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Abstract

Musicam Sacram and its effects on twenty-first-century Irish Catholic Church liturgies are
discussed with particular reference to Irish liturgical works composed after Vatican Il by
Fintan P. O’Carroll, Margaret Daly-Denton, Liam Lawton and Bernard Sexton. This study
discusses the absence of congregational participation in the liturgy through singing despite
accessible liturgical works by these composers. Congregational singing was one of the
aspirations in the guidelines and instructions of Musicam Sacram that would encourage active
participation of the assembly. This aspiration has not succeeded as most congregations do not
sing and liturgies are robotic and lifeless when they should be awe-inspiring, uplifting and
joyful.

Documents on church music from Pope Pius X to Pope Francis and hymnals used in Irish
Catholic churches before and after Vatican Il give an insight into the prevailing attitudes of
Popes and the hymns that were sung by choirs. After Vatican Il new settings of Masses in the
vernacular were composed for the Irish church by Irish composers resulting in the
overexposure of one or two to the detriment of others. This corpus has been dominated by
male composers and, although females contribute more than their male counterparts in every
area of church life, as composers they are in the minority. As women constitute the majority
of the membership of church choirs and are the main conduit through which composers
perform their works, this study shines a light on their diminished status both as church
members and composers.

While choirs play their part in the liturgy the constituents of this elusive solution for non-
engagement of congregations lie within the Catholic Church community where from the home
to the school to the parish, incremental faith and liturgical formation of clergy and laity must
be on-going. In line with this sentiment, this study examines the musical content of the
religious programme ‘Grow in Love’ designed for National Schools that aims to facilitate an
intergenerational progression towards active participation for young and old alike. It has to be
properly taught and must be embraced by the three islands of the school, the home and the
parish for it to work successfully.

To discuss this objective of Musicam Sacram specific works and their accessibility are
examined from the perspective of preparation and performance by choir and congregation and
addresses the subject of how active participation of the assembly can be achieved. This study
contributes new insights and knowledge of these selected works that are specifically
composed for congregational participation from an analytical, critical and pedagogical
perspective. This constitutes the core of this work that is undertaken with optimism and hope
that it can inspire and add to the body of knowledge already in existence on this subject.
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Chapter One: Introduction

1.1: Background to the study

As a ‘child of Vatican II’ and with a lifelong association with church music, both as
conductor, organist, and choir director, | have observed for many years the changes and
attitudes on many fronts regarding church music, choirs, presiders and assemblies. Active
participation by the congregation, especially through singing, was the aspiration of Musicam
Sacram! and that ‘pastors of souls will therefore do all they can to achieve this form of
celebration’.? Congregations in general are reluctant to sing despite having heard accessible
congregational-friendly liturgical music since Vatican Il. The reality is resistance and the
reasons are many. The faithful, that is the congregation attending the celebration of the Mass,
must understand and be informed of what is happening in the liturgy. Pope Francis stated that
formation must be accessible to all and is not a ‘specialisation for a few experts, but of an
interior disposition of all the people of God’.2 The liturgical reform and church renewal were
the objectives of Sacrosanctum Concilium with active participation by all especially through

song and the Council had to address how to make this possible.

In 1968, one year after the publication of Musicam Sacram, Gerard Gillen stated that ‘one of
the greatest problems we have to face in church music in Ireland today is the very real
shortage of trained musicians able to take charge and lead the music of our parishes and many
of our cathedral churches’. He also says that the ‘first and most obvious requirement is

competent musical leadership in our churches, a desideratum stressed by the Council when it

! Musicam Sacram is an instruction on Roman Catholic Sacred music issued by the Sacred Congregation of Rites
on 5 March 1967 in conjunction with Sacrosanctum Concilium. See Appendix A, 169.

2 |bid., Article 5, See Appendix A, 169.

3 Pope Francis, ‘Without Liturgical Reform there is no Reform in the Church’.
<https://adoremus.org/2024/03/pope-francis-without-liturgical-reform-there-is-no-reform-of-the-church/>
[accessed 9 August 2024].


https://adoremus.org/2024/03/pope-francis-without-liturgical-reform-there-is-no-reform-of-the-church/

urges that ‘great importance is to be attached to the teaching and practice of music in
seminaries, novitiates ... houses of study ... and other Catholic Institutions and schools’.*
Gillen also commented on the need for the establishment of an institution for training church
musicians. This is essential he said, ‘if we are to raise ourselves out of the musical doldrums
to respond to the challenges of the renewed liturgy’.> The absence of understanding on the
part of the clergy, as well as the poor quality of instruments, is a factor that will not attract
qualified liturgical musicians where inadequate remuneration also compounds the problem.
Gerard Gillen, at the time of writing his article, referred to the disbandment of church choirs
where clergy and lay-folk were ‘under the widespread misapprehension that the days of music
in the church have come to an end’. He states that this was not the case and quoted article 113
of the “Constitution on the Sacred Liturgy’ that ‘liturgical action is given a more noble form
when the sacred rites are solemnised in song’ and article 5 of “The Instruction on Music in the
Sacred Liturgy’ which states that ‘pastors of souls will therefore do all they can to achieve
this form of celebration’.® He considers that the role of the choir has ‘become something of
yet greater importance and weight ... and that its duty is, in effect, to ensure the proper
performance of the parts which belong to it ... and to encourage the active participation of the
faithful in the singing’.” The role of the choir must be supportive and must ‘appreciate that the
singing of the congregation is the first musical aim to be considered above all else’.® In reality
congregations will not sing unless the choir or the presiders will lead and this only happens
when it is a familiar hymn (not liturgical), for example, ‘Hail Queen of Heaven’ even though

it is non-liturgical.

4 Gerard Gillen, ‘Training Organists and Choirmasters: ... A Need for Aggiornamento’, The Furrow, 19 (1968),
17-18.

% Ibid., 21.

® Ibid., 17.

" Ibid., 18.

8 National Centre for Liturgy, Singing the Mystery of Faith: A Guide to Liturgical Music (Dublin: Veritas
Publications, 2015), 39.



It is the responsibility of the pastor to ensure music ministers who are liturgically informed
are part of the liturgical group for the celebration of the Eucharist. His own specific role and
appreciation of how integral music is to a good liturgy can determine the level of
congregational participation. The singing role specific to him includes dialogues with the
people, representing a liturgical and pastoral opportunity even if the celebrant is not a
confident singer. ‘What matters is not volume, quality of tone or even singing in tune but the
encouragement from seeing the priest join in like everyone else’.® The Psalmist leads the
congregation from the ambo in the refrain of the Psalm and the Gospel Acclamation while the
cantor is positioned in a place other than the ambo where he/she is easily seen by all. The role
of the cantor is to foster and encourage the singing of the choir and congregation with simple
gestures of invitation and singing with them while not detracting from them. The expertise
and sensitivity of the cantor enables him/her to judge the ability of the congregation and to
withdraw from singing when not needed. The different roles of musicians, choirs and their
stipendiaries, music repertoire mandates and all the resources pertaining to cathedrals are in
stark contrast to the often casual conditions in rural and urban churches, yet it is these
churches that are cited as the measure and barometer when discussing standards in liturgical
music, congregation numbers and if there is active participation or not. The responsibility of
the priest is of paramount importance and must appreciate the many needs of church
musicians as well as his own liturgical formation, leadership qualities and musical ability.
Since Gillen’s article was written,'® courses and degrees including theology and liturgical
music have been introduced into the higher institutions in Ireland and particularly in
Maynooth University. This bodes well for a future where well-qualified people in liturgy and

music can be the pillars and facilitators of awe-inspiring liturgies.

9 Ibid., 37.
10 See fn 4 p.2.



1.2: Aims

The thesis discusses the position of music in Irish Catholic Churches in the twenty-first
century and its relevance and development since Vatican I1.1* It examines specific works of
four contemporary lIrish liturgical composers within the context of what was instructed in
Musicam Sacram, that congregations should actively take part especially through singing in
the liturgy. The chosen composers for this thesis are Fintan P. O’Carroll, Margaret Daly-
Denton, Liam Lawton and Bernard Sexton. It discusses the merits and limitations of their
work and the many allied components of clergy, choir and congregations in the preparation
and performance of these works in the liturgies. Liturgical formation of congregations and
clergy should be the informative element that is necessary to achieve active participation and
interested assemblies who understand how they should sing and why they should sing such
responses, for example, ‘Alleluia’ and ‘Amen’, what would inspire and help them to sing and
how the celebration of the liturgy must relate to the twenty-first century without losing its

central meaning.

1.3: Rationale

Little research has taken place on the works of Irish liturgical composers and how their music
evolved within the context of Musicam Sacram in the Irish Catholic Church. Liturgical
formation did not go hand in hand with the changes introduced by Vatican Il such as the
introduction of the vernacular, and the presider facing his congregation and as early as 1969
Frank O’Leary claimed that, in relation to the liturgy, ‘people are physically present but they
are still not part of the action and there is no celebration’.*? The rationale for this research
stems from this reality and how to encourage assemblies to actively engage in singing is

discussed.

11 Urban and rural churches are the loci for this particular area of study.
12 Frank O’Leary, ‘Signs of the Times: Whatever Happened to the Liturgy?’, The Furrow, 20 (1969), 572.

