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One of the most important events in the contemporary history of the sung liturgy was undoubtedly the publication of Pope Pius X’s Motu proprio Tra le sollecitudini on November 22nd, 1903.

It is therefore highly appropriate that we pause to mark the 100th anniversary of this exceptional document.   It is a document that is both a true treaty on sacred music and an edict of great clarity, and it should be used today as a source of inspiration for rediscovering the basic principles of the sung liturgy.  This is particularly true for the present members of the Pueri Cantores movement, whose principle objective is active participation in the liturgy through sacred music of high quality.

Of course, every era has its necessary evolutions and inevitable adaptations.  The pontiffs of the twentieth century, and Pius XII in particular, published some marvellous documents in favour of a true pastoral liturgy, and one of these documents, the Sacrosanctum Concilium of Vatican II
 has become a veritable charter of the liturgy. In it, the liturgy is described as the summit which the action of the Church aims to attain, and the source from which emanates all its force, that pure liturgy which gave to the traditional Roman rites their original splendour.

However, as might have been expected, many of the liturgical practices which came after the Council moved away from the basic principles of the sung liturgy, and, as Pius X had done in 1903, Paul VI, on June 21, 1967, speaking through Cardinal Lercaro, denounced the arbitrary liturgical experiments and illegal practices carried out under cover of the Council.  Since then many unfortunate experiments have persisted, and so it would be useful to remind ourselves of the profound aims of the sung liturgy in order to properly rediscover the spirit of Pius X’s document.  This said, the present document should not be considered as an analysis of the Motu proprio; however, the reader will find it contains the essentials of its contents. Above all will be underlined the great qualities of sacred music which, according to the Motu proprio must be holy, must be a true art and must be universal.

-I-

Basic qualities of liturgical music

1. Sacred music, an integral part of the liturgy
Art imitates nature, but it transcends it most often in such a way that the role of the artist is not to copy nature, but to distance himself from it in order to discover what is beyond the visible world.

Since the role of the liturgy is to lead us to experience mysteries that go beyond this earthly world, the rites must use those elements that are the most suitable for portraying a new way of existence: living in Christ.  The liturgy therefore calls on the arts to accomplish this demanding task, and of all the arts called on to serve in the liturgy, music is the most important because it is part of the actual act of divine worship (Pius XII, Musicae sacrae disciplina).  It is called an integral part because in order for the liturgy to have its maximum effect, music becomes an essential element without being absolutely necessary to the act of worship.

Rite and art therefore combine so that the worshipper may be united with the world of the divine or the holy. It should not be forgotten that the liturgy, by its own finality, should not integrate into its rites any other than liturgical or sacred music. Long is the list of texts that periodically reappear in the hope of making the music of worship more worldly.

Let us say then that rites are not effectual in themselves or because they are sustained by the artist.  They are effectual through the will of Christ and through the Church from which they receive their communication of grace.  Art is employed to accentuate the significance of the sacramental mystery: therefore it is described as sacramental.  It is thus essential to re-situate musical participation within the broader context of liturgical action.  Article 7 of the SC reminds us that the saving grace of Christ is revealed not only in the proclamation of the Word of God and in the sacraments, but also in the whole of the liturgical ceremonies: “He is present, lastly, when the Church prays and sings, for He promised: "Where two or three are gathered together in my name, there am I in the midst of them" (Matt. 18:20).”

Music is therefore not autonomous: it is not a rite set apart from the liturgy, however artistically excellent.  It must be integrated within the global ceremony of the liturgy.  Thus the SC tells us that: “In liturgical celebrations each person, minister or layman, who has an office to perform, should do all of, but only, those parts which pertain to his office by the nature of the rite and the principles of liturgy.” (art. 28)  Moreover, since the rites are complex and diversified, the sung liturgy has numerous genres, forms and styles that the musician or composer must respect, although unfortunately this is not always the case in many of our modern celebrations.

2. The sacred character of liturgical music

A sacred character is the basic quality required for music that accompanies the Holy Mysteries.  It is because this eminently essential quality has been badly understood or ignored that music has sometimes fallen into mediocrity or illogism, because the language of music has its own values, the difficulty, in liturgical music, is the realisation of an absolutely necessary harmony between sacred texts and music.  As Pius X stated, sacred music must be holy.  What characterizes music is that on the notional plane it is imprecise, whereas on the expressive plane it has great strength.
  It is here that one must reflect on the proper value of musical language.  In ancient times, the Greeks gave such moral and educational value to musical language that the great philosophers, Plato in particular, thought that the State should intervene and forbid certain musical forms that might, in the long run, corrupt the moral values of the young.

