book known as a lectionary, containing the complete cycle of
readings and responsorial psalms for each day of the year. The




most important lectionary to survive from this period, and
very likely the first one to be written down, was the lectionary
of Jerusalem, the influence of which can be detected in most
of the other early lectionaries that survive. To study this peri-
od in the history of liturgical chant, therefore, the scholar
must be willing to read widely in the literature of the early
church, and be especially familiar with the Bible and the his-
tory of its interpretation, for this is the source of the vast
majority of chant texts. Knowledge of contemporary liturgical
studies is equally essential.

% During the sixth and seventh centuries the chant reperto-
ries were filled out, so that each major city, region, and

erated in the church buildings at Rome—the very same texts
that are sometimes quoted in extant Roman mosaics from this
period.

* The ninth century began a period of consolidation, ar least
in the Latin and Greek-speaking cultural spheres. Recovering
from the initial military expansion of the new religion of
Islam, and secking to reverse the cultural decline of the pre-
ceding few centuries, both East and West inaugurated a
process of replacing the myriad local traditions with a single
uniform rite derived from the spiritual capital of the region. In
the Latin West, this was part of the effort known as the
Carolingian Renaissance, in which Pepin and his son

monastery had a complete set of
psalm refrains and other chants,
not only for the Eucharist or c (
Mass, but also for the Divine

Office, the daily cycle of prayer
services in which psalmody had
an essential role. Each locality
had its own tradition, however,
with many distinctive texts and
melodies that were not shared
with the other traditions. By far
the most influential of these tra-
ditions was the local rite of
Jerusalem, witnessed by count-
less pilgrims from all over the
Christian world and therefore
widely imitated elsewhere, par-
ticularly in the East. The desert
monasteries of Egypt were also
widely imitated by monasteries
throughout the East and West,
though in Egypt itself there was
a variety of practices rather than
a single unified rite. Such grear
cities as Rome, Constantinople,
and Alexandria also had their
own local rites, though these
had only limited influence at
this period except within their
immediate geographic environs.

ITH CHRISTIAN AND
JEWISH LITURGICAL CHANT,
we are dealing with oral traditions
that began to be recorded in written
symbols only about the tenth century
A.D. How to infer what the music
was like before that time is one of the
most difficult and controversial
questions in contemporary
chant studies. elipy

—PETER JEFFERY

Professor of Music, Princeton University the
Oblate of St. Benedict at St. John's Abbey, Collegeville

Charlemagne, kings of the
Franks, imposed on all their
subjects (in the region that is
now France and Germany) a
homogenized liturgy derived
from the local rite of Rome. The
music of this Franco-Roman
rite was what we now know as
Gregorian chant, and it was
about this period that it first
became linked to the name of
Pope Gregory the Great, who
actually reigned from 590 to
604. There is little to support
the Carolingian belief that this
repertory was indeed compiled
by Gregory, and significant rea-
son to doubr ir, including the
fact that in Gregory’s time there
was no musical notation in
which he could have written the
melodies down.

% In the East, there were two
liturgical  centers:
Jerusalem, which fell to Muslim
rule in the seventh century, and
imperial  capital  of
Constantinople, the New
Rome. Liturgical unification

The earliest written copies of
these local chant repertories are to be found in manuscripts
that date from the eighth century, but they tend to be frag-
mentary and they include only the texts, for music notation
had not yet been developed. It is perhaps the most frustrating
period for chant scholars, because the written documentation
is relatively sparse. However, one neglected but potentially
fruitful area for studying this period is the art and archaeolo-
gy of the major Christian centers —for in each local tradition
the chant texts frequently refer to the relics and saints who
were venerated in the church buildings where the chants were
sung, and whose commemorations contributed to organizing
the local liturgical calendar. This is nowhere more true than in
the Gregorian chant tradition itself, where many of the texts,
though excerpted from the Bible, were chosen for their appli-
cability to the local martyrs whose relics were and are still ven-

there consisted of a kind of
fusion of the two local traditions, worked out by
Constantinopolitan and Palestinian monks, and therefore giv-
ing precedence to the monastic forms of these traditions. The
end result was what we now call the Byzantine rite, the tradi-
tional music of which is Byzantine chant. The introduction of
Byzantine Christianity into the Slavic world at this time
resulted in the formation of a Slavonic branch of the
Byzantine rite. A similar process of unification, though much
less fully researched, was carried on by the Copric-speaking
monks of Egypt; among its results was the general adoption of
the Bohairic dialect of Coptic, to the exclusion of Sahidic and
other dialects. In the Syriac-speaking realm, however, the
process of unification seems to have proceeded more slowly, so
that there is still significant variation in the Syriac rites today.
Little is known about the history of the Ethiopian rite before
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the end of the Muslim invasions in the sixteenth century, but
it too seems to have undergone some standardization in the
seventeenth century.