4



On the occasions of the Eucharistic Congresses of 1932 and 2012 held in Dublin and the visits
to Ireland of Pope John Paul Il in 1979 and Pope Francis in 2018 a congregational
involvement was present to a degree. For the visit of Pope Francis, choirs were gleaned from
many parishes and preparations consisted of rehearsals at both parish, diocesan and national
level. With approximately 3,000 choristers placed near the altar facing the gathered assembly
in the Phoenix Park, it was an experience, to a degree, of Roman Catholic congregational
singing for the choir members at least, because of the large numbers specifically gathered to
sing. The physical placing of the choir once again militated against the intended inclusion of

the congregation due to the logistics that an open-air venue demands.

There are some occasions of devotion where there is a modicum of congregational
participation. During Novenas,'® for example, there is congregational hymn singing as these
assemblies are people committed to a specific Novena such as ‘The Sacred Heart” where
relevant hymns like ‘Sweet Heart of Jesus’ are sung each day usually intoned by the group
themselves. Other para-liturgical devotions such as the Rosary, Benediction, Stations of the
Cross and the Corpus Christi processions have been occasions where participation occurred
and still does to a certain extent. The Marian Year of 19544 spawned a widespread devotion
to Mary the Mother of God where hymns such as ‘Hail Queen of Heaven’ and ‘I’ll sing a
Hymn to Mary’ were sung at Rosary and Benediction, devotions that were somewhat
neglected after Vatican Il. This neglect ‘generated a profound vacuum in the devotional lives
of many ordinary people and damaged the traditional devotional framework within which

most Roman Catholics had been reared’.’® The Latin Mass (pre-Vatican 1) was not

13 A Novena is a prayer or Mass, public or private, that is said or attended for nine consecutive days. The
word ‘Novena’ comes from the Latin meaning ‘nine each’ and originated from the Scriptures (Acts 1:4-5)
where there are nine days of prayer before Pentecost. The word Novena also relates to the nine months
gestation of the birth of Jesus. They are usually prayed for special graces and intentions. The Novenas to the
Sacred Heart and to The Divine Mercy are among the more popular prayers.

14 The Marian Year 1954 was called by Pope Pius XII following the encyclical Fulgens Corona (1953).

15 Donal Flanagan, ‘A People in Search of Devotions’, The Furrow, 9 (1990), 491.

5



understood by everyone and little preparation was made for the subsequent rapid changes of
the introduction of the vernacular and the presider facing the people. These devotions,
overseen by the Church were ‘designed to foster affective religious involvement by the use of
familiar prayers and hymns ... and the repetition of the familiar’.® The language of the
prayers and hymns (in the vernacular) was understood and facilitated a personal spirituality
that meant more than the Mass. The post-conciliar Mass has not resonated with the multitudes
and a search for spiritual fulfilment has taken many routes independent of organised religion.

Occasionally if these hymns are included as entrance or recessional to the liturgy there is
some participation especially among the older members for reasons of nostalgia and
familiarity. The parish missions and retreats held every two or three years are usually well
attended and these congregations sing because of their own faith beliefs, a familiar music
repertoire and the presence of a leader in song. They comprise sermons and spiritual

reflections outside of the liturgy and the novelty of guest facilitators is attractive.

Congregational singing is a reality during the liturgies held each day at the annual Irish
Church Music Association’s Summer School where the members of the gathered fraternity
are liturgically involved in ministries in their own parish, understand the rite and have musical
ability. Each liturgy held during the week is a true experience of congregational singing that is
in dialogue with the celebrant, is organic, spontaneous and prayerful. The necessary resources
are available during this week when all ministries are in full collaboration and should be the
case in every parish. As this work addresses the absence of active participation in urban and

rural parishes in the Irish Catholic church in singing the liturgical responses as distinct from

18 1bid., 493.



singing hymns that are surplus to liturgical requirements, a ten step strategy for the process of

improving congregational singing is outlined by the National Centre of Liturgy.*’

1.4: Methodology

The methodology includes a review of pre-and post-Vatican Il Papal documents and their
statements on and discussions of music, an outline of international and Irish hymnals pre-and
post-Vatican Il and a selective literature review relative to the Irish Catholic Church. The
main instructions of Musicam Sacram are discussed and specific works of Fintan P.
O’Carroll, Margaret Daly-Denton, Liam Lawton and Bernard Sexton are examined to
determine if their work is an effective vehicle to enable active participation in twenty-first-
century Irish Catholic Church liturgies where congregations are dwindling and are resistant to
singing. The quality and content of this music and how it is prepared for performance by choir
and congregation constitute the main part of this study and discusses the need for liturgical
formation that is necessary to understand the liturgy and encourage congregations to sing as
aspired to in Musicam Sacram. Appendices add to the body of work when discussing papal
documents, the progression and contents of Irish and International hymnals, female
composers, musical aids to assist musical literacy and photos and bibliographies of the four

compaosers.

1.5: Literature Review
Works on church music in Ireland before Vatican Il such as Denise Neary’s ‘Music in late

Seventeenth and Eighteenth Century Dublin Churches’'® and Mary Regina Deacy’s thesis

17 National Centre for Liturgy, Singing the Mystery of Faith: A Guide to Liturgical Music, (Dublin: Veritas
Publications, 2015), 44; see Appendix D, 248.

18 Denise Neary, ‘Music in late Seventeenth- and Eighteenth-Century Dublin Churches’ (MA dissertation, St
Patrick’s College, Maynooth, 1995).



‘Continental Organists and Catholic Music in Ireland, 1868-1960’%° give valuable insights into
the state of church music in Ireland in the last four centuries. This theme is supported in Irish
Musical Studies 2: Music and the Church, where Harry White claims that the development of
church music after Emancipation was problematic. The reason for this was ‘the impoverished
condition of Roman Catholics in Ireland between 1500 and 1800 ... that excluded the
possibility of a high culture of sacred music’ for reasons both ecclesiastical and political’.?° In
continuity with the development of church music Edward Schaefer’s review of Renewal and
Resistance: Catholic Church Music from 1850 to Vatican Il edited by Paul Collins states that
Collins’s choice of essays on the liturgical reform movement from the mid-nineteenth century
through to the mid-twentieth century detail the progression from the concerted Mass to
Cecilianism to the work of the Solesmes monks. The intentions of Pope Pius X were to stem
the flow of secular humanism, liberalism and modernism and church music was one of the

many facets of this time.?!

While various commentaries are informative there is a marked absence of references as to
why there is very little congregational singing and how this can be achieved. Sacred Music
and Liturgy Reform after Vatican Il by Johannes Overath?? recounts the proceedings of the
Fifth International Church Music Congress held in Milwaukee Wisconsin, USA in 1966
immediately after Vatican I1. It is informative of the prevailing plans and opinions of the time.
Austin Flannery’s book, Vatican Council 11: The Conciliar and Post Conciliar Documents??

attempts to meet the needs of the average priest, religious or lay person with detailed

19 Mary Regina Deacy, ‘Continental Organists and Catholic Church Music in Ireland 1860-1960°, (M Litt
dissertation, Maynooth University, 2005).

20 Harry White (ed.), Irish Musical Studies: Music and the Church (Dublin: Irish Academic Press, 1993), 333.
21 Edward Schaeffer, Review: Renewal and Resistance: Catholic Church Music from 1850 to Vatican II, Paul
Collins (ed.), Journal of the Society for Musicology in Ireland, 7 (2011-12), 77.

22 Johannes Overath, Sacred Music and Liturgy Reform after Vatican Il (Minnesota: North Central Publishing
Company, 1969).

23 Austin Flannery, Vatican Council 11, The Conciliar and Post Conciliar Documents (Dublin: Talbot Press,
1975).



translations of all sixteen documents both conciliar and post conciliar and was aimed

specifically at the Irish Church and its laity.

Many contributions in The Furrow?* from the late 1960s commented on developments in
church music. For example, Cathal O’Callaghan wrote ‘that the state of church music in
Ireland summoned neither praise nor optimism’.?> Editions of The Furrow in the 1970s
featured articles such as Odran Doyle’s account of the newly-formed Irish Church Music
Association?® and James Scott’s ‘Religion and Society” comments that the church must come
into the real world from its static institutionalised state of pre-Vatican 11.%” ‘In Search of a
New Chord’ by Kevin Egan extols the virtues of the emergence of the ‘folk’ choirs 28 and
Sedn Swayne suggests that the promotion of church music has been unsuccessful since

Vatican II in his article ‘Music in the Liturgy’.?°

The 1980s editions of The Furrow commented on lost opportunities following the excitement
and positivity of Pope John Paul II’s visit to Ireland in 1979. Laurence Ryan stated in
‘Communication in the Local Church’ that he was hopeful that the visit would spark a fresh
growth of Christian faith in the Irish church.®® In The Furrow during the 1990s, a
concentration by church authorities on the music performed at weddings was high on the
agenda and Eamonn Martin in his article ‘Music for your Wedding” commented that ‘music at
weddings had been the subject of many a liturgical horror story’.3! From 2000 onwards

references to church music in The Furrow included an article by Giovanna Feeley entitled

24 The Furrow is a monthly journal founded in 1950 by the late J. G. McGarry in St Patrick’s College Maynooth,
Kildare, Ireland.