Throughout the centuries the Church has always been vigilant on this point and encouraged an art suitable for expressing the Mysteries of Christ, since it was convinced that the movement of the soul suggested by the music must be a sort of symbol of spiritual worship, the sign of a life beyond that already experienced on Earth through faith.  Music with a purely human resonance risks entertaining the faithful rather than being an incitement to pray or to be united with the acts of Christ.
 But there is worse: the musical language of certain music can even be in contradiction to the message conveyed in the text
.

3.  Sacred music must be a true art
Relying on the tradition of centuries and simple common sense, Pius X insisted that sacred music be a true art, meaning that church music must first of all be good music, inspired and well-constructed, in other words that it exist first and foremost simply as music. As Pius X said on the subject: “It must be true art, for otherwise it will be impossible for it to exercise on the minds of those who listen to it that efficacy which the Church aims at obtaining in admitting into her liturgy the art of musical sounds.”

When we come to speak of the role of the schola, we will explain at greater length how only a high quality allows us to fulfil the aims of the Church when art is called upon to emphasize the sublime Mysteries of religion.  Music which is technically faulty and little or not at all inspirational will always cause the act of worship to become commonplace.

-II-

The Church musician: an important role

1. The true ministry of church musicians

Church musicians, like the servers and readers, perform a veritable liturgical office (SC art. 29 and 112), for do not those who minister act in the name of Christ?  Needless to say, these persons must have training in the domain of liturgy in order to be harmoniously integrated within the entirety of the liturgical celebration.  This office is broad and functional: it is not just an hors d’oeuvre.  This is why we must explain that the special group which forms the choir is not simply a part of the people, but is a core element with its own function, one that goes beyond that of a simple coach or substitute.

2.  Role and importance of the schola
The role of the schola is linked to a set of principles that are not always easy to grasp.  Let us examine a little this assertion, which is all too often forgotten by pastoral agents.

The musical art of a celebration, as we have already said, is functional.  It therefore necessarily limits the artist as to when he must intervene, the choice of musical genres and the manner of their execution; when these limits are observed and performed by specialists (meaning those well-trained in the liturgy), this musical art is very desirable and at certain moments necessary.

Evidently, there are reasons of an aesthetic nature for this.  The congregation, for example, may need the choir to maintain a certain level of performance.  The choir is therefore the support and the soul of communal singing, and may at times execute certain pieces too difficult for an untrained congregation, or else sing in alternation with it.  Thus the schola has a role as a support or even as a substitute.

But the place of the schola in the celebration is justified for reasons that go beyond conformity or practical aspects: for reasons of a spiritual nature, it is part of the liturgy itself. 

Indeed, the congregation is there to celebrate Mass, that the liturgy makes actual through all the means at its disposal.  It means leading the worshippers to live in faith and charity, by proclaiming the Word of God, by revealing the Mysteries of Salvation and by facilitating contact with the richness of grace contained in the rites, so that they experience somehow this faith and charity as did the disciples of Emmaüs whose hearts took fire when Jesus spoke to them.  If one can consider eloquence as a sacramental because, in preaching, it facilitates conviction, then so is sacred music, since by its very nature it opens the soul of the faithful to prayer, deepening, the greatness of the Mysteries through subtle affinities, and favouring the birth of generous sentiments.  The sacramental used in the Mystery thus makes a true impression on the spirit and the will of the faithful.  Therefore, the better the affinities with the soul are expressed, the greater the impressions will be, which is why it is necessary (in order to attain a certain ideal, in Latin called ad bene esse) to have the presence of an art which is diversified and expressive enough to bring about new depths of contemplation.

In other words, the singing of the choir is not a simple ornament, a pure embellishment, an annex to the great solemnities, for it deeply signifies an aspect of the Mystery and fosters, more effectively than would an inferior art, the soul’s journey to God.

3.  Participation through listening
Thanks to a listening which can be described as active, the members of the congregation are united with the singing of the schola, or else they participate in the sublime accents of sung prayer. Even if they themselves do not sing, they participate fully in the Word of God when proclaimed by readers, as did the people of the first congregations when the psalmist sang the psalm between readings.  After all, why should the people themselves perform every possible piece of choral singing in order to participate in their effectiveness?  Indeed, it often happens after a Mass that we receive reactions and comments from the congregation, especially when the Petits Chanteurs have sung with a special fervour and when each of the participants has played his role with enthusiasm and sincerity.

