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he Roman Catholic Church has always been concerned with

the quality of the music used in the liturgy, and the essays
in this volume trace the churchs efforts, during the nineteenth
century and the first half of the twentieth, to cultivate a more
appropriate liturgical music for its Latin Rite. The task of restora-
tion — expressed, for example, in the chant revival associated with
the monks of Solesmes, the efforts of the Cecilian movement, and
Pius X’s determination to reform sacred music in the universal
church - is a recurring theme in the book. Meanwhile resistance,
particularly to the reforms decreed by the pope’s 1903 motu pro-
prio, also finds a voice in the volume. The essays collected here
describe selected scenes and episodes from the unending story
of imperfect human beings trying to express in their music the
perfection of God.

Paul Collins lectures in music at Mary Immaculate College, Uni-
versity of Limerick, Ireland. His research interests embrace music
theory during the Baroque, seventeenth- and eighteenth-century
keyboard music, and nineteenth- and early twentieth-century
Catholic church music. His first book, The Stylus Phantasticus
and Free Keyboard Music of the North German Baroque, was pub-
lished in 2005.
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THOMAS DAY

Foreword

All of the information on the following pages could be read as a collection of
facts — various ideas, ecclesiastical decrees, people, attitudes, controversies,
and events — pertaining to the Roman Catholic Church’s efforts, during the
nineteenth century and the first half of the twentieth, to cultivate a more
appropriate liturgical music for its Latin Rite. Looking at those facts from
the distance of time, however, there is also a temptation — a very alluring
one — to see in that information a pattern that keeps repeating across the
centuries, and the pattern is this: a continuing cycle of action followed
by reaction. To put it another way: (1) a type of liturgical music becomes
widely accepted; (2) there is a reaction to the perceived inadequacies in
this music, which is then altered or replaced by an improvement. (Some-
times the improvement is supposed to be a return to an original purity
that once existed.) The improvement, after first encountering resistance,
becomes widely accepted, and eventually there is a reaction to its perceived
inadequacies — and on the cycle goes.

Itis true that sometimes human beings can easily deceive themselves by
imaginingall kinds of patterns and grand historical frameworks where there
is only one event after another. But this book is about music, an art, and in
the history of the arts in the West there is, indeed, a recurring pattern that
has continued for more than a thousand years: ‘the new’ in Western art and
music pushes aside ‘the old; usually in the name of improvement. When ‘the
new’ becomes old, the pattern is repeated. Compared to the arts in some
other cultures, these shifts from old to new have been rather rapid. The art
historian looking at ancient Egyptian and Chinese art over the centuries
perhaps sees stylistic changes, but they are assimilated within a slow-moving
continuity. The art historian looking at Western arts since the Middle Ages
perhaps sees continuity and assimilation, but also a series of distinctive
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stylistic shifts. Romanesque, Gothic (in various varieties), Renaissance,
Mannerist, Baroque, Rococo, Neo-Classical, Romantic, Gothic Revival,
Victorian, a large assortment of styles labelled ‘Modern’, and so forth, all
started as improvements that contradicted an existing style and which were
later eclipsed by improvements. It is an oddity of history that over the cen-
turies, the Catholic Church in the West — which has always emphasized
its unchanging character — went along with fashion and changed the art
and architecture of its churches to fit into this pattern of improved styles
replacing old styles, at least until the Modern style first arrived.

The history of Notre Dame Cathedral in Paris provides a good visual
example of the Catholic Church adapting to new styles. The original build-
ing, a Romanesque structure, was torn down to make way for architecture
in the modern and daring Gothic style. Even before this building was fin-
ished, the architects modernized it further by adding features from newer
versions of the Gothic style that were coming into fashion. Then Gothic
went out of fashion and, as far as knowledgeable people were concerned,
the cathedral was an embarrassment, a monstrosity put up by medieval
barbarians (the Goths) who were ignorant of ancient Greek and Roman
art. Tearing down the building and constructing something new was too
expensive, so over the years, the old building was improved here and there.
Stained glass windows were smashed and replaced by plain glass thatlet in
more light. Decorations and furnishing in a Gothic style were also thrown
out. Very large paintings were hung in the nave in order to edify the faithful
but also to hide the barbaric-looking Gothic arches. For Napoleon’s coro-
nation in 1804 (as we know from Jacques-Louis David’s painting of it) a
kind of Neo-Classical theatre set was constructed inside the building; this
interior facade in the modern style hid the building’s Gothic features. Then,
in the following decades, people once again began to see great beauty in the
old Gothic cathedrals, and the architect Eugene Viollet-le-Duc (1814-79)
did his best to improve Notre Dame by restoring it to something close to
its original glory.