% In both East and West the process of liturgical unification
required several centuries, but was ultimately fairly successful.
As a result very few manuscripts survive of the original local
rite of Constantinople, while the rite of Jerusalem is known
almost exclusively from Armenian and Georgian translations
that were made when these areas unified their own liturgies
around the Jerusalem practice. In the West, the only local rite
that successfully resisted the Franco-Roman unification that
began in the Carolingian period was the tradition of Milan,
known as the Ambrosian rite after the fourth-century bishop
of the city to whom it was traditionally ascribed, though in
fact most of it developed after his lifetime. Many manuscripts
remain of the two local traditions that prevailed in Spain (col-
lectively known as the Mozarabic rite), but the music notation
is too primitive for us to decipher today. Vestiges of the many
local traditions of France (collectively called the Gallican rite)
are far fewer, and only a few remnants of the original tradi-
tions of Aquilea-Grado, Ravenna, and southern Italy (now
called Beneventan chant) can now be recovered. In the nine-
teenth century, when the beginning of modern chant scholar-
ship provoked the first great attempt to locate and survey the
surviving manuscripts, researchers discovered a local tradition
in Rome that was textually similar to Gregorian chant, but
melodically quite different. This tradition is usually referred to
as Old Roman chant, and the question of why it is so differ-
ent from Gregorian chant is the most debated issue in modern
chant studies. The problems that must have been encountered
in exporting an oral tradition from Rome to the Frankish
kingdom are often cited as among the most likely reasons.

% The need to develop a uniform chant tradition that could
be easily and accurately taught provoked many new develop-
ments, including the creation of a system of notation for writ-
ing the melodies down, and a literature of music theory for
explaining it. These innovations may have changed the music
itself quite profoundly, making it more difficult for scholars to
imagine what the chant may have been like before. But it is
notation and theory that make it possible for us to study the
chant of this period as music, and that make it possible for us
to perform and enjoy it as music today.

% It was the invention of music notation that, for the first
time, allowed the music itself to be written down in addition
to the text. The earliest notational signs, known as neumes,
primarily indicate melodic contour -- the movement of the
melody between relatively high pitches and relatively low
ones, but the information they convey is not specific enough
to allow modern scholars to decipher the melodies with con-
fidence. This type of notation first appears in manuscripts of
the ninth century, but only from the tenth century do we have
complete copies of the Gregorian and Byzantine chant reper-
tories in which the texts are fully neumated. Further develop-
ments in the notation, beginning about the eleventh century,
made greater specificity possible, leading ultimately to the
familiar musical staff in the West, and to the so-called Round

Notation in the East, both of which were fully formed by the
thirteenth century. These developments make it possible for us
to recover the pitches of the medieval melodies. The original
rhythms on the other hand, are still in doubt, for the notation
seems never to have become explicit enough to communicate
rhythmic information unequivocally. Perhaps the customary
procedures for declaiming the texts were clear enough in those
days to render a more explicit rhythmic notation unnecessary.

% Alongside the neumatic notations, the other product of the
ninth-century standardization was the literature of music the-
ory. In the West, teachers of the chant relied heavily on Latin
textbooks of the late antique period, which outlined the clas-
sical Greek science of acoustics, but had not previously been
applied to Christian liturgical chant. In the East, the study of
classical acoustics was also integrated into the pedagogy of the
liturgical chant, but more slowly. The most original develop-
ment, however, was the theory of the eight church modes, cat-
egories for classifying the melodies that have some features in
common with modern scales. This system, also known as the
Oktoechos, seems to have emerged in the eighth-century
monasteries around Jerusalem, but it was quickly adopted by
the Byzantine, Gregorian, Armenian, Georgian, and some
Syrian chant traditions. The rapid integration of ancient
Greek acoustical terminology into modal theory soon led to
the misapprehension that the Oktoechos itself was a heritage
from ancient Greece, an error that was not corrected until the
late twentieth century.