%5 Cathal O’Callaghan et al., ‘The Instruction on Music in the Liturgy’, The Furrow, 19 (1968), 5.

% Odran Doyle, ‘Irish Church Music Association Summer School’, The Furrow, 22 (1971), 579-582.

27 James Scott, ‘Religion and Society’, The Furrow, 21 (1970), 110.

2 Kevin Egan, ‘In Search of a New Chord’, The Furrow, 26 (1975), 763.

2% Sean Swayne, ‘Music in the Liturgy’, The Furrow, 27 (1976), 560-561.

30 Laurence Ryan, ‘Communication in the Local Church’, The Furrow, 31 (1980), 451-459.

31 Eamonn Martin, ‘Music for your wedding’, The Furrow, 42 (1991), 462-463.
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‘Then Sings My Soul’® raising many issues relative to church music in Ireland such as the
understanding of music ministry, availability and promotion of composers’ works, the
commitment by one’s local church, best practice and professionalism in church music and the
encouragement of congregational participation. She considers ‘the Sunday Roman Rite that is
the Eucharist, as the locus of parochial liturgical music-making’ and that it must be a
‘collaborative ministry’ within the celebration of the liturgy in particular’.3® The promotion
and availability of works by certain composers, for example, Marty Haugen or David Haas is
determined by the publishing houses of the United States, such as the Oregon Catholic Press
(OCP) and the Gregorian Institute of America (GIA). Giovanna Feeley asks, ‘is their
soundworld ours’? and states ‘that we need to develop and have access to indigenous
liturgical music’ that gives a sense of ‘rootedness’.®* The dissemination of the native
composer’s work needs to be supported by the local and national Church in creating more
structures and opportunities for its access, exposure and use. She also questions the absence of
‘commissioning” of the music ministry and how a professional attitude on the part of the
clergy and musicians should be the norm and not ‘where servitude is more highly prized than
competency’*® as is the reality especially in the parochial churches. Feeley comments on the
demeanour and attitude of the presider and claims that with ‘all the basic supports in place for

congregational singing a congregation will not sing if their leader in worship does not’.%

In 2017 The Masses of Sean and Peadar O Riada by John O’Keeffe was published.®” Frank
Laurence states in the foreword of O’Keeffe’s publication that ‘this book is a very important

contribution to liturgical musicology in the Catholic tradition’ and proposes a fresh and

%2 Giovanna Feeley, ‘Then Sings My Soul: Perspectives on Parish Liturgical Music’, The Furrow, 59 (2008),
131-144.

% 1bid., 132.

% 1bid., 133.

% 1bid., 140.

% 1bid., 141.

37 John O’Keeffe, The Masses of Sean and Peadar O Riada: Explorations in vernacular chant (Cork: Cork
University Press, 2017).
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liberating definition of ‘vernacular chant’.®® In the same decade a pertinent publication,
Serving Liturgical Renewal: Pastoral and Theological Questions: Essays in Honour of
Patrick Jones % included an essay by Moira Bergin where she claims ‘that the setting up of an
Institute for Pastoral Liturgy in 1974 was key to fostering liturgical renewal in Ireland. She
refers to Jones, priest and scholar, as one who continuously emphasised ‘the need to invest in

liturgical formation in order to train the trainers.*

American writer and liturgical musician, Thomas Day wrote an account of American
Catholics who, he says, ‘barely sing any of the music’ in the liturgy. His book, Why Catholics
Can’t sing: The Culture of Catholicism and the Triumph of Bad Taste,*! suggests that most
Catholics, while in favour of the changes from Vatican Il, did not ratify them in song and this
sullen resistance was evident in almost every parish in the United States at the time of writing

his book.

Helen Phelan’s thesis, ‘Laus Perennis: The emergence of a theology of music with reference
to post-Vatican 1l Irish Catholicism’#? proposes the sourcing of a theology of music with
reference to liturgical music developments in the Irish Catholic church since the Second
Vatican Council. In doing so, it is confronted by two primary challenges: ‘the complex
relationship between music and liturgy and the equally complex historical relationship of

Catholicism with Ireland’.*® She concludes by proposing that the Irish experience of music

3 Frank Lawrence, ‘Foreword’ in John O’Keeffe’s, The Masses of Sean and Peadar O Riada: Explorations in
Vernacular Chant (Cork: Cork University Press, 2017), vi, viii.

39 Thomas R. Whelan and Liam Tracey (eds), Serving Liturgical Renewal: Pastoral and Theological Questions
Essays in Honour of Patrick Jones (Dublin: Veritas Publications, 2015).

40 Moira Bergin, ‘The work of Liturgical Renewal in Ireland and Patrick Jones’ in Thomas R. Whelan and Liam
Tracey (eds), Serving Liturgical Renewal: Pastoral and Theological Questions: Essays in Honour of Patrick
Jones (Dublin: Veritas Publications, 2015), 374.

4 Thomas Day, Why Catholics Can’t Sing: The Culture of Catholicism and the Triumph of Bad Taste (New
York: The Crossroad Publishing Company, 1990).

42 Helen Phelan, ‘Laus Perennis: The Emergence of a Theology of Music with reference to post-Vatican Il Irish
Catholicism’ (PhD dissertation, University of Limerick, 2000).

3 1bid., vi.
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and liturgy has unique contributions and needs within its own journey both historically and
culturally. Phelan claims that one’s own experience with Catholic ritual and musical
expression is the responsibility of oneself within his or her own cultural community. She
further explores the importance of music in ‘Borrowed Space, Embodied Sound: The Sonic
Potential of the New Ritual Communities in Ireland’#* and brings the reader to a whole new
level of awareness of the importance of music. In this article Phelan proposes a unique role
for ritual song in the changing identity of Catholicism in Ireland and its new ritual
communities and considers it ‘an exaggeration to say that there are indications of recognition
of this potential of ‘sonic ritual authority’ within the hierarchy of the Irish Catholic Church’.*
In 2017 Helen Phelan published Singing the Rite to Belong: Ritual, Music and the New Irish.
In this work she claims that her experience of ritual and singing ‘came into close contact with
“the new Irish” in the 1990s, a phenomenon that would challenge and eventually sever the

Siamese twins of Irishness and Catholicism’.*®

Gary Carville’s thesis, ‘Ireland and Vatican Il: Aspects of episcopal engagement with and
reception of a Church Council 1959-1977°,4" informs the reader of the reception or otherwise
of Vatican Il in Ireland with reference to collegiality and Communion, the modernisation of
Irish society, ecumenism and literature. It discusses how the Irish Catholic Church responded
to Vatican Il and the state of preparation by the Irish bishops for the impending changes. His
thesis concludes that there was a ‘huge deficit in Ireland of theological formation of both
clergy and laity’.*® He claims that the challenge remains because of a stilted church bereft of

dialogue, an ill-informed stymied laity and a culture of clericalism. Further compounding

4 Helen Phelan, ‘Borrowed Space, Embodied Sound: The Sonic Potential of the New Ritual Communities in
Ireland’, Journal of Ritual Studies, 20 (2006), 19-32.

% Ibid., 29.

4 Helen Phelan, Singing the Rite to Belong: Ritual, Music and the New Irish (New York: Oxford University
Press, 2017), 3.

47 Gary Carville, ‘Ireland and Vatican II: Aspects of episcopal engagement with and reception of a Church
Council, 1959-1977° (PhD dissertation, Dublin City University, 2019).

“8 |bid., 5.
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Gary Carville’s research Derek Scally’s The Best Catholics in the World; The Irish, the
Church and the End of a Special Relationship writes of the dark days of Irish Catholicism. He
compares Irish Catholicism to a leaning tower of piety that implodes and is left in ruins*
while the question of women in the church is contextualised in Sharon Tighe-Mooney’s What
About Me? Women and the Catholic Church.>® She traces and supports the place and role of
women in the church and the need for their acceptance and eventual ordination to the

priesthood.

Fergus Ryan contributed a paper called ‘Musicam Sacram: The reception of the document in
the context of liturgical renewal’ at a conference in Rome in 2017 entitled ‘Music and
Church: Cult and Culture, 50 years after Musicam Sacram’. In his paper Ryan stated that
Musicam Sacram responded to the initial liturgical reforms and renewal as dictated by the
first document Inter Oecumenici (1964), the latter intended to be only temporary. It outlines
the different opinions between liturgical reformers and traditional musicians on the use of
music in the liturgy. He states that the ongoing changes in liturgical texts between 1964 and
1970 rendered Musicam Sacram ‘out of date’ and remains ‘somewhat at odds with the
liturgical books and discipline that followed’.* While Musicam Sacram is still the only
authoritative set of instructions on church music, Fergus Ryan considers it is time for a new
one to achieve more clarity and harmonisation for liturgical activity of the congregations. On
the other hand Anthony Ruff says that Musicam Sacram ‘succeeds admirably ... [and] stands

as one of the hallmark documents of liturgical reform’.5?