Let us not forget that there is also a need for balance between the different participants in the celebration.  Besides this, the Constitution on the Sacred Liturgy explicitly favours choral singing, ordaining that the treasure of sacred music be preserved “with great care” and that “Choirs must be diligently promoted.” (SC art.114)

-III-

Congregational singing: its limits and its necessity

1. Necessity of congregational singing

It is evident that congregational singing is necessary and that it must be zealously and intelligently promoted.  Owing to the importance of the subject, let us quote from the texts in the Constitution that make reference to it.

Firstly, article 112 says: “ Therefore sacred music is to be considered the more holy in proportion as it is more closely connected with the liturgical action, whether it adds delight to prayer, fosters unity of minds5, or confers greater solemnity upon the sacred rites.”

Article 113 affirms that: “ Liturgical worship is given a more noble form when Divine Services are celebrated solemnly in song, with the assistance of sacred ministers and the active participation of the people.”
 Article 114 is even more explicit: “… ; but bishops and other pastors of souls must be at pains to ensure that, whenever the sacred action is to be celebrated with song, the whole body of the faithful may be able to contribute that active participation which is rightly theirs…»

2. The repertory of the congregation

What, then, should belong to the congregation?  Firstly the acclamations and responses, such as the refrains in the psalms, the Alleluia, and the Sanctus. As concerns musical forms, although of course verse forms are always possible, extracts with refrains are still more preferable, unless, thanks to the kind of long tradition such as exists in Germany and England, the same melodies and texts have been used over a long time.  During our travels in Germany and in England, we have often remarked on the great beauty of the traditional chorales, which the congregations intone as if by second nature, accompanied by simple and effective harmonies. These are melodies that have withstood the test of time and they give the organist multiple occasions to improvise preludes and interludes.

3. The musical value of congregational songs

All this music, however, must be of quality, and all the while take into account native musical traditions, especially in mission lands (SC art. 119).  It is here that the profound traditions of a people must be respected.

In countries of Latin origin, this musical tradition is found much more in the great liturgical hymns such as the Salve Regina or the Pater or in popular hymns such as we sing at Christmas, than in imported folk music.

Certain composers have nevertheless sometimes discovered a style that expresses the deep feelings of the people.  I would add here that, faced with the importance and the success of the choral singing of the Germans and the English, we have translated many of these beautiful chorales into French, and been surprised with the results: it is a line worth developing.

It is also highly necessary that songs destined for the congregation be interesting to sing, inspirational and of a certain length, that they not be one of those small and compressed musical phrases that no-one feels like singing, as an eminent Quebecois musician once said.  Again, how many nuances must be considered when searching for balance between the singing of the congregation and that of the choir!

4. The choir: a support for the congregation

Even if the people respond easily to the salutations of the celebrant and thus give their assent to the communal prayer, even if they respond to the deacon who reads the gospel or sings the monitions or the litanies, or even if they easily respond to the verses of the psalmist, they will still sometimes need the support of the choir to express themselves in more complex songs such as the Gloria, or when they want to participate in the procession, Introit or communion songs.  Sometimes, there is no objection to the choir alone singing certain of the more elaborate musical pieces such as the Introit or communion songs, or a Gloria, an Agnus Dei, even a Sanctus, as long as this music be truly functional and suited to holy worship.

5.   Necessity for long-term work
We conclude this part of the document in insisting on the necessity for long-term work if good results are to be had from a congregation. The nave must be occupied, the congregation should occasionally rehearse, and there should be no obsession with novelty, at any price.  Besides, how can a lasting tradition be established if one takes as a model the short-lived fashions of popular songs and if one has no concern for education?
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Repertory, musical forms and language
A word must be said on another balance to be attained, this time concerning musical forms in relationship to the different participants, problems involving language, and the repertory itself.  It is indeed important to distinguish the singing of the holy ministers, that of the people and that of the choir.