Chant, like Notre Dame, had its own history of being battered by suc-
cessive attempts to improve it. We can trace this pattern of improvements
back to the eighth century when Pepin the Short and his son Charlemagne
tried to abolish local liturgical rites and replace them with the rituals and
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chants used in Rome. The complications of this story do not have to be
recounted here. We should just note that these rulers justified their efforts
as improvements: a replacement of the local chant with music that seemed
to have the prestige of history behind it and the authority of the papacy.
(The symbolism of an entire kingdom and, later, an empire united by the
same liturgical music was another incentive for enforcing the change to
the Roman chant.) The result of this encounter between Frankish and
Roman traditions of liturgical music was Gregorian chant, and during
the rest of the Middle Ages the reaction to this music (and perhaps its
perceived inadequacies) was a series of improvements that could only be
described as exuberant:

o Tropes (new words) were added to the chants. A liturgical drama could
even be inserted into a liturgy for special occasions

e The old-fashioned melismatic Alleluia could be replaced with new
sequences

e Music notation for chant began to replace an oral tradition

e DPolyphony took the old chant melodies and simultaneously blended
them with new melodies

All of these innovations first developed in the lands that were originally
part of Charlemagne’s empire (where the Gregorian tradition of chant first
developed) and all of them are signs of a restless energy for improvement
that continued across the centuries and still continues today. It could be
argued that these well-meaning improvements contributed to the decline
and disfigurement of Gregorian chant. When we listen to the slow pounding
of the Dies Irae quoted in the last movement of the Symphonie Fantastique
by Berlioz (the way he heard that music sung in his lifetime), we get some
idea of how centuries of trying to improve chant nearly destroyed it.

Action and reaction: the chapters in this book, either directly or indi-
rectly, pick up this recurring pattern at the point in history where Roman
Catholicism reacted to the Enlightenment — and if that phenomenon in
European history was about anything, it was improvement.

The typical college or university lecturer who has to provide a quick
description of the Enlightenment usually begins with the reaction in Europe
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to years of unrest and hideous warfare in the name of religion. The lecturer
then explains that many Europeans, turning away from the authority of
religion and received traditions, looked instead to the power of reason as
their guide. At some point in this lecture, students will hastily scribble
something like the following oversimplification in their notebooks (or type
it into their laptops): “The writings of enlightened thinkers like Diderot,
Rousseau, Voltaire, Hume, and Kant will lead directly to freedom, democ-
racy, religious tolerance, progress, technology, science, and everything good
in the modern world’

To enliven the class the lecturer might show a well-known visual rep-
resentation of what the Enlightenment was trying to achieve: the frontis-
piece of the great French Encyclopédie (published mainly between 1751 and
1780). In this engraving, Truth, depicted as a beautiful woman, is radiant
with light; next to her, Reason and Philosophy remove the veil from Truth’s
face; below them — in gloom and darkness — are faces of people looking
upward at this luminous apparition. The allegory’s message is clear: the
intellect and reason will free the human race from ignorance and lead the
way to greatness. There was also an implied message that many people at
the time must have seen in this picture: down there in the deepest gloom
of perpetual ignorance was the Catholic Church; for the sake of improve-
ment and progress, it had to be either forced into subservience to the state
or eradicated.

An entire lecture — perhaps an entire course — could be devoted just
to the determined efforts of enlightened rulers in Catholic countries to
weaken the Catholic Church. For the purposes of this book, what con-
cerns us here is one aspect of this campaign against Roman Catholicism:
the utter disdain for the contemplative life. The thinking behind the scorn
went something like this: people in monasteries and cloistered convents
did not do anything useful for society; they just wasted nearly all of their
time every day on prayers and liturgy, which were sung, such behaviour
being both preposterous and an impediment to progress.

Here is a small sample of how governments dealt with the perceived
uselessness of the contemplative life. Between 1700 and 1768, the French
monarchy closed 122 Benedictine houses. By 1792 the new revolutionary
government had abolished all of the remaining Benedictine monasteries
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in France, and when its troops conquered other countries, the government
abolished monasteries there as well. In the name of enlightenment, the
enormous monastery at Cluny was not only confiscated; most of it was
also demolished and the rubble put up for sale. The Holy Roman Emperor
Joseph II (1741-90) had no patience with the kind of holy life practiced
by the contemplative orders; as part of his efforts to make the Catholic
Church an efficient state agency under Hapsburg rule, he closed down 876
monasteries and convents.

Thomas Jefferson gives us a helpful insight about what was going
on here. In a letter to Roger C. Weightman dated 24 June 1826, Jefferson
described his hopes for the ideals expressed in the Declaration of Inde-
pendence. Fifty years earlier, he had written the first draft of that statement
about freedom and in this letter he predicted that the Declaration would
eventually be ‘the Signal of arousing men to burst the chains, under which
monkish ignorance and superstition had persuaded them to bind them-
selves [...]” Note the way the word ‘monkish’ connects with ‘ignorance and
superstition’ to form a coherent unit. Note the association with ‘chains’
Anything ‘monkish’ was abhorrent to Jefferson, and that certainly must
have included music or ritual that was reminiscent of a monastery.