49 Derek Scally, The Best Catholics in the World: The Irish, the Church and the End of a Special Relationship
(Sandycove: Penguin Random House, 2021).

50 Sharon Tighe-Mooney, What About Me? Women and the Catholic Church (Cork: Mercier Press, 2018).

51 Fergus Ryan, ‘Musicam Sacram: The reception of the document in the context of liturgical renewal’,
<https://lwww.academia.edu/33837556/Musicam_sacram_The_reception_of the_document_in_the_context
of _liturgical renewal> [accessed 10 March 2023].

52 Anthony Ruff, Musicam Sacram: On Music in the Liturgy [1967]: Overview (Archdiocese of Chicago:
Liturgy Training Publications, 2013).
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Chapter 2: A Retrospection

2.1: Contributions of Popes pre-Vatican Il

Various Popes had their input in dictating the boundaries for proper liturgical music that has
been defined as a ‘symbol of unity in a worshipping community’.! In the early twentieth
century there was a fear that church music was being abused by ‘profane and theatrical art’.?
Pope Pius X’s Motu Proprio 1903 Tra Le Sollecitudini, stated that music should contribute ‘to
the decorum and the splendour of the ecclesiastical ceremonies ... in order that through it the
faithful may be more easily moved to devotion’. This document demanded the use of
Gregorian chant, accompaniment on the organ and male singers only.® Divini Cultus (1928) of
Pius XI stated that congregations were not to be ‘strangers or silent spectators’# and Pope Pius
XII’s document Musicae Sacrae (1955) made the first reference to the inclusion of women
singers and to the continuity of Pius X legal code of Sacred Music.® His De Musica Sacra et
Sacra Liturgia (1958) allowed for a greater interpretation of sacred music and a greater
emphasis on participation by the faithful.® These sentiments and use of translations of texts
were a foretelling of the next event in the Catholic Church which was Vatican Il (1962-1965)

called by Pope John XXIII.

2.2: Contributions of Popes post-Vatican 11
The decree on the Constitution on Sacred Liturgy, Sacrosanctam Concilium (1963), stated

that ‘the faithful should be led to that full, conscious and active participation in liturgical

! Liam Lawton, Interview, ‘The Role of music in worship’, Catholiclreland.net (30 November 1999),
<https://www.catholicireland.net/the-role-of-music-in-worship> [accessed 30 October 2022].

2 Pope Pius X, Motu Proprio: Tra le Sollecitudini (Instruction on Sacred Music), 22 November, 1903, 2.

% Ibid., 3.

4 Pope Pius X1, Divini Cultus, (On Divine Worship), 20 December 1928, No. IX, 1.

5 Pope Pius XII, Musicae Sacrae, 1955, Nos 74 and 3.

® Pope Pius XII, Musica Sacrae et liturgia 1958, 939(b). https://Adoremus.Org/Author/The Editors November 22
1903 [accessed 25 August 2023].
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celebrations ... by reason of their baptism’’ and permission was granted for use of the
vernacular in addition to Latin. Sacram Liturgiam, issued by Pope Paul VI in January 1964,
provided guidelines on the implementation of Sacrosanctum Concilium overseen by the
Consilium. In September 1964 the Consilium published Inter Oecumenici, an instruction
promoting liturgical formation of the faithful.® Liturgical formation of the spiritual life of the

clergy and the liturgical formation of the faithful were of paramount importance.

Liturgical music was problematic for the church and in March 1967 the Consilium set down
‘principal norms which seem to be more necessary for our own day’ in a set of instructions
entitled Musicam Sacram.® It included pertinent instructions such as ‘Liturgical Worship is to
be given a more noble form when it is celebrated in song ... with the people participating in
it”’.1% The parts of the Mass should be sung ‘using the kind and form of music which is proper
to their character’'’ and there should be degrees of singing by the priest with people
responding while also allowing the priest to say the parts of the mass that should be sung by
him. The instructions do not prohibit any kind of sacred music if it suits the spirit of the
celebration and does not hinder the active participation of the faithful who should fulfil their
liturgical role by their full and active participation. Various male choir combinations are
allowed and if women are in the choir they must be outside the sanctuary and preferably the
choir should be part of the whole congregation. Sacred music must be drawn from ‘both the
old and the more recent heritage of sacred music, and popular religious songs and the playing
of the organ or of other instruments characteristic of a particular people’” was acceptable. This

instruction also stated that ‘musical works, which although they no longer have a place in the

" Pope Paul VI, Sacrosanctum Concilium, No 14, 5.

8 Pope Paul VI, Inter Oecumenici, (Instruction on implementing the Liturgy). <https://adoremus
.0rg>1064/09>Inter Oecumenci [accessed 29 December 2023].

9 Musicam Sacram is an instruction on Roman Catholic Sacred Music, issued by Pope Paul VI in 1967.

< https://www.vatican.va/archive/ hist_councils/iivaticancouncil/documents/vat-iiinstr19670305musicam -
sacram_en.html> [accessed 29 December 2023].

10 1bid., No. 5.

1 1hid., No. 6.
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liturgy, can nevertheless, foster a religious spirit’.*?> The broad musical parameters were to
prove problematic as the first documents on liturgical reform, Inter Oecuminici issued in 1964
and Musicam Sacram in 1967, were subject to interpretation regarding the traditional three-
fold form of celebration: the ‘Low’, ‘Sung’ and ‘High’ Mass with the inclusion of the presider
when sung. In 1967 Tres Abhinc promoted the use of the vernacular and the proper
implementation of the Constitution on The Sacred Liturgy. This was followed in 1970 by
Liturgicae Instaurationes reinforcing the principles of the Constitution on The Sacred
Liturgy. The United States Catholic Conference of Bishops issued their own document called
‘Music in Catholic Worship® in 1974 that claimed to be in continuity with Musicam Sacram
but with more liberty to sing any or all parts of the Mass. Pope John Paul Il in his Quattuor
Abhinc Annos (1984), granted special permission for the celebration of the forbidden
Tridentine Mass which was viewed by many church members as a retrograde step. The
Chirograph of the Supreme Pontiff John Paul 11 (November 2003) is a Papal document drawn
up to celebrate the Centenary of Motu Proprio Tra le Sollecitudini. It recalls ‘the important
role of sacred music ... as a precious aid for the faithful in their active participation ... how
popular religious song constitutes a bond of unity and a joyful expression of the community at
prayer ... and must be imbued with the same spirit that inspired and shaped Gregorian
Chant’.*3 Pope Benedict XVI, in his Summorum Pontificum (July 2007), officially outlined
the circumstances in which the Tridentine Mass could be celebrated with special permission

‘as it was never fully abrogated.#

In 2017 to mark the 50th anniversary of the instruction Musicam Sacram (1967), the

Pontifical Council for Culture and the Congregation for Catholic Education, in collaboration with the

12 1bid., No. 46.

13 Pope John Paul 11, Chirograph of the Supreme Pontiff for the Centenary of the Motu Proprio ‘Tra le
Sollecitudi’ on Sacred Music (22 November 2003).

14 Pope Benedict XVI, Summorum Pontificum, Art.1 and 2 <https://www.vatican.va/content/benedict-
xvi/en/motu_proprio/documents/hfben-xvimoto -proprio20070707s > [accessed 26 August 2023].
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Pontifical Institute of Sacred Music and the Pontifical Liturgical Institute of the Athenaeum
Sant’ Anselmo organized a conference on ‘Music and Church: Cult and Culture, 50 years
after Musicam Sacram’. Pope Francis, in his address at this conference called for the ‘renewal
of sacred music in the life of the church ...’ in order to ‘safeguard and promote the rich and
varied heritage inherited from the past’ while not ignoring the ‘artistic and musical languages
of modernity’.*® Commentaries at this conference entitled ‘Music and the Church: Cult and
Culture fifty years after Musicam Sacram’ outlined ‘the present deplorable situation of sacred
music in the liturgy’.*” In November 2018 Pope Francis addressed an estimated 7,000 singers
and musicians at the Il International Meeting of Choirs at the Vatican and spoke of how
‘liturgical and sacred music can be a powerful instrument of Evangelisation’. Musicians he
said should resist being ‘prima donnas’ and instead be ‘animators of the song of the whole
assembly’.'® The many Papal documents/letters and circulars on church music from 1903 are

repetitive.®

2.3: Hymnals

Hymnals are a gateway to the past and will always be a part of the future of any faith
community. They represent a certain standard of church music and because of this,
appropriate contents of hymnals are vital to uphold the dignity of the liturgy. The forewords,

prefaces and introductions, for example, in the older Arundel hymnal and in the contemporary

15 Nicholas Wolfram Smith, ‘Pope Francis and Sacred Musicians call for the Reform of the Refrain’, National
Catholic Register, 20 March 2017 <https://www.ncregister.com/news/pope-francis-and-sacred-musicians-call-
for-the-reform-of-the-refrain>[accessed 15 May 2022].

18 Pope Francis: ‘Education is key to renewal of sacred music’, The Catholic World Report, 4 March 2017
<https://www.catholicnewsagency.com/news/35568/pope-francis-education-is-key-to-the-renewal-of-sacred-
music>[accessed 15 May 2022].