% The modern field of chant studies, therefore, by necessity
embraces many types of approaches to many kinds of evi-
dence. The bulk of the data to be studied comes to us in hand-
written manuscripts of the tenth through fourteenth cen-
turies, yet an understanding of oral tradition and musical per-
formance is needed to interpret them. Sensitivity to the
rhetorical and syntactical qualities of texts must work in syn-
ergy with detailed knowledge of the mathematical discipline
that was and is music theory, without losing sight of the
Biblical and liturgical matrix that is the chant’s proper envi-
ronment. Finally, the complexity of the topic, combined with
the perennial international popularity of the music, has
ensured a vast bibliography for chant studies, with dozens of
publications appearing every year and frequent international
conferences. In our time the Internet too has become a signif-
icant repository of information relevant to chant scholarship.
The purpose of the Gregorian Chant Home Page is to make
as much as possible of this information conveniently available
to all of those with a serious interest in chant studies, but espe-
cially to those involved in the forthcoming Nassau Edition of
Gregorian chant, which will utilize fully the new technologies
for humanistic and scholarly computing.

—Peter Jeffery
Professor of Music, Princeton University
Oblate of St. Benedict at St. John's Abbey, Collegeville
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POPE JOHN PAUL 1i ON LATIN AND
THE SACRED MUSIC

In observance of the 25th anniversary of the Holy
Father’s pontificate, here are some sermons present-
ed on various occasions when he spoke on matters concerning
Latin and Sacred Music.

Homily on September 21, 1980

Sacred music the expression of Christian cultural heritage

On Sunday, 21 September, over twenty thousand persons attend-
ed the first celebration presided over by the Holy Father in St.
Peter’s on his return from Castel Gandolfo. The Mass was cele-
brated on the occasion of the first centenary of the Foundation of
the Italian St. Cecilia Association. During the Liturgy of the
Waord the Holy Father delivered the following homily.

“PRAISE, O SERVANTS OF THE LORD, PRAISE THE NAME
OF THE LORD! Blessed be the name of the Lord from this
time forth and for evermore!” (Ps 112 [113]:1 f)

1. These words of the Responsorial Psalm of today’s
Sunday Liturgy are perfectly adapted to your feelings, dear
brothers and sisters of the “Italian St. Cecilia Association,”
who have gathered in thousands in Rome, at the center of the
Catholic world, on the venerated tomb of the Prince of the
Apostles, to praise and bless the name of the Lord with the
inspiring harmony of your song, which rises in this wonderful
Basilica as a prayer of worship to God.

You have wished to celebrate, in a solemn and signif-
icant way, a date that is fundamental for the life of your
Association, which has just in these days completed its hun-
dred years of life! A date which does not yet manifest old age
and atrophy in your organization, but, on the contrary, high-
lights its surprising vitality, of which your presence is a joyful
guarantee. This presence expresses an affirmation of life, joy,
hope and Christian faith, and also a proclamation of confi-
dence and love of “sacred” music, to which you have dedicat-
ed, and continue to dedicate, a part, perhaps the best and most
enthusiastic, of your time, your interests, and your energies!

On the distant 4 September of 1880, the first
National Cecilian Congress met in Milan: in this way your
Association was born, with the purpose of gathering in the
service of the Italian Episcopate, all those who loved “sacred”
music. But we could go back even further in dates: the real ori-
gin of the “Italian St. Cecilia Association” could be traced hack
to 1584, when “St. Cecilia's Congregation” was set up,
approved by Sixtus V in 1585. Even the great Giovanni Pier
Luigi da Palestrina was a member of that Congregation, which
lasted until the eighteenth century. In the nineteenth century
it came to life again, divided into two branches, one for “pro-
fane” music, called the “St. Cecilia State Academy,” and the
other for “sacred” music, named the “Italian St. Cecilia
Association”. The affection and esteem that my predecessors,

in particular St. Pius X and Paul VI, cherished for your
Association are well known; just as it is also well known that
it had among its members the most qualified composers and
maestros, conductors in [talian cathedrals and churches.