Longbefore Jefferson was even born, the Catholic Church was dealing
with critics who were attacking it for monkish backwardness. One way of
responding was a tactic from the Counter-Reformation: the use of modern
art to show that the church was a vibrant, forward-looking institution
in the modern world. A famous example is the interior decoration of St
Peter’s Basilica in Rome. Using the language of contemporary art, this riot
of baroque ornamentation energetically announced that the church had
not just emerged from the challenge of Protestantism, it had triumphed.
In the eighteenth century, Austrian and German Catholics (including
monks) showed they were not afraid of modernity by building churches in
the fashionable Rococo style.! The music of Mozart’s Masses for Salzburg’s
cathedral, Haydn’s Masses, and even Beethoven’s Mass iz C, communicated

1 Irecall visiting one church whose interior was a delightful Rococo confection. Then
I looked more closely and noticed traces of Gothic arches. It was really a medieval
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in the language of a modern musical style that seems to proclaim faith in a
God who is cheerful, benevolent, and un-monkish — the Enlightenment’s
idea of a perfectly acceptable sort of deity. (The aristocrats who commis-
sioned such music wanted that.)

A general reaction to the cold certainties of the Enlightenment was
well under way towards the end of the eighteenth century. We can see this
in the Sturm und Drang movement in German literature during the late
1760s and into the early 1780s and then later, with a much more interna-
tional scope and lasting impact, in Romanticism. The Romantics surren-
dered themselves to powerful emotions, feelings, and spiritual yearnings;
to solitude; to the pagan power of nature; to the local folk culture. They
wanted music that would help them to immerse themselves in that sur-
render. They also found much to admire in the Middle Ages — sometimes
idealized as an era of chivalry and noble deeds from the pages of Sir Walter
Scott’s lvanhoe (1819 ), sometimes dramatized as the source of the ‘Gothic)
where mystery lurks in the darkness beneath every pointed arch.

The Catholic Church, consistent with its behaviour over the centuries,
took what it found useful in modern art influenced by Romanticism. An
example of this was the building of new churches in the old Romanesque
and Gothic styles. This new-old architecture appealed to modern tastes and
at the same time showed the world that, contrary to what was said during
the Enlightenment, the church’s cultural accomplishments in the Middle
Ages were impressive. Architecture was easy enough, but adapting the music
of Romanticism to the liturgical needs of the church was another matter.
The musical language of Romanticism frequently demanded the atten-
tion of the listener with its overstretched emotions. That grand theatrical
gesturing in so much Romantic music (even instrumental music) can be
thrilling in the opera house and the concert hall, but could that musical
style fit into the liturgical objectivity of the Roman Rite?

A large portion of Renewal and Resistance is about the answer to that
question, or to put it another way, about the Catholic Church’s reaction to
liturgical music in a style influenced by Romanticism. For many Catholics

building that had been modernized during the eighteenth century by covering the
interior with thick layers of, as it were, whipped-cream and cake-icing decorations.
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of the Latin Rite, that reaction was favourable, even enthusiastic; they
saw nothing wrong with beautiful modern music that was also uplift-
ing. Songs by Rossini and Mercadante, and elaborate Masses by Gounod,
Franck, Cherubiniand others sounded ‘normal’ — contemporary music that
people could ‘understand’. It was also art that met the highest standards of
excellence and for that reason, was appropriate as liturgical music. At the
same time, however, such music was too difficult for the great majority of
choirs, so an assortment of minor composers (extremely minor) produced
abundant quantities of easier liturgical compositions that approximated
Romantic grandeur. It did not matter if this music mangled the Latin text
or reminded the faithful of opera and operetta. According to a way of
thinking that had prevailed perhaps since the seventeenth century, liturgical
music only provided a background enhancement; the priest, by reciting the
required words, took care of the complete liturgical text by himself.

By the middle of the nineteenth century a reaction against Roman-
tic music in church emerged in the Cecilian movement. The Cecilians,
mostly Catholics who spoke German, thought of themselves as reformers
who were going to lead the faithful away from error (liturgical music that
merely entertained during Mass) and back to truth (liturgical music that
was an integral part of worship and prayer). They found their source of pure
liturgical music, untouched by worldly associations, in the late sixteenth-
century music of Palestrina and other composers of the Roman school.?
They also extolled the virtues of Gregorian chant.