1. It is of course evident that the texts of the holy ministers (celebrant or deacon) are the most important, the most stable, and the most sacred.  It is acknowledged therefore that the recitatives used to sing these texts must be the most universal and the most rooted in tradition.  This was done quite skilfully in the editions of the Missal of Paul VI.  Most of these recitatives, at least those in French and in English, are directly inspired by Gregorian resonance.  Here, the individual disappears in a way, to express Christ in the noblest tones, with a music that goes to the essence, where individual sentiments are absent.  This music results from centuries-old wisdom.  It is a royal music, for do not the priest and the deacon speak in the name of Christ?  The quality of universality required by Pius X is wholly attainable here. 

2. As for the congregation’s singing, there is no objection to the simplest of Gregorian melodies being maintained in its repertory.  Moreover, it is a powerful sign of unity, especially in celebrations of an international kind.  It is here, however, that it is most natural to search out a repertory in the vernacular, and to adapt to the different national or regional mentalities.  But one should be aware that it is also here that the restoration of the liturgy is drawn into the greatest mutations and is at the greatest risk.  In 1903, this problem was certainly not as acute as it is today, but Pius X, when he demanded that sacred music be universal, opened the door to forms characteristic of the music of each nation, saying with a wisdom which still has our admiration that “these forms will nevertheless be subordinate to the general character of sacred music”…(cf. Section I of the present document). Therefore it is very important that competent musicians be part of national or diocese commissions on liturgy so that mere amateurs do not involve a region or a diocese in unfortunate experiences.

3.   The singing of the schola also must be rooted in tradition and give primary importance to the 
execution of the treasure of sacred music (SC art.114), and above all to Gregorian chants specially suited to the Roman liturgy (SC art.116).  Ideally, these Gregorian melodies should be sung with the original Latin texts, because the words and the melody are so interwoven that it is impossible to change the language without seriously compromising the music.  This being said, certain adaptations made by masters have been highly successful.
As for the choral repertory in the vernacular language, a few inspired composers have taken an interest in liturgical music over the last forty years, but works of quality, with a degree of elaboration, are rare.  Indeed, a great deal of time is needed to build up a worthy repertory.  Adaptations of operatic choruses, using religious vocabulary that have nothing to do with the original work, must be condemned; the music, no matter how clever, has nothing to do with a celebration. These abuses are part of the trend contributing to the removal of sung prayer.

4.   Singing in Latin.  For those who still object to singing in Latin, it should hardly be necessary to remind them that most of the traditional songs intended for the schola (the Introit, the Offering and Communion) are of a lyrical style, for which an understanding of the general meaning is enough for them to fulfil their aims. In any case, nowadays most worshippers have access to a participation aid containing translations of the missal’s original works.  The same comments may be made concerning the polyphonies in general, which of course have traditionally been written in Latin.  Even today, many composers prefer Latin to the vernacular.

As for the communal songs of the Mass (the Kyrie, the Gloria, the Sanctus, the Agnus Dei), the people have long known the meaning of them, and it seems absurd to oppose the use of Gregorian song under the futile pretext that the worshippers would not understand what they were singing.  Given the freedom to choose a language, the musician should weigh the advantages and disadvantages and decide according to the spiritual effect that he wants to create.

-V-

Final thoughts: the different opinions on sacred music
1. Return to the source

Many musicians believe that the post-Council has wasted a precious and irreplaceable heritage.  Latin has been the liturgical language of the Church since at least the 3rd century.  Since the Council, many (especially avant-garde pastoral agents and even pastors) have developed a veritable intolerance for Latin because of false and abusive interpretations of texts. However, the majority of serious and well-trained musicians have deplored this negative reaction, a reaction that has caused the downfall of many initiatives aimed at reasserting the value of traditional Church songs.

Today, musicians attached to our deep roots advocate a certain eclecticism by accepting the vernacular when used advisedly, but they favour the use of Latin for those who so wish and who have the competency necessary for its preservation.  Elsewhere, let us not forget, several important churches organize exclusively Gregorian Masses for certain celebrations; it is to be noted that worshippers particularly appreciate these celebrations, where contemplation is as though rooted in the music itself.

2.   Aim for simplicity

Saint Louis Grignion de Montfort said, “Song opens the heart to the Holy Spirit”. During his missions he mostly used popular hymns, but in those days, the solemn liturgies were still performed in Latin.  Nowadays many composers of religious songs advocate simple music, reproducing known melodic suites.  This music gives an immediate pleasure, and the liturgy is at present inundated with short pieces that resemble popular tunes and whose musical language is rather superficial.  It seems to us that these songs, often childish, cause a sort of regression rather than help to intensify the Mystery.  Will we experience the presence of God more fully because we tirelessly repeat, to the tune of a simple melody, “Jesus, you are here”?  The question provides ample food for thought.