To promote real “sacred” music

2. You, beloved brothers and sisters, are proud of
belonging to an Association whose main purpose is to promote
real “sacred” music. Thereby you consciously take your place in
the whole centuries-old tradition of the Church, which, in wor-
shipping the Holy Trinity, used music and song to express the
Christian’s deepest religious feelings: worship, thanksgiving,
supplication, prayer, grief, and spiritual fervor. For this reason,
the Second Vatican Council was able to affirm that “the musi-
cal tradition of the universal Church . . . as a combination of
sacred music and words, forms a necessary or integral part of the
solemn liturgy” and that “sacred music is to be considered the
more holy, the more closely connected it is with the liturgical
action, whether making prayer more pleasing, promoting unity
of minds, or conferring greater solemnity upon the sacred rites”
(Sacrosanctum Concilium, n. 112),

Nearly eighty years have passed since the Motu
Proprio Inter pastoralis officii, issued by St. Pius X on 22
November 1903, in a period difficult because of the condi-
tions of “sacred” music, which - as historians and specialists
point out - did not always maintain everywhere that decorum
which becomes divine worship. The Document of my holy
predecessor was, for over half a century, a fertile stimulus of
abundant fruits of true art and deep spirituality. The Second
Vatican Council, for its part, published a Constitution on the
Liturgy which, referring explicitly to the above-mentioned
Motu Proprio of St. Pius X, dedicated an important part to
sacred music (Sacrosanctum Concilium, nos. 112-121); and in
March 1967, the then Sacred Congregation of Rites published
an ample and articulate Instruction, entitled Musicam Sacram.

Enough stress cannot be put on the cultural, forma-
tive, social and spiritual importance of sacred music; and the
initiatives and efforts made in this field, at all levels, will merit
the sincere approval of the Apostolic See, the bishops, and all
the faithful, eager to worship God in a way not unsuitable or
unworthy of his infinite majesty, but will also meet with the
approval of all those persons who are looking with a certain
concern at questionable phenomena and experiments regard-
ing musical expressions in certain liturgical celebrations.

Not everything lawful or valid

3. The Church has stressed and stresses, in her docu-
ments, the adjective “sacred,” applying it to music intended
for the Liturgy. This means that, through her centuries-old
experience, she is convinced that this description has an
important value. In music intended for sacred worship - Paul
VI said - “ not everything is valid, not everything is lawful, not
everything is good; but only what, in union with artistic dig-
nity and spiritual superiority, can fully express . . . faith, for
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the glory of God and for the edification of the Mystical Body”
| (Insegnamenti di Peolo VI, IX [1971], p. 301). It cannot be
said, therefore, that all music becomes sacred from the fact
and at the moment in which it is inserted into the Liturgy; in
this arttitude there is lacking that sensus Ecclesiae, “without
which, song, instead of helping to merge hearts in charity, may
on the contrary be a source of uneasiness, dissipation, and
flaws in the sacred, when not of division in the very commu-
nity of the faithful” (ibid., p. 300).

It is well-known, furthermore, that the conciliar
Constitution on the Liturgy requires new compositions to
have “the qualities proper to genuine sacred music”
(Sacrosanctum Concilium, n. 121). And today, for the dignity
of the Liturgy, I appeal, with esteem and respect, to all musi-
cians, because they too are among those “friends of true art”
whom the Church has declared that she needs and to whom
she has addressed, in the name of the beauty inspired by the
breath of the Holy Spirit, the invitation not to drop the very
fruitful alliance between herself and true art (cf. Message of the
Council to Artists). You, O musicians, who have the wonderful
and mysterious gift of changing man’s feeling into song, of
adapting the sound to the words, give the Church, the Liturgy,
new compositions, in the wake of so many musicians who
have succeeded in keeping their artistic inspiration in perfect
and fruitful harmony with the high purposes and require-
ments of Catholic worship!

Liturgical music

4. Music intended for the Liturgy must be “sacred”
owing to special characteristics which allow it to be an integral
and necessary part of the Liturgy itself. Just as the Church,
with regard to places, objects and clothes, demands that they
should have a fitness adapted to their sacramental purpose, all
the more so for music, which is one of the highest, visible
signs of liturgical sacredness, she wishes it to possess a fitness
in keeping with this sacred and sacramental purpose, by
means of special characteristics which distinguish it from
music intended, for example, for entertainment diversion, or
even piety understood in a wide and generic sense.