17 Alberto Carosa, ‘Catholic Musicians call for a return to reverence in the liturgy’, The Catholic World Report,
16 March 2017 <https://www.catholicworldreport.com/2017/03/16/catholic-musicians-call-for-a-return-to-
reverence-in-the-liturgy>[accessed 2 July 2024].

18 Pope Francis address < https://www.vaticannews.va/en/pope/news/2018-11/pope-francis-3rd-choirs-meeting-
singing.html> [accessed 7 July 2024].

19 See Appendix A, 167-168.
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Irish hymnal Alleluia! Amen! are both liturgically educational and informative and are highly
beneficial if freely available to the congregation to familiarise themselves with the contents.
Hymnals used in Irish churches, (mainly large urban churches) since the 1850s contain some
of the hymns of interdenominational and international publications. This study briefly traces
hymnals and their contents from the 1850s that show a repetition of many hymns still sung

today that is suggestive of their perennial appeal.?

2.4: International Catholic Hymnals pre-Vatican 117

A brief overview of pre-Vatican Il International Catholic Hymnals are evidence of the style
and range of hymns used at this time in the history of the church. ‘Until the Westminster
Hymnal appeared the ‘best” Catholic hymnal for English-speakers was probably The Arundel
Hymns that first appeared in 1899, after several experimental versions.?? According to a
review of The Arundel Hymns in 1900 it was recommended to the clergy but not to be
discouraged if they hear complaints that ‘the ‘new’ hymns are drier and colder than the old’.?
The St Basil Hymnal was referred to as one of ‘the miserable excuses for Catholic hymn
books’ and ‘as regards unchurchliness, musical incompetence and depravity of taste St Basil’s

hymnal is the saddest hymn book ever seen’.?*

The American Catholic Hymnal (Hymnologus writes that the ‘commonplace and uninspired
melody of The American Catholic Hymnal leaves us too indifferent to have any influence

upon our religious feelings and is ‘amateurish’.?

20 See Appendix B (2), 185.

2 1bid., 186.

22 Jeff Ostrowski, “Arundel Catholic Hymns” Hymns Chosen and Edited by the Duke of Norfolk’, Corpus
Christi Watershed, 23 July, 2018, 1-3.

2 |bid.

24 Hymnologus, was a prominent authority writing under this pen-name in The Catholic Choirmaster, 7-8. The
Catholic Choirmaster was published by the Society of St Gregory of America, one of the precursors of CMAA
starting in 1915.

%5 Hymnologus, The Catholic Choirmaster, 10.
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The Westminster Hymnal (1912) Pope Pius XII edited by Richard Runciman Terry, it had the
distinction of being the only collection authorised by the hierarchy of the Catholic Church of England

and Wales.

2.5: Irish Catholic Hymnals pre-Vatican 1128

In Ireland from the late-nineteenth and early-twentieth centuries singing at Mass was non-
existent in most rural churches. Decree No. 38 of the Synod of Thurles stated that ‘no singing
IS to be carried out in churches unless it is solemn and ecclesiastical in nature ...” and Decree
39 continued that ‘during Solemn Masses nothing but Latin may be sung ...”2” A Romanising
crusade led by Paul Cullen, Archbishop of Dublin, and the Cecilian Movement that swept
through Europe from 1870 to 1900 had no effect on liturgical singing in Ireland except in
cathedrals, larger towns and the rare country parish. Harry White states that Kieran Daly’s
study of the Roman Catholic tradition of the late-nineteenth and twentieth centuries pertaining
to church music in Ireland reveals that it was an ‘episode of cultural history all too easily
eclipsed by the politics of that period’.?® Daly recounts the setting up of the Society of St
Cecilia in Ireland ‘for the promotion and cultivation of true liturgical Music’.?° He also
describes how the magazines Lyra Ecclesiastica disseminated and published the activities of
the Society whose acclamation in 1881 was ‘Psalite Sapienter’ translated as ‘sing wisely’. It
was reinterpreted ten years later as ‘sing with understanding’, a sentiment pertinent to this

thesis.3® He outlines the pivotal roles of Heinrich Beweriinge,3! William Walsh3? and Nicholas

% See Appendix B (2), 198.

27 The Synod of Thurles, 1850, instigated by Paul Cullen, Archbishop of Armagh, was the first formal Synod of
Catholic Episcopy since 1642. Its aims were to standardise administration, religious practices, teaching and
discipline of the Catholic Church in Ireland.

2 Harry White, ‘Foreword’ in Kieran Anthony Daly, Catholic Church Music in Ireland, 1878-1903: The
Cecilian Reform Movement (Dublin: Four Courts Press Ltd., 1995), vii.

29 Kieran Anthony Daly, Catholic Church Music in Ireland, 1878-1903: The Cecilian Reform Movement (Dublin
and Portland, Oregon: Four Courts Press Ltd., 1995), 37.

%0 1bid., 22.

31 Heinrich Beweriinge (1862-1923), born in Germany, became first professor of organ and chant at St Patrick’s
College, Maynooth, Ireland (1888-1923 except for the years from 1916-1920) and was a proponent of the
Cecilian Movement.
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Donnelly® in establishing ‘the vital presence of music as a keenly cultivated resource in the
advancement of ecclesiastical policy and politics at the turn of the century’.3* An unrealistic
and elite musical landscape did not transfer easily to the majority of the Catholic population
who inherited the silence of the ‘Mass Rock’, political upheaval, immigration, poor levels of
education and a misunderstood sense of piety. Harry White writes that ‘the troubled status of
music in Ireland, the political transformation of its cultural antagonisms and the consequent
dislocation of musical composition ... attest to problems which endured well beyond the

eighteenth century’.%

Hymnals in Irish churches were mostly the property of choirs in larger churches only.
Congregations did not sing. In 1858 The Catholic Psalmist®® was initiated by Paul Cullen for
all Catholics and was held to great acclaim by the hierarchy. Gregorian chant was to be
widely used. This was followed by The Armagh Hymnal in 1912 ‘that was a monument to
musical illiteracy’ and ‘it is difficult to believe that the greater part of the musical setting is
intended to be taken seriously and not as a ghastly joke’ according to Richard Runciman
Terry.3” A contrasting opinion considers this hymnbook ‘a novel and scholarly collection” and

‘has for its aim to familiarise Irish Catholics with hymns of a high literary value’.8

From the 1900s the only semblance of congregational singing that existed in Ireland was at

para-liturgical devotions such as Benediction, Rosary, retreats and Corpus Christi processions

32 William Walsh (1841-1921), born in Dublin, was Catholic Archbishop of Dublin (1885-1921) and author of
Grammar of Gregorian Music (1885).

3 Nicholas Donnelly (1837-1920), born in Dublin, was Auxiliary Bishop of Dublin. He was an organist and
editor of Lyra Ecclesiastica and is best known for his English translation of F. X. Haberl’s Magiste Choralis
(1877).

% Harry White ‘Foreword’ in Kieran Anthony Daly, Catholic Church Music in Ireland 1878-1903, vii.

35 Harry White, The Keeper’s Recital: Music and Cultural History in Ireland, 1770-1970 (Cork: Cork University
Press 1998), 14.

3 See Appendix B (2), 198.

3" Hymnologus, Review: ‘Hymns and Hymnbooks’, The Catholic Choirmaster (Baltimore, America: Society of
St Gregory of America, 1915). Also see Appendix B (2), 198.

38 F, McGrath, Review: The Armagh Hymnal by Shane Leslie, John S. Collins and W. H. Grattan Flood, The
Irish Monthly, 44 (1916), 45.
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but it was not liturgical. When a hymn book was needed for the Eucharistic Congress in 1932
the Hymn Book was issued officially by the organising committee in Dublin in 1932 and was
subsequently reprinted and revised by the Catholic Truth Society and put into permanent
circulation under the name Laudemus. In 1944 Cantuarium was published and edited by Staf
Gebruers (1924-1970) who was one of the many European organists employed in Irish
cathedrals. Gebruers was organist and choir director in St Colman’s Cathedral in Cobh and
urged the user to consider the song ‘as an act of worship’.3® He believed that all should sing
the Mass as distinct from singing at Mass. In tandem with efforts to revive the native tongue
in the 1900s Padruig Breathnach*® compiled and composed many hymns and songs in the
Irish and English languages and contributed material for the de-anglicisation programme of
the Gaelic League. Raint Amhran, 4 books of religious songs issued in 1916 and 1917 is the
fourth of his Penny Songster Series and are exclusively in the Irish language and intended for

congregational singing with the imprimatur of the Catholic Church’.*!

The Holy Ghost Hymnal*> was compiled by the Holy Ghost Fathers in 1954 and four years
later in 1958 in St Patrick’s College, Maynooth, a collection of hymns was compiled by the
students (4™ year seminarians) and for the students only, entitled Cantate Domino. Its
contents are indicative of the hymns in general use from the 1900s to Vatican I1.*3 This
followed Pope Pius XII’s encyclical Musicae Sacrae Diciplina maintaining a continuity of
singing by the congregated seminarians. The contents of these booklets and hymnals were

testimony to the hymns that were sung in the years leading up to Vatican 1l some of which are

39 Staf Gebruers (ed.), Cantuarium (Dublin: Browne and Nolan Ltd., 1944), 4.

40 padruig Breathneach, (1848-1930) , born in Carrick-on-Suir, Co. Waterford, Ireland was a Catholic priest and
author of song books, both religious and secular and in the Irish and English language. These were known as The
Penny Songster Series (1904-1926). Irish Traditional Music Archive [accessed 22 May 2024].