The efforts of these Cecilian reformers have been criticized: for dis-
figuring Renaissance music and chant with interpretative nuances that
were more appropriate for nineteenth-century Romantic music; for using
a faulty edition of chant published in Regensburg; and for devoting so
much of their energies to mediocre neo-Renaissance music by contempo-
rary composers. With all that said, the Cecilians were nevertheless right
about so many things, including two somewhat radical propositions for
the nineteenth century: (1) a wonderful unity between liturgical music

2 More information about this glorification of Palestrina can be found in James Garratt’s
excellent Palestrina and the German Romantic Imagination: Interpreting Historicism
in Nineteenth-Century Music (Cambridge: Cambridge University Press, 2002).
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and liturgy had existed in the past and it needed to be brought back to
the modern world; (2) modern congregations were quite capable of liking
liturgical music from the past, and even intensely identified with it as an
extension of their own inner prayer.

Restoration — bringing back music of the past — had a central place in
the Cecilian movement’s agenda. Restoration — returning to correct and
wholesome practices after years of disorder and confusion — is a constantly
recurring theme in Renewal and Resistance. Replacing the bad (or at least
the misguided) with the good from the past might look like a simple propo-
sition, but it is not so simple. Sometimes it can set off another reaction,
an especially destructive one if the restoring process is handled badly. An
explanation of that statement requires a lengthy digression.

After Napoleon was exiled to St Helena, the Catholic Church in
Europe began what could be called a restoration campaign. There was much
to be restored. Monks and nuns moved back into empty monasteries and
convents that had been taken from them and they restored the contempla-
tive communities that had once existed in those places. The Jesuits were
restored as a religious order. The First Vatican Council restored, reaffirmed,
and strengthened the primacy of the pope. Leo XIII promoted a restora-
tion of scholastic philosophy, with an emphasis on St Thomas Aquinas.
The papacy recovered territory it had lost to the French.’ These territories
were lost again, this time to the new Kingdom of Italy. The popes never
did regain control of the Papal States, but in 1929 a financial settlement
and sovereignty over the Vatican and some other properties amounted to
a reasonable form of restoration.

Very soon after becoming pope in 1903, Pius X proclaimed the follow-
ing in the fourth paragraph of his first encyclical, E Supremi, promulgated
on 4 October: “We have no other programme in the Supreme Pontificate
but that “of restoring all things in Christ” (Ephesians 1:10), so that “Christ
may be all and in all” (Colossians 3:2).* He followed that statement with

3 In1809 the Vatican’s archives, on the Emperor Napoleon’s orders, were confiscated
and sent to Paris. The archives were returned after Napoleon’s exile, but some items
disappeared in transit.

4 See <http://www.atican.va/holy_father/pius_x/encyclicals/documents/hf_p-x_
enc_o4101903_e-supremi_en.html>, accessed 26 June 2009. ‘On the Restoration of



Foreword 9

his motu proprio on liturgical music, Tra le sollecitudini (22 November
1903), which is essentially about restorations: bringing back the traditional
wisdom that liturgical music functioned as a part of a liturgy rather than
as adecorative parallel to it; bringing back a restored version of Gregorian
chant; and encouraging the use of old polyphony.” This would be followed
by what amounted to the pope’s official recognition of the scholarly work
done at Solesmes Abbey on the restoration of Gregorian chant to some-
thing closer to its original sound. Later, Pius X would launch a project to
publish an improved edition of the Vulgate (Latin) Bible, the church’s
official Bible — an immense scholarly undertaking that was really about
restoring this text of this Bible to its original Latin form. A reorganization
of canon law, the Vatican bureaucracy, and the Vatican’s official journal
for publishing its decrees (Acta Apostolicae Sedis) — projects he initiated
— could all be described as efforts to restore order where there had once
been insufficient order.

The campaign of Pius X to restore was not motivated just by a deter-
mination to tidy up disorder or to improve liturgical music; rather, as £
Supremi makes clear, the new pope was reacting to a modern world that
horrified him: “We were terrified beyond all else by the disastrous state of
human society today. For who can fail to see that society is at the present
time, more than in any past age, suffering from a terrible and deep[-]rooted
malady which, developing every day and eating into its inmost being, is drag-
ging it to destruction?” This disease was the ‘apostasy from God’ that leads
to ruin. “We must hasten to find a remedy for this great evil, considering as

All Things in Christ’ is in the title of this encyclical, and some version of the word
‘restore’ (‘restored;, ‘restoration’ or ‘restoring’) occurs ten times in the document,
including the title.