The Church has declared what are the musical types
that possess par excellence the artistic and spiritual fitness in
keeping with the divine mystery: they are Gregorian chant and
polyphony. In a period in which appreciation and taste for
Gregorian chant is widespread, and its excellence universally
recognized, it is necessary that in the places for which it came
into being, it should be brought back and put into practice,
according to the degree of ability of the individual liturgical
communities, in particular with the reintroduction of the
most significant passages and of those which, owing to their
facility and traditional practice, must become the common
songs of the Church (cf. Intr. to fubilate Deo - Cantus grego-
riani faciliores . . . , Ed. Vat. 1974). Today polyphony also has
been given new value by the unexpected and happy develop-
ment of the “scholae Cantorum,” composed even of young
people, eager for true beauty and deep spirituality. Alongside

these two types is popular sacred song, which must effectively
involve the whole people and possess, therefore, choral ele-
ments of eloquent solemnity, such as a praying and worship-
ping assembly can and must express. St. Ambrose happily
compares the singing of the faithful with the sea: “Their
psalmody—he writes—vies with the splash of the lapping
waves . . . What is the song of the sea, if not an echo of the
songs of the Christian assembly? . . . When the people pray all
together, there is a booming like the ebbing of frothy waves,
when the singing of men, women, virgins, and children echoes
the responses of the psalms like the harmonious roar of the
waves” (Hexameron, 111, V, 23: PL 14, 165).

Need for preparation

5. The composition and performance of real music
call for a specific preparation, both artistic and spiritual-litur-
gical. At this moment I cannot but praise all those initiatives
which aim both at offering composers adequate aid, sugges-
tions, and instruments, and at giving singers the possibility of
dedicating part of their time to this form of expression, which
is sacred music. It is necessary, therefore, that in the liturgical
musical practice of the Latin Church, new importance should
be given to the immense heritage that civilization, culture and
Christian art have produced in so many centuries. The accept-
ance of forms and instruments typical of other civilizations
and cultures will have to be carried out with discernment, in
full respect for the genius of peoples, and with that healthy
pluralism which is above all a safe-guard of the characteristic
values of an individual civilization and culture, which only in
this way will be able to accept and assimilate, with the test of
prudent and sifted experience, elements of other origin, which
do not pervert its nature, but enrich it (cf. Gaudium et Spes, n.
44; Ad Gentes divinitus, n. 22).

Beloved brothers and sisters! On this solemn celebra-
tion which sees you gathered rejoicing round the Pope, to
thank the Lord for the hundred years of life of your
Association, I say to you: Love the “Iralian St. Cecilia
Association”! Follow it! Support it! Continue with renewed
fervor in the magnificent work which is at once a synthesis of
“art” and of “faith”! But precisely because “sacred” music is an
expression and manifestation of the faith of the Church and
her members-in your behavior as Christians, at the interior
level and at the level of exterior witness there must be perfect
harmony and real consistency between your singing and your
life. “Those who sing to God - St. Augustine tells us - live of
God; those who psalmodize to his Name, act for his glory.
Singing in this way, psalmodizing in this way, that is, living in
this way, operating in this way . . . you prepare the way for
Christ, in order that the hearts of the faithful may be opened
to him through the work of evangelizers” (Enarrat. in ps. 67,
5: PL 36, 814 s.).

If you are true Christians, with your singing you will
be evangelizers, that is, messengers of Christ in the modern
world! Amen!
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Homily on September 25, 1983
May sacred music be true art and inspire devotion

On the morning of Sunday, 25 September,
John Paul 1 celebrated Holy Mass in St. Peter’s Square
for the Italian Association of St. Cecilia. The solemn
celebration was accompanied by the singing of more
than twenty thousand choir members belonging to the
Association. At the Liturgy of the Word, the Pope preached
the following homily.

L. “ Improvising to the music of the harp,
like David, they devise their own accompaniment” (Am 6:5).

Beloved!

These words, which we heard in the first reading of
today’s Liturgy, are addressed by the Prophet Amos “to the
complacent in Zion, to the overconfident on the mount of
Samaria, . . .” (Am 6:1), but who instead are already on the
verge of ruin, and their deportation and exile are imminent!

In the New Covenant, as Christians reborn to the
new life, we are true Davids, who praise God with a new song,
the song of redemption. Along with the Psalmist, we sing to
the Father: “Hear, O Lord, the sound of my call;

Of you my heart speaks; you my glance seeks;

your presence, O Lord, I seek.