41 Padruig Breathneach, Raint Amhréan 1-4 (Dublin: The Irish Education Co. Ltd., 1916-1917). These were the
fourth in The Penny Songster Series (1904-1926). Irish Traditional Music Archive [accessed 22 May 2024].

42 Joseph Corless (ed.), The Holy Ghost Hymnal, (Dublin: Holy Ghost Fathers, 1954).

43 Cantate Domino was a manual of fourteen hymns compiled in 1958 by the students of the Fourth Divinity at
Maynooth Seminary, Co. Kildare, Ireland. It was intended for private circulation only within the college. Some
of the hymns included were ‘Holy God’, ‘God of Mercy’, ‘Soul of my Saviour’ and ‘Hail Queen of Heaven’.
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still in the repertoire in the twenty-first century. Appendix B shows a continuum of several
hymns that appeared in the international hymnals used in Ireland. For example, contents of
each of these hymnals contain a recurrence of hymns for example ‘Holy God we praise Thy

Name’, ‘Soul of my Saviour’ and ‘Hail Queen of Heaven’.

2.6: Irish Catholic Hymnals post-Vatican 1144

With the introduction of the vernacular at Vatican Il Mass settings and hymns in the
vernacular were published. In 1969 The Massbook for Ireland 4> was introduced including
many of the older hymns but excluding Gregorian chant that was declining in use. In 1970
Anthony Petti and Geoffrey Laycock published the New Catholic Hymnal, an edition that was
orientated towards English Catholics but was also used in Ireland in bigger churches and
cathedrals. Other official publications for the liturgy used in Ireland were A Responsorial
Psalm Book for Sundays and Feast Days in English*® and The Simple Gradual containing
psalms and processional chants that was published and intended ‘for use in smaller
churches’.#” The New Jubilate Deo, a collection of chants suitable for congregational singing,
was offered to all bishops of the world in 1974 ‘to ensure that the “chant” had not lost its
place in our Christian heritage’.*® Glory and Praise,*® folk hymns mostly with guitar
accompaniment much to the demise of the organ, were to sweep America and Ireland in the
1970s and 1980s. The Veritas Hymnal published in 1973 ‘sought to establish what hymns

people like to sing’ and hoped that it would ‘become the springboard for a great renewal of

4 See Appendix B (2), 209.

4 Noel Watson, Masshook for Ireland (Dublin: C. J. Fallon Ltd, 1969).

46 Geoffrey Boulton Smith, A Responsorial Psalm Book for Sundays and Feastdays (London: Collins Liturgical
Publication, 1979).

47 John Ainslie, The Simple Gradual for Sundays and Holy Days (Dublin: Geoffrey Chapman (Ireland) Ltd.,
1969), iv.

4 Alan C. Clark, ‘Foreword’ in The New Jubilate Deo (London: Incorporated Catholic Truth Society Publishers
to the Holy See, 1974), 5.

49 Compilation by Jesuit Priests, Glory and Praise (Phoenix, Arizona: American Liturgy Resources, 1980).
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interest in singing at Mass’.%® Hymns Old and New was launched in 1983 with ‘the intention
to offer useful resource for the typical Catholic community in Ireland today’.%! In 1978 the
publication Alleluia! Amen! compiled and edited by Margaret Daly-Denton, was considered ‘a
significant step forward in the renewal of liturgical music in Ireland’.5? For the occasion of
Pope John Paul II’s pastoral visit to Ireland in 1979 Celebrations during the Visit of Pope
John Paul 1l to Ireland contained the music for the liturgy®® and in 1987 Hosanna: A National
Liturgical Songbook for Ireland was by its very title a hymnal for all the congregation and
included Mass settings and chants.> In 1983 Fintan P. O’Carroll ‘composed settings in
English for the Responses of the Psalms covering the three year Sunday Cycle’ so that ‘the
people as a body could give their response in song’.%® It was re-issued and edited by Paul
Kenny in 2006.%® Margaret Daly-Denton also completed a setting of all the psalms for the
three-year liturgical cycle in 1993 ‘out of conviction that Sunday celebration of the Eucharist
will be immeasurably enriched if you can sing the responsorial psalm appointed for the day’.
Her aspirations, like those of O’Carroll, were simple in approach. In 1999 Liam Lawton
edited In Caelo that aimed to seck a ‘balance between the richness of past tradition and the
diversity of present day culture while looking to the future with hope as we enter the new
Millenium’°8 and, to mark the Jubilee year in 2000 Seinn Alleluia was published.®® Sing The

Mass: An Anthology of Music for the Irish Church was published in 2011 in preparation for

%0 Anthony Hughes, ‘Introduction’ in Jeremiah Threadgold (ed.), The Veritas Hymnal (Dublin: Veritas
Publications, 1973), vi.

51 Fergus Clarke, Damian Lundy and Kevin Mayhew (eds), ‘Foreword’ in Hymns Old and New (Dublin and
Essex: Kevin Mayhew Publishers 1977). See Appendix B (2), 218.

52 Dermot O’Mahony, ‘Foreword’ in Margaret Daly-Denton, (ed.), Alleluia! Amen! (Dublin: Veritas
Publications, 1978), 6.

53 National sub-committee for the Liturgy of the Papal Visit, Celebrations during the Visit of Pope John Paul I
to Ireland (Dublin: Veritas Publications, 1979), 11.

54 Paul Kenny (ed.), Hosanna! (Dublin: Columba Press, 1987).

%5 Fintan P. O’Carroll, Responsorial Psalms for Sundays and Feasts Days (Carlow: Irish Church Music
Association, 1983).

% Paul Kenny (ed.), Responsorial Psalms for Sundays and Major Feast Days by Fintan P. O’Carroll (lrish
Church Music Association, 2006).

57 Margaret Daly-Denton, Cantate (Dublin: Veritas Publications, 1993), 5.

%8 Liam Lawton (ed.), In Caelo (Dublin: Veritas Publications, 1999).

% Patrick O’Donoghue (ed.), Seinn Alleluia 2000: Music for the Jubilee year (Dublin: The Columba Press,
1999).
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the Eucharistic Congress of 2012 with the aspiration that instead of singing at Mass, all would
‘sing the Mass’.%% It contains several new Mass settings by Irish composers with amended
texts for those composed before 2011. This was followed in 2018 by Canaimis Ceol don
Aifreann Eagran Tionlagain, an anthology of Masses in the Irish language by lIrish
composers.5! The music used for Pope Francis’s visit to Ireland in 2018 and the 50"
anniversary of the founding of the Irish Church Music Association brought liturgical music in
Ireland to the fore again. Irish composers such as Ian Callanan, John O’Keeffe, Bernard
Sexton, Ronan McDonagh and Ephrem Feeley most of whom regularly attend as tutors at the
ICMA Summer School were give recognition by the inclusion of their works in the liturgies

during the visit of Pope Francis.

Many hymns included in the various hymnals used in Irish churches since the 1900s are from
the repertoires of interdenominational publications. For rituals such as funerals the hymns
most in use today include some from the older repertoire, for example, ‘Nearer My God to
Thee’®? (Sarah Flower Adams) and ‘Panis Angelicus’®® (César Franck) while contemporary

hymns such as ‘On Eagle’s Wings’®* (Michael Joncas), ‘There’s a place’®® and ‘The Clouds’

60 National Centre for Liturgy/Advisory committee on Church Music of the Bishops Conference of Ireland, Sing
The Mass: Anthology of Music for the Irish Church (Dublin: Veritas Publications, 2011).

61 See Appendix B (1) list of hymnals and B (2) cover pages of hymnals and contents, 169-236.

62 The text of ‘Nearer My God to Thee’ based on Genesis 28:11-12 recounts the story of Jacob’s dream and was
written in 1841 by the English Unitarian poet Sarah Flower Adams (1805-1848). The tune was composed by her
sister Eliza. Three different tunes: the 1861 ‘Horbury’ by J. B. Dykes, 1872 ‘Proprior Deo’ by Arthur Sullivan
and the most popular tune ‘Bethany’ 1856 by Lowell Mason are associated with this Christian Hymn. The latter
is the most popular and it was first published in William Johnson Fox’s collection of Hymns and Anthems in
1841 and was included in the 1974 publication of The Veritas Hymnal, 126.

83 ‘Panis Angelicus’ (The Bread of Angels) is based on the penultimate verse of Sacris Solemnis by Thomas
Aquinas for the Feast of Corpus Christi. In 1872 the French Romantic composer César Franck (1822-1890), set
this text for tenor (solo), harp, cello and organ. Later, Franck added this hymn to his Messe a trois voix.