S At the conclave that elected him pope in 1903, Giuseppe Sarto, the future Pius X,
wept when it looked certain that the cardinals were going to choose him. He begged
them to find someone else. Perhaps one reason he wept was because he knew that,
like two of his predecessors (and two of his successors), he would be the Prisoner
of the Vatican — trapped inside the walls of the Vatican because of feuding with the
Italian Government. Perhaps he also wept because he knew that once inside the
Vatican, he would have to endure appallingly bad liturgical singing. (For an example
of the Sistine Chapel’s singing in 1902 and 1904 and also a castrato voice, consult

Alessandro Moreschi: The Complete Recordings (Opal CD 9823, 1987)).
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addressed to Us that Divine command: “Lo, I have set thee this day over
the nations and over kingdoms, to root up, and to pull down, and to waste,
and to destroy, and to build, and to plant” (Jeremiah 1:10)’°

What could be called the pope’s agenda for liturgical music — 7ra /e
sollecitudini and the publication of a restored Gregorian chant — produced
reactions that went in two main directions. One direction was a series of
restorations that produced good results. Monks, nuns, and seminarians
majestically sang Gregorian chant in the restored Solesmes version, while
visitors who heard them were deeply impressed not just by the art and
beauty of this old music but also by the deep piety that this music could
express. The sound of chant and a few items of Renaissance polyphony
inspired Catholics at congresses and conferences and in some parishes and
cathedrals. Catholics who spoke German, Polish, and various other Euro-
pean languages maintained their vigorous tradition of singing vernacular
songs during the Low Mass and took that same vigour into their choral
singing for the High Mass in Latin. Above all, the sungliturgical texts were
once again restored to their place as essential parts of a liturgy rather than
background decorations.

Then there were the countless churches and chapels that went in
another direction — but what word could describe it? Perhaps ‘anger’. There
was good reason for the anger, considering what was going on in many choir
lofts, mostly in Italy and English-speaking countries: the singing of operatic
favourites, like the sextet from Donizetti’s Lucia di Lammermoor and the
quartet from Verdi’s Rigoletto, refitted with Latin words; the neglect of
chant; the sacred music in a flimsy contemporary style that imitated opera
and operetta, and so forth.” The result of all this anger was timid choral

As n.4, paragraph 3.

In 1922 the Society of St Gregory of America published 7he Black List: Disapproved
Mausic, a list of works that were ‘not in accordance with the MOTU PROPRIO’
and ‘clearly antagonistic to the principles enunciated in the document issued by
Pope Pius X’ (see <http://www.musicasacra.com/pdf/blacklist.pdf>, accessed 26
June 2009). The publication lists some masterpieces by Mozart, Rossini, Schubert,
and other famous composers, but mostly contains forgettable atrocities by contem-
porary composers. The St Gregory Society, which made valiant efforts to improve
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music that suggested fear and trembling. All ‘unliturgical’ music may have
been expelled from the church, but so had anything that symbolized the
devotion and best efforts of a community. To be fair, many choirs were just
too intimidated by the challenge of singing the music of the Latin High
Mass according to the uncompromising liturgical standards.

In the nineteenth century there were all kinds of efforts to restore
sacred music to a golden age that had once existed. In the middle of the
twentieth century, especially after the Second Vatican Council, there was
a reaction to this restoration: a yearning to restore liturgical music to an
even older golden age, when congregations (not choirs) filled the churches
with their singing of psalms, antiphons, responses, litanies, and so forth.
Once again, this was a reaction that went in two directions: (1) congrega-
tions welcomed the opportunities to participate and liturgical rigidities
were relaxed; (2) not just anger but fury. That righteous indignation of
some liturgists! Those denunciations of old sacred music! Those demands
of contemporary composers that all previous liturgical music be swept
away (and replaced with theirs)! In the name of participation, everything
in church music would have to change. The old regimentation of the past
(for example, priests, seminarians, nuns, and novices chanting their way
through Vespers and Compline, with the precision of soldiers in a marching
drill) would now be replaced with the new regimentation — congregations
force-marched through four hymns at every Mass.

The next reaction has already begun. Pray that it will not be angry.

Renewal and Resistance contains selected scenes and episodes from
this unending story of imperfect human beings trying to express in their
music the perfection of God. The task is impossible and endless, but must

be done.

the liturgical music of Catholics in the United States, also published a Whize List,
containing ‘approved and recommended’ music (see <http://www.musicasacra.com/
pdf/whitelist1947.pdf>, accessed 26 June 2009). While chant and polyphony of the
late Renaissance feature in the White List, the St Gregory Society, like the Cecilians
of the nineteenth century, mostly endorsed easier sacred music that was by approved
Ccontemporary COmposers.






ECKHARD JASCHINSKI

The Renewal of Catholic Church Music in Germany/
Austria, France and Italy in the Nineteenth Century

The 1903 motu proprio of Pope Pius X, Tra le sollecitudini, was the high
point of many decades of development in the history of Catholic sacred
music, the effect of these developments lasting until the Second Vatican
Council. The three main roots to which the developments can be traced
lie in politics, intellectual history, and liturgy.