Hide not your face from me!” (Ps 27 [26] 7-9).

These vibrant invocations express the soul’s longing
for supernatural realities, according to St. Paul’s strong recom-
. set your heart on what pertains to higher
realms . . . be intent on things above” (Co/3:1-2). It is a long-
ing which is translated into a prayer from the heart. In the
Christian, who enjoys the new life and in whom Christ him-
self - the Word of the Father - lives, this prayer assumes such
a great fervor as to be expressed and exalted in song.

mendation:

In its most perfect form, this prayer is raised to the
Father by Christ. In fact, Christ, as from all eternity, so also
after his incarnation, resurrection and ascension, continues to
sing, as the mediator and spokesman of all of mankind, the
praises and the glory of the Father, as well as the aspirations
and desires of man.

It is Christ, therefore, who - as the conciliar
Constitution on the Sacred Liturgy states - “ introduced into
this earthly exile that hymn which is sung throughout all ages
in the halls of heaven. He joins the entire community of
mankind to himself, associating it with his own singing of this
canticle of divine praise” (Sacrosanctum Concilium, no. 83).

All of you members of the “Scholae Cantorum”,
belonging to the Italian St. Cecilia Association, are particular-
ly linked to this song of praise, you who make St. Peter’s
Square resound today with your prayers and your songs. 1
express to you my affectionate and grateful pleasure for the
work you carry out with so much enthusiasm, and also for
your presence in Rome during the Jubilee Year of the

Redemption. I cordially greet the President of the
Association, Monsignor Antonio Mistrorigo,
Bishop of Treviso, his collaborators, the diocesan
directors, the composers, the choirmasters and you,
singers of God’s praises.

Your task is to see to the exact performance of sacred

songs during liturgical celebrations, as well as to

encourage the active participation of the faithful in song

(cf. Instruction Musicam Sacram, no. 19). Yours is therefore a

function which is not reduced to merely and exclusively an

artistic one, but one which involves - along with art - faith and

devotion, the whole of redeemed man, the whole of the
Christian.

Lift up a new song with your life

2. Just as the Holy Spirit is the one who gives our frail
strength the capacity to open ourselves up in the invocation
“Abba - Father!” (cf. Rm 8:15), this same Spirit also gives us the
capacity to make our prayer complete, making it explode with
holy joy, with the delight of song and music, following the
exhortation of St. Paul: “Be filled with the Spirit, addressing one
another in psalms and hymns and inspired songs. Sing praise to
the Lord with all your hearts” (Eph 6:18-19).

The results of this interior action of the Holy Spirit
are: a new man, who must put on the image of the Creator and
sing “a new song”; a new life of community and communion,
in such a way that to instruct and admonish one another with
wisdom, singing to God from the heart and with gratitude (cf.
Col 3:16), appears as a Paschal gift, the fruit of Christ’s
Resurrection. Commenting on the words of Psalm 32 (v. 3),
“Sing to the Lord a new song”, St. Augustine thus exhorted his
faithful and us too: “Take off what is now old; you have learned
the new song. A new man, a New Testament, a new song. The
new song does not suit old men. Only new men learn it, men
who through grace have been restored from what was odd; men
belonging now to the New Testament, which is the kingdom of
heaven. All our love sighs for it and sings a new song. But lift
up a new song not with your tongue but with your life” (Enarr.
in P, XXXII, Sermo I, 8; PL 36, 283).

In the New Covenant, singing is typical of those who
have been raised with Christ. In the Church, only whoever sings
with this disposition of Paschal newness - that is, of an interior
renewal of life - is truly risen. Thus, while in the Old Testament
music could perhaps have resounded with worship bound to
material sacrifices, in the New Testament it becomes “spiritual”,
in keeping with the new worship and the new liturgy of which
it is an integral part, and is welcomed on the condition that it
inspire interior devotion and recollection.

3. Christ is the Hymn of the Father and, with the
incarnation, he consigned to his Church this same Hymn, that
is, himself, so that it might continue it until his recurn. Now,
every Christian is called to participate in this Hymn, and to
make himselfa “new song” in Christ to the heavenly Father. On
an even deeper level, he is called to participate in that Hymn,
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