64 ¢On Eagle’s Wings’ was composed by American priest Michael Joncas (1951-) in 1976 and published in 1979
by New Dawn Music, a subsidiary of the Oregon Catholic Press. It is based on Psalm 91, The Book of Exodus
19 and the Gospel of St Mathew, 13. Joncas wrote this to commemorate the sudden death of his father’s friend.
Catholic and other denominations use this song especially in the Funeral Rite. In 2007 it was chosen for Italian
Tenor, Luciano Pavarotti’s funeral Mass. In 2020 President Joe Biden used the text in his presidential victory
speech referring to his deceased son Beau who died in 2015. It was included in Liam Lawton (ed.),"In caelo’
(Dublin: Veritas Publications 1999), 85.

65 ‘There’s a Place’ is a hymn written by Liam Lawton and published in Patrick O’Donoghue (ed.), Seinn
Alleluia 2000 (Dublin; Columba Press, 1999), 50.
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Veil’ both by Liam Lawton® and ‘Be not afraid’®” (Bob Dufford) are popular choices. The
choice of music for these ceremonies is a revealing indicator of what resonates with people
and what the level of their understanding of the liturgy is. Rituals, such as funeral and
marriage liturgies, have the potential to influence through music due to the presence of a
diverse age group if properly celebrated. The young are the future of the church and must be
exposed to inspiring and awesome liturgies where everyone takes part. Clergy must have
clarity on the rules and regulations for appropriate church music for funerals and weddings as
choices of music are often not religious or liturgical and standards vary from one parish to the
next depending on the presider. In 2015 the National Centre for Liturgy issued guidelines and
resources that include ‘checklists’ to assist in the preparation and choice of appropriate music
for these Rites and for Sunday Mass.%® A uniformity of repertoire for funeral and wedding
ceremonies is needed together with hymnals for general use that reflect the multicultural
congregations that are the reality in Ireland. It is an opportunistic time to evangelise through
music and broaden and exchange the repertoire for inclusivity. The time is ripe for a new lIrish

hymnal with a diverse repertoire including works in our native language.

2.7: Conclusion

From Pius X’s Tra le Sollecitudini (1903) to Musicam Sacram (1967) Vatican Il progressed to
allow the use of the vernacular and aspired to greater congregational participation especially
through song. The broad parameters that defined church music were to ensure the use of chant
and any kind of sacred music if it suited the liturgical action. Despite the various Papal
comments on church music post-Vatican Il, consistent calls for the retention of Gregorian

chant and repeated comments on the banality of new music, none have served to advance the

% “The Clouds’ Veil’ is a hymn written by Liam Lawton in 1997 in memory of his uncle and friend. It is
included in In Caelo (Chicago, Illinois: G. I. A. Publications 1997), 124,

7 ‘Be not afraid’ is a hymn written by Bob Dufford and is included in Glory and Praise Vol.1 (Phoenix,
Arizona: North American Liturgy Resources, 1977), 10.

% National Centre for Liturgy Singing the Mystery of Faith: A Guide to Liturgical Music (Dublin: Veritas
Publications 2015), 54, 58, 59, see Appendix D, 248-251.
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aspiration of active participation. Hymnals and their contents, the latter never being fully
utilised, ensure that some hymns will last the test of time especially by their constant
inclusion while other hymns will never be sung. The number of hymnals published is vast as

outlined in this study and it is time for the Irish Church to issue a new one.%°

% See Appendix B (2), 185.
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Chapter 3: Fintan P. O’Carroll

3.1: Background and influences

Fintan P. O’Carroll (1922-1981) was a composer of Roman Catholic liturgical music.® A
versatile musician and teacher, he was director of various church choirs in Waterford and was
one of the first groups of Irish liturgical composers post-Vatican Il. A student of Joseph
Groocock in Trinity College Dublin, he was subsequently appointed as choir director in the
Cathedral of the Most Holy Trinity in Waterford City. 1940 to 1980 was his most productive
period as a composer and he was a Council member of the Irish Church Music Association.?
In 1975 it ‘launched its magazine Hosanna under the joint editorship of Fintan P. O’Carroll
and Fr Joseph Walsh.? Fintan P. O’Carroll’s work has enjoyed universal performance and has

been published by Veritas Publications, Dublin.

O’Carroll is best known for his five Mass settings, four in the English language* and one in
the Irish language where he uses the Irish language version of his name.> He also composed
settings of the Responsorial psalms for Sundays and major feast days of the three-year
lectionary cycle.® This chapter discusses his Mass of the Angels (1969) with particular

reference to the ‘Kyrie’ and ‘Gloria’, his Psalm setting ‘Sé an Tiarna m’aoire’ where uses his

! Fintan P. O’Carroll (1922-1981) was born in Wexford, Ireland. His family moved to Waterford (Ireland) where
he lived and worked until his death holding many positions as teacher, composer and conductor (See Appendix
E, 252).

2 The Irish Church Music Association was founded in 1969 to support the work of liturgical musicians. It is
based in St Patrick’s College Maynooth, Co. Kildare, Ireland and it is supported by the Irish Bishops
Conference. The ICMA hosts the Church Music Summer School each July.

3 Michael A Harty, ‘Foreword’ in Paul Kenny (ed.), Responsorial Psalms for Sundays and Major Feast Days
(Carlow: Irish Church Music Association 1983), (iii).

4 Fintan P. O’Carroll, The Collected Masses of Fintan P. O’Carroll (Dublin: Veritas Publications, 2012. This
work contains Mass of the Angels (1969), Missa Salve Regina (1974), Mass of the Immaculate Conception
(1977), Mass of the Annunciation (1980).

5 Fiontan P. O Cearbhaill, Aifreann in On6ir Muire Méathair Dé (1973) in The Collected Masses of Fintan P.
O’Carroll, 29-52.

6 Paul Kenny (ed.), Fintan P. O’Carroll, Responsorial Psalms for Sundays and Major Feast Days (Carlow: Irish
Church Music Association, 1983).
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name in the Irish language’ and the entrance psalm setting ‘Praise the Lord All You Nations’
from his Mass of the Annunciation (1980). These chosen works are representative of
O’Carroll’s style of composition. It examines how and why these works resonate with

amateur church choirs and congregations and how they are prepared and performed.

3.2: Mass of the Angels

According to the composer this Mass was written out of necessity for his choir where he
stated that he ‘needed a new Mass for Christmas and couldn’t find any that I thought suitable.
So | wrote one, the Mass of the Angels, based on themes from Missa De Angelis’.® He states
that it ‘was not to be music for the elite - it had to be for ordinary people’.® Set in homophonic
style for SATB and organ and in the English language, this Mass has a common tonality, easy
compass and harmonies and ‘may also be performed as a unison or congregational Mass’.1°
This shows that he was conscious of the inclusion of the congregation and the prevailing
choral standards while endeavouring to embrace the vision of Musicam Sacram that was

active participation by a liturgically-informed congregation.

‘Kyrie’
The ‘Kyrie’!! from O’Carroll’s Mass of the Angels is short and concise and is based on the

Gregorian ‘Kyrie’ from Missa de Angelis VIII fusing the old with the new (example 3.2.1)

7 Fiontan P. O Cearbhaill, ‘Sé an Tiarna M’aoire’ in Margaret Daly-Denton (ed.), Alleluia! Amen! (Dublin:
Veritas Publications 1978), 49.

8 Fintan P. O’Carroll, Autobiographical Notes 1976, courtesy of his son, Kevin O’Carroll, 7.

° lbid., 7.

10 Fintan P. O’Carroll, The Collected Masses of Fintan P. O’Carroll (Dublin: Veritas Publications, 2012), 11.

1 Kyrie translates as Lord have mercy and is of Greek origin (Greek was the lingua franca of the Mediterranean
at the time of the birth of Jesus).
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Example 3.2.1: Gregorian chant ‘Kyrie’ from Missa de Angelis VIII
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The mood and sentiment of this movement, the ‘Kyrie’, is achieved through his use of chant-
style writing, diatonic harmonies, specified dynamics, a supportive accompaniment and a
narrow compass. Intervals of ascending 4™ and descending 5™ are common in the bass line

and implied changing time signatures are dictated by the textual nuance.

Preparation of the ‘Kyrie’ with the choir

The voices of the choir must be adequately warmed up*? and selected passages of the piece
being rehearsed can be incorporated into the general liturgical formation and musical
preparation of this movement. For example, while informing the choir of the musical basis of
this movement, that is the Gregorian ‘Kyrie’ (example 3.2.1), the chant can be sung on any
vowel at different ascending pitches to suit all voices as a warm-up exercise. Different
rhythms can be introduced (this can create an element of fun) and it can be sung in legato or
staccato on any vowel in p and f. Simultaneously, this results in knowledge and appreciation
of the old chant, how it is reworked into the new while understanding its liturgical
significance and its recognition when sung or played again. The reality is also that many
younger members of the present generation have very little knowledge of Latin or chant
because of its demise after Vatican Il. There are choirs affiliated to the Irish Roman Catholic

Cathedrals where Latin Masses are sung regularly, for example, in St Mary’s Pro-Cathedral in

12 See Appendix D, 244.
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Dublin. The Palestrina Choir'® has an organised and supportive educational programme for
choristers and the St. Mary’s Pro-Cathedral Girls’ Choir'* who are trained and educated in
this genre from a very young age. It is exclusive and is a minority situation not reflective of

the reality in most Irish churches both urban and rural.