Germany/Austria

The term secularization sums up the economic, political, and intellectual
consequences of the 1803 Reichsdeputationshauptschluss, particularly for
the Catholic Church in Germany. The act of secularization that began at
that time was considered primarily as compensation: the occupation of
territories to the left of the Rhine by France was accepted by Prussia and
Austria, but only at the price of allowing both states to take advantage of the
ecclesiastical domains to the right of the Rhine. Those domains, including
their territories, began to be distributed to the secular rulers.

The Catholic dioceses were partly under the supervision of Protes-
tant authorities. This was the case particularly for the Prussian provinces,
Rhineland and Westphalia. As a result of this, a constant theme was the
frequently uttered demand for freedom from the bonds of the state church
system (Staatskirchentum). With regard to Prussia especially, this difficult
relationship can be delineated. The Cologne ecclesiastical controversy
(Kélner Kirchenstreit) of the 1830s was followed by the joint initiative of
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completing Cologne Cathedral and the establishment of a Catholic depart-
ment within the Prussian Ministry of Education and the Arts to which
only Catholic officials could be appointed.

In German Catholicism during the second half of the nineteenth
century, the way out of the state church system was increasingly regarded
as ultramontanism. This growing leaning towards Rome caused fierce
Protestant polemics, so much so that there was little distinction between
‘Catholic’ and ‘anti-national’

Devotional practice saw a rediscovery of baroque forms. Once again
prayers and pilgrimages attracted large crowds and were perceived as a
demonstration of an awareness of Catholic identity. In clerical circles that
favoured restoration, tendencies arose that challenged the achievements
of the Enlightenment. The liturgical expression of these tendencies could
be seen in the clearly marked space of the chancel reserved only for the
priest, as well as by the restriction of the laity to the nave. An architectural
expression of the same leanings was the structure of the ideal neo-Gothic
nave of the church building.

The growing power of the laity became apparent in the flourishing
of associations (Katholischer Verein Deutschlands, 1848), as well as the
emergence of large events (Deutscher Katholikentag, 1848).

The influence of the Age of Romanticism

At the turn of the nineteenth century, a new intellectual trend emerged
among literary figures, namely Romanticism. This trend did not see the
genuine fulfilment of life in ordinariness, but rather looked for it beyond
everyday life, in the spectacular, mysterious, and unusual. This ideal alter-
native world could be best embodied in music. Music, especially of the
Renaissance and Early Baroque, was rediscovered and presented as the
ideal. To imitate this ‘pure musical art’ (‘reine Tonkunst’) even more purely
(without dissonance) became a goal for the Cecilian movement in the
restoration of church music.

Two literary figures, Heinrich Wackenroder (1773-98) and Ludwig
Tieck (1773-18s3), are regarded as founding fathers of Romantic musical
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aesthetics. According to them music has the advantage of escaping lin-
guistic and thus rational capture, because it touches the ‘heart’ immedi-
ately — ‘heart’ being understood as a metaphor for the human emotional
experience.

According to the Romantics, music embraces human beings in their
wholeness and opens up new areas of awareness to them. It is even a language
pointing to a divine origin. Music becomes the experience of religion, and
by opening up religious dimensions, it becomes sacred devotion. The art
of music, metaphysically infused in this way, becomes music religion: the
audience becomes a community, and the concert hall, the room in which
compositions are ritually celebrated. Musical art is an alternative plan to
reality, not its image. The opportunity, opened up by sound, to accom-
pany the human being into a different world is eventually interpreted as
eschatological. Understood as redemption, music assumes the genuine
purposes of religion.

Reflecting on the music of his time, the jurist, writer and musician
Ernst Theodor Amadeus (E.T.A.) Hoffmann (1776-1822), in particular,
emphasized the essentiality of instrumental music to the idea of Romanti-
cism. In his review of Beethoven’s fifth symphony (1810), Hoffmann states
that music is ‘the most romantic of all arts — one might almost say the only
one that is purely romantic}' for music opens up to the human being an
unknown realm, one that has nothing in common with the surrounding,
outer, material world, one in which every feeling defined by concepts is
left behind in order to dedicate oneself to the inexpressible.

This ideal world, emerging in instrumental music, is said to appear in
sacred music as well, admittedly only in the sacred works of earlier times, but
including even those which are not limited to liturgical events. Hoffmann
called Renaissance polyphony itself a cult, and in his essay ‘Alte und neue
Kirchenmusik’ (1814), he describes the ideal of music as a ‘sacred musical

art’ (‘heilige Tonkunst’):

I David Charlton (ed.; trans. Martyn Clarke), E.ZA. Hoffmann’s Musical Writings:
Kreisleriana, “The Poet and the Composer; Music Criticism ( Cambridge: Cambridge
University Press, 1989), 236.
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The music that is purest, holiest, and most suitable for the church must therefore be
that which arises from the heart purely as an expression of that love, ignoring and
despising all earthly things. Palestrina’s simple, dignified works are conceived in the
highest spirit of piety and love and proclaim godliness with power and splcndour.2

The literary figures’ ideal of musica sacra was at first interdenominational
and found its way through the educated middle class gradually into the
music of the church. Choir singing evolved within the middle class, and
an appropriate 4 cappella repertoire was compiled for them.