3.  Use music analogous to popular music
We believe that this opinion is linked to a false conception of the liturgy, one that wants the Mass to be a celebration rejoicing in experience, using a more down-to-earth liturgy where, because of the music, the human aspect prevails over the spiritual aspect.

Here one should pay particular attention to the problem of rhythm, which in music described as “measured” used to be rigorously linked to the text.  Nowadays, however, it often happens that the rhythm takes over
, a phenomenon similar to that which was produced in the beginning of the 14th century during the Ars Nova
 epoch. Popular music may perhaps attract people to the Church, but it is questionable whether they come for the right reasons.

The repertory of the charismatic movement approaches this tendency by employing simple musical language that is easy to memorize.  Singing then becomes an element like any other, like certain gestures where importance is given to emotion and the human warmth emanating from the group, consequently providing mutual edification.  But very noble aims such as the awaiting for the Second Coming of the Lord or the quest for the Holy Spirit are not necessarily attained in these meetings because of the very means employed, and may sometimes give rise to much illusion.

4.  Aesthetics

As has been often enough said: the liturgical celebration is not a concert.  However, it must be noted on this subject that there is a real danger in opposing beauty and religion, because the tradition of the Church is to integrate beauty into the liturgy. Nothing is too beautiful to use for celebrating the Mysteries of Christ.  This being said, there is a subtle danger in behaving as though the celebration had beauty as its aim and by ricochet the satisfaction of the participants.  In liturgy, beauty is not an end in itself, for the value of a celebration must first be measured against the degree of participation of the chief actor, Christ, who accomplishes the Mystery.

Father Hans-Urs von Balthasar, in an extraordinary article that appeared in the revue Communio, deals with this problem very aptly.  Let us quote some of his assertions:

“It often happens, says he, (and today that risk seems greater than ever) that a liturgical assembly evaluates the success of a celebration through its own edification, by judging the way the faithful “participate” and are “touched” by it, instead of letting themselves be touched by God and his gifts… There are congregations who, perhaps unconsciously, celebrate themselves rather more than they celebrate God (and this holds as true for traditional communities as it does for progressive communities…).  This means that even the question of whether a service is “living” is extremely ambiguous: for it is difficult to know whether the service gives rise to an opening of the hearts of the participants and a living conversion, or whether it leads them only to an enjoyment of their own vitality”.

Further on, he speaks of how the authenticity and the sincerity of liturgical prayer may be absent if one only thinks about the performance or else if one falls into apathy or routine.

“…and the Christian soul of the people, he writes, immediately distinguishes between what is authentic and all that is play-acting, grandiloquence, all that perhaps comes from an inner emptiness…objectivity…is best used when each person has the feeling that the object enters wholly into the service of the mystery.”

We would also like to draw your attention to the danger of giving too much importance to a singer during the liturgical service.  A soloist who is put into the limelight, especially in a repertory that borders on dramatic music, draws attention and may easily distract the congregation from the true focal point.  On this subject, Pius X wrote in the Motu Proprio, after having spoken of the choral character of the choir:

“By this, it is not to be understood that solos are entirely excluded. But solo singing should never predominate to such an extent as to have the greater part of the liturgical chant executed in that manner; the solo phrase should have the character or hint of a melodic projection, and be strictly bound up with the rest of the choral composition.”

Conclusion

These last reflections have clearly shown that, when celebrations are to be held, church musicians are torn between sometimes incompatible logic. On the side of the worshippers, the expectations are also sometimes very diverse, even irreconcilable.

All the same, it can be noted that after all the experiments that have been carried out since the Sixties that there is a desire among many people, especially where there are enlightened pastors and pastoral agents, to reassert the value of the liturgical celebrations, and to give them the importance they should have in pastoral work in general.  But for this to happen pastors, and bishops in particular, must make the liturgy a priority.  It is sad to note that there are so many churches where things are just improvised, and where the musical dimension is really not taken seriously.

It is important that the competent authorities, whilst encouraging quality in the sung liturgy, do not hesitate to prohibit any practice that is in flagrant contradiction with the basic principles laid out in this document. They should, for example, insist that for weddings and funerals, popular tunes and typically profane songs be definitely banned, and in general demand a more classical repertory able to resist the test of time, a repertory whose musical language is truly sacred.