The jurist Anton Friedrich Justus Thibaut (1772-1840) taught at Hei-
delberg, where, from 1811, he also directed an amateur choral group that
performed oratorios by Handel as well as 2 cappella music of the Renais-
sance. Both as jurist and musician he stood for a firm historicity, calling for
areturn ‘to the roots. He was entirely filled with a devotion to art, through
which musical tradition evolved into classicism. In his widely-read book,
Uber Reinbeit der Tonkunst (1825), he sternly rejected instrumental music
inside the church.

Attempts to reform liturgy and music in the Age of Restoration

By the early nineteenth century, Catholic sacred music faced two threats:
secularism and impoverishment. The operatic style was so popular in litur-
gical music that melodies from operas were used during the Mass, while
radical directives of the Enlightenment restricted sacred music in such a
way that artistically and spiritually everything became sober and down-to-
earth. These threats were countered by the ideal of ancient music. Contem-
porary music, moreover, was regarded as theatrically shallow, secular, and
lascivious. Behind the search for a pure style of sacred music, a drama was
brewing, the consequences of which continue to have an effect to this day:

> Ibid, 358. For more on Hoffmann’s 1814 essay and the Romantic idealization of
Palestrina, see James Garratt, Palestrina and the German Romantic Imagination:
Interpreting Historicism in Nineteenth-Century Music (Cambridge: Cambridge
University Press, 2002),36—47.
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the total separation of the profane and the sacred. The religious attitude of
the Romantics towards moralism and asceticism implied that music could
not develop freely within the liturgy.

In the middle-class concert halls, on the other hand, a new style of
sacred concerts developed, beginning in 1829, when Mendelssohn reintro-
duced Bach’s St Matthew Passion. Compositions like Brahms’s Ein Deutsches
Requiem (1867-9) were written specifically for the concert hall, and no
longer had roots in the liturgy. So, a true renewal of sacred music could
not come from that direction. What was required was a hearkening back
to the foundations of Christian faith.

Developments in the German-speaking areas

One of the most important mentors in this respect was Johann Michael
Sailer (1751-1832). For the design of the sacred service, he took a well-
balanced view. Since the liturgy is the action of the entire church, singing
by the congregation has liturgical relevance. On festive occasions, however,
the choir has its place as well. Although Sailer preferred the use of the
vernacular in the liturgy, he did not make it absolute. He kept aloof from
the rationalists’ overstated demands for simplicity. Simplicity should not
sink into banality.

With Sailer’s appointment to membership of Regensburg Cathe-
dral Chapter in 1821, a centre for liturgical renewal was established. The
personage connected with the fulfilment of Sailer’s ideas was Carl Proske
(1794-1861), a Silesian physician and music-lover whom Sailer appointed
as director of music at the cathedral in 1830. In order to gather genuine
liturgical music, Proske made three visits during the 1830s to Italy, where
such music was said to be found still intact. He also promoted Thibaut’s
thoughts, primarily in his collection Musica divina, the first volume of
which appeared in 1853.°

3 Carl Proske (ed.), Musica divina 1 (Regensburg, 1853); see also Garratt, Palestrina
and the German Romantic Imagination, 141-4.
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The programme of musical reform, however, met with the disapproval
of the cathedral chapter. At the time, work on the construction of Regens-
burg Cathedral, begun in the Middle Ages, was brought to completion, and
it was hoped that the new building would be ennobled by music equally
pure. This music, however, was falsely equated with the Gothic style of the
cathedral, the view being held that simple chant, accompanied by organ,
was most appropriate for the Gothic cathedral.

Further development was influenced by one of Sailer’s pupils, the litur-
gist Franz Xaver Schmid (1819-83), who published a two-volume manual
on the liturgy in 1832 that was keenly studied by the Regensburg circle and
embraced as a basis for the reforms.* Schmid distinguishes between cer-
emonies in a narrow sense, performed by the celebrant in accordance with
the instructions of the church, and liturgical actions of the faithful which
need only the approval of the church. These new conceptions were devel-
oped later on in the direction of centralistic and clericalist ideas. Initially,
Schmid effectively propagated valid insights on the nature of liturgy and
sacred music that reflected the old Roman tradition. Accordingly, sacred
music upholds not only a supportive function, but rather forms an integral
part of the entire liturgy.

A common combat against the attacks of liberals opposed to the church
around the middle of the nineteenth century engendered an increasingly
militant Catholic consciousness that promoted the renewal of the church
by looking to the past. Not to be overlooked is the juridical thinking that
was applied to the liturgy: liturgy consists mainly of ceremonies, established
and prescribed by rubrical norms.

On this breeding ground of intellectual history (Romanticism) and
liturgical history (Enlightenment versus Restoration) the Cecilian move-
ment of sacred music reform began to thrive. The concrete establishment of
arelevant organization had forerunners in Cecilian associations in Vienna
and Munich. Regarding the content of this reform movement, the basis was
laid first by papal statements on the function and form of sacred music. Of
central importance was the reference to the Council of Trent (1545-63),
as well as the encyclical letter Annus qui of Pope Benedict XIV (1749).
These general papal instructions, however, did not provide concrete criteria

4 Franz Xaver Schmid, Liturgik der christkatholischen Religion (Passau, 1832-1833).
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regarding the design of contemporary pastoral music in the middle of
the nineteenth century. As early as 1563, the council fathers had decided
that further regulations concerning the practice of sacred music should
be delegated to the provincial synods. For the Cecilian movement this
was primarily the diocesan synod held in Cologne in 1860, which had a
far-reaching effect on the development of sacred music in Cologne, and
at which detailed instructions for liturgically appropriate sacred music
were set down.

Under the leadership of the archbishop of Cologne, Cardinal Johannes
von Geissel (1796-1864), it was decreed that the traditional and popular
symphonic sacred music for choir and orchestra was to be substituted
by Gregorian chant and Renaissance polyphony. The use of instruments
in divine worship, furthermore, was to be reduced to a minimum, and
women were to be excluded from the liturgically defined ministry of the
choir, their voices being replaced by those of boys, for whom special choir
schools were to be established. The reform aimed at a solemn sacred music
suitable to the sublime dignity of the liturgical action. Everything regarded
as ‘noisy, ‘distracting), ‘unholy} and ‘weak’ was henceforth to be banished
from liturgical music.

Eight years later, during the assembly of German Catholics in Bamberg
in 1868, the Allgemeine Deutsche Cicilien-Verein (ACV) was founded
through the initiative of the Regensburg diocesan priest and musician
Franz Xaver Witt (1834-88).” During the First Vatican Council Pope
Pius IX approved this society with the papal brief Multum ad movendos
animos (1870), and the society thus became an organization under papal
regulation. The association was to report on the status of sacred music
directly to Rome on a regular basis. Other countries, including France,
the Netherlands, the United States, Poland, Austria, Ireland, and Italy,
followed with the founding of similar associations. Thus, the sacred music
of various countries became a concern of the Vatican congregations, and
the appropriate regulations were to be integrated into a corpus of laws
relating to sacred music.

5 From 1876, the ACV was known as the Allgemeine Cicilien-Verein fiir die Linder
deutscher Zunge, and from 1956 as the Allgemeine Cicilien-Verband fiir die Lander
der deutschen Sprache.
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Like Proske, Witt too had liturgical renewal on his mind, advocating
that sacred music ought to be reintegrated into divine worship. He made a
sharp distinction between the outer form and the inner nature of celebra-
tion, the priestly ministry forming the bridge between the inner nature and
the outer performance. Thus, liturgy is priestly ministry, understood only
in connection with priesthood, which alone is authorized to carry out the
celebration. Consequently, Witt wanted only men and boys to sing in sacred
services. From this point of view, the faithful have no influence at all on the
liturgical celebration. They are onlookers, whereas the choir is a participant.
The choir does not stand in for the people, because the people cannot play
any role in the liturgy. This led to the distinction between ‘liturgical’ and
‘non-liturgical’ services. Only in Masses not subjected to the regulations
for singing, that is, the ‘private Masses’ of a priest, was the assembly’s sing-
ing in the vernacular permitted. According to a manual by Paul Krutschek,
Die Kirchenmusik nach dem Willen der Kirche, congregational singing in
the liturgy was not only to be frowned upon, but also to be rooted out:
the true praise of the Lord consists in obeying the rules.

This implied a revocation of all those processes of enculturation that
had ever occurred since the Roman liturgy was adopted in other countries.
Gregorian chant, for example, is seen as liturgical song in a strict sense.
While Gregorian chant was conceded this high rank only formally, in
reality the works of classical Roman polyphony were regarded as artisti-
cally superior; a few questionable creations of Cecilian composers were
included as superior works.

With the establishment of sacred music centres and the widespread
introduction of the ACV, liturgical and musical training was fostered as
well, and church choirs were founded everywhere. Thus, the standard of
sacred music, including singing by the congregation, was raised.

The Cecilian representatives were concerned with bringing sacred
music from its independence and secularization back into the liturgical
domain. However, they did not view the liturgy as an activity that could
be changed at will, but rather as a rite set down by law. Sacred music had

6 Paul Krutschek, Die Kirchenmusik nach dem Willen der Kirche (Regensburg: Pustet,
1897).