The Pueri Cantores movement is in the forefront, because its objectives fit perfectly with the lines laid down by ecclesiastic tradition.  In several churches where true masters who combine both Christian life and proficiency are employed, services that are wonderful models are performed if the bishops and pastors collaborate. The different participants in the service fully assume their roles, with the congregation expressing its faith as one voice, and the choir and the organ bringing to the faithful a superabundance of this beauty that, according to the wishes of the Council itself, allows us in the earthly liturgy to take part in a foretaste of the heavenly liturgy. (SC art.8)

Of course, such success is always based on the personal spiritual life of the artisans of the liturgy.  The gestures, the rites and the songs must be signs of a deep reality rooted in a life that puts the Gospel first in its concerns; however, these gestures must be real and expressive, in harmony with the Pentecostal Spirit which was present during the last Council, whose Constitution on the Liturgy is a fitting continuation of holy Pius X’s wonderful document.

Monsignor Claude Thompson, P.H.

Trois-Rivières

October 15, 2003                                

                                                                                       (Translation from French by Susan Glendenning)
� Referred to throughout the document by the abbreviation SC.


� We could expand on this endlessly by classifying the different musical genres according to our different inner lives: jazz, pop, rock (instinctive life); romantic music (sentimental life); classical (rational life): Gregorian and other similar genres (spiritual life).  Note, for example, the uncontrolled wildness that often accompanies the performers and audiences of certain types of rock music.  Without going to extremes, one must beware of the danger of using in the liturgy so-called profane music, that which promotes sentiments or even instincts which have nothing to do with evangelical ideals.


� Here on this subject is an extract from the Decretal of John XXII, an edict issued at the beginning of the 14th century, at the time when deconsecration was to be found everywhere in the Church, as well as corruption in public powers, including among many bishops: “Certain disciples of the new school, whilst giving much attention to keeping in time, apply themselves to playing the notes in a new way…: they chop up the song with short notes, shorten the melodies with broken syllables (a procedure similar to our counterpoint) They run on without rest, excite the ears instead of soothing them, and mime with gestures what is being played.  Thus, the worshipful devotion that should be the aim is ridiculed (Constitution Docta SS. Patrum, passim; cf. Romita, F., Jus Musicae Liturgicae, Roma 1947, p.47 :  trans. C. Thompson)


� At an extreme one could have, for example, an unbridled music promoting a wholly instinctive liberty coupled with a text on the Beatitudes, or even more paradoxically, the Passion of Christ.


� Our underlining.


� It is also evident that where means permit, the masterpieces of the great classical repertory may be sung in full, sometimes with orchestral accompaniment. This is an excellent way to comply with the wishes of the Council, which stipulate that the treasure of sacred music be preserved.  This practice may go against the letter of the law (for example, according to which the assembly should sing the Sanctus) but not its spirit.  These works are so intense and of such great quality that their inspiration facilitates to the maximum the adhesion of the faithful to the act of worship.  It is a good case of “equity” (Greek:  epieikeia), when one is morally certain that the legislator did not mean this particular case to be included in the law.  Another case of equity: during certain pieces of very elaborate music the congregation may well be seated even though the rubrics prescribe standing.  In order to appreciate these exceptional moments, it is preferable to be seated.


� “There is a risk…when the music proceeds according to a pre-established tempo, that the rhythmic movement will become so autonomous that the text becomes of secondary importance.  The danger is even greater that the rhythm harbour a formidable orgiastic power. Music’s power of incantation relies above all on rhythm, able to overwhelm man’s biological and spiritual evolution. Christian worship accepts this and uses it insofar as, in this way, the worshipper enters more fully and more intensely into the sacred evolution of the mass.  It refuses it when it alienates the spirit and detaches it from the mystery which is being celebrated.  …the absolute autonomy of musical rhythm… surrenders liturgical song to ambiguity” .  (Gélineau, Joseph, Chant et musique dans le culte chrétien, p.154)


� See note 3, p. 4


� Communio. N° III, 6 – November-December,1978


10 An exception that confirms the rule: the solo parts in the great orchestral classical works.





�  We were very pleased to see that, on December 4th  2003, the newspaper L'Osservatore Romano published a major  text by the Holy Father in a chirograph, a form of letter, in which the Pope emphazises the Centennial of the Motu Proprio of Pius X and makes  numerous observations that run along the same lines as the present document. This letter of John Paul II is dated November 22th 2003.
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