With amateur church choirs the reality in preparation is that each line is sung by the cantor
and repeated by each line in the choir before all sing together. The first chord is the simple
arpeggio and singing the scale and arpeggio of E flat major on vowels or in Sol-fa will help to
get tonally centred while warming the voices as well. The introduction on organ helps to pitch
the entry notes especially for the sopranos as their entry note is on the second beat of the
accompaniment in bar 2. Amateur choirs sometimes experience difficulty pitching their first
notes and in this easy entry altos and basses start on the tonic or doh while tenors and
sopranos enter on the mediant and dominant of the scale or mi and soh in Sol-fa (example
3.2.2). Ensuring that the choir members start cleanly together, the conductor firstly indicates
to the organist the tempo and dynamic of his/her gestures. In this movement 4/4 is implied in
the introductory bar thus the conductor will show a clear 3" and 4t beat to the organist. In bar
2 a 3/4 time is felt. With the choir’s entry on the 3" beat, singers prepare to sing by making
the shape of the vowel on the intake of breath on the 2" beat of bar 2 in preparation for the
opening word ‘Lord’. Clarity of gesture by the conductor and a simultaneous intake of breath
with the choir ensure a unified entry by all. Each line should be sung as a vocalise, where the
vowel sounds of each syllable of the word are sung creating a good musical line. For example,
in bar 3 the vowels O, A, E and I represent the words ‘Lord have mer-cy’. An outer bell-like
shape with lips, with lifted soft palette and flattened tongue will avoid a thin colourless sound

on the vowel I in ‘mercy’ (example 3.2.2).

13The Palestrina Choir of St Mary’s Pro-Cathedral was founded in 1903 and is the resident choir of St Mary’s
Pro-Cathedral Dublin. The current director is Blanaid Murphy (2002- ).
14 The St Mary’s Pro-Cathedral Girls’ Choir was formed in 2009. The current director is Blanaid Murphy.
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Example 3.2.2: Fintan P. O’Carroll, Mass of the Angels, ‘Kyrie’, bars 1-3
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The chant-like style can be accommodated simply. For clarity for the choir this movement can
be conducted using the ‘arsis’ gesturing the first beat of the phrase and the ‘thesis’ showing
the contour of the rest of the line. This chironomic method is challenging for amateur choirs
but can be familiar to some members. An alternative to this method of conducting because of
the presence of bar lines is to simply demonstrate the chosen pattern of conducting for the
different bars. For example, in bar 7 with six beats the pattern of 4 + 2 or 3 + 3 can be used
ensuring a cut-off on the 6™ beat as it is a rest for all. The intervening bar 8 is in 4/4 followed

by a five-beat bar (example 3.2.3).
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Example 3.2.3: Fintan P. O’Carroll, Mass of the Angels, ‘Kyrie’, bars 7-10

This five-beat pattern is demonstrated to the choir as 3+2.1° Repetition in rehearsal of these
chosen patterns will ensure clarity and proper delivery of this movement by amateur choirs.
Sometimes it can be a combination of both methods with a cohesive and musical performance

being the main aim.

Enunciation of text must be clear; for example, the word ‘Lord’ must have a silent ‘r’. The
vowel sound in this word is a combination of the A and O vowels and the consonant ‘d” must
be sounded clearly. When singing this word it should sound like ‘Lawd’. The ‘k’ in Kyrie, the

‘ch’ in “Christ’ and the consonant ‘t” must be crisp and clear. The word ‘mercy’ especially in

15 See Appendix D, 251.
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bar 10 ends on an ‘I’ vowel on a fermata and must be sung softly. The descending and
ascending intervals, as in bar 3, where sopranos have a descending 5 at the end of the bar can
be simplified (example 3.2.2). Familiar musical examples of this interval that will help are in
the first two notes of ‘The Flintstones’ theme or ‘And the way you look tonight’. Different
age groups in the choir will react to different examples. Likewise for basses in bar 4 (example
3.2.3) the ascending and descending 4™ can be pitched by singing ‘O come all ye faithful’ and
the octave leap in bar 6-7 (example 3.2.4) is the same sound as the opening notes of the
refrain in ‘Somewhere over the rainbow’. Every member will be familiar with these

examples.1®

Example 3.2.4: Fintan P. O’Carroll, Mass of the Angels, ‘Kyrie’, bars 4-10
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16 See Appendix D, 245.
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For amateur choirs singing slowly is a challenge as in this movement where ‘Grave’ is
appropriately indicated at the beginning (example 3.2.1). The choir can reap great rewards by
rehearsing slowly apart from the actual dictated speed as it allows time for awareness of the
meaning of the text, phrasing and expression and being able to hear each other’s lines.
Because of the dynamics indicated in this movement demanding soft and loud, a messa di
voce exercise is beneficial In this, singers inhale and start softly, gradually singing a
crescendo and decreasing to a diminuendo while controlling exhalation and maintaining
diaphragmatic control simultaneously.’” This section can be sung a capella for tuning and
pitching purposes by each line. By practising a short section of a movement much substance
and quality can be achieved and can focus a choir. When f is indicated, as in bar 9, sopranos
and tenors especially must place and visualise the E flat high in the head before singing it to
avoid forcing the sound as tenors have an ascending interval of a minor 61" and sopranos have

an octave leap, both from bar 7 (example 3.2.4).

Phrasing and expression for the amateur choir is rarely innate but can be taught. It can be
achieved when the sentiment of the piece is understood and all technical matters are attended
to in as far as possible within the time limit of an amateur church choir rehearsal. The melodic
contour of this movement is simple, observing the triplet and giving an example that it should
sound like the word ‘ti-vo-1i’. The melodies are attractive and repetitive and the choir should
sing them with the natural rise and fall of the words and their meaning. The accompaniment
replicates the Gregorian chant throughout this movement and O’Carroll shows his sense of
colour and phrasing that when diligently observed, leads to an expressive atmospheric
performance. For example, the first invocation in bar 2 is in p with the second in bar 6 starting
in mf followed by a decrescendo. The last invocation in bar 9 is in f fading into mp before a

decrescendo and a fermata to end the movement. Through repetition these can be achieved.

17 See Appendix D, 244.
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Preparation of the ‘Kyrie’ with the congregation

In the preparation of the congregation, music must be provided, not just words, always
cognisant and hopeful of the possibility of some note-readers present. When reasonable
numbers of the congregation are gathered, the cantor or the conductor announces the music to
be sung during the Mass. The cantor will then sing the melody of this movement, the ‘Kyrie’,
followed by the choir and then the congregation. The breath mark in bar 3, the different
melody of the response and the dotted crotchet on B flat that falls to an interval of a fifth on
the same word must be observed. A repetition of this call and response movement over a

specified number of weeks is necessary for congregational participation to be a reality.

In the ‘Gloria’ O’Carroll uses variations of parts of the original chant from the ‘Gloria’ in

Missa de Angelis (example 3.2.5).

Example 3.2.5: Fintan P. O’Carroll, Gregorian chant from Missa de Angelis VIII,
‘Gloria’
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Segments of this chant appear, for example, in bars 7-8 in the soprano line and 10-11 of the
‘Gloria’(example 3.2.6) and are interwoven in the organ accompaniment for example in bar
22 at ‘Son of the Father’ (example 3.2.8). In bar 3, on the word ‘peace’, a C natural chord,
(the dominant chord of the supertonic of E flat, or major of the relative minor of E flat) is

unexpected at such an early part of the movement (example 3.2.6). This example has many
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colourful modulations that add interest, for example, in bar 7-8 there are implied modulations
to G minor with passing notes and a hint of syncopation and contrary motion between parts
suit this movement in allegro moderato. His use of word painting for example, at ‘glorify’ in
bars 8-9 with an octave leap with all voices in unison and in ff, is dramatic. Dynamics are
clearly defined and match the mood of every word, for example, in bar 3 on the word ‘peace’

he has indicated pp and ff on ‘we glorify you’ in bar 8/9 (example 3.2.6).

Example 3.2.6: Fintan P. O’Carroll, Mass of the Angels, ‘Gloria’, bars 1-9
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Following the ff in bars 8-9 a rest in bar 10 (example 3.2.7) is followed by imitation between
SA and TB and fragments of the chant (example 3.2.5) are present between the notes of the

soprano and alto lines. The rest at the beginning of bar 10 where the last note in bar 9
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(example 3.2.6) and the first note in bar 10 are the same pitch but with a rest in between,
could cause a drop in pitch if observed. This technical problem of singing the second note flat
can be overcome if singers can sing the phrase from bar 9 (example 3.2.6) to bar 12 (example

3.2.7) without taking a breath but observing the rest and maintaining the vocal focus.

Example 3.2.7: Fintan P. O’Carroll, Mass of the Angels, ‘Gloria’, 10-13
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O’Carroll gives particular emphasis to the words ‘you take away the sins of the world’ in
sopranos and altos only, the tenors and basses responding with ‘have mercy on us’. An
instruction for these words at bars 23-28 reads meno mosso and ‘unaccompanied unless for
unison or congregational Mass’. The composer is aware of the accompaniment support if this
movement is sung in unison and particularly if only by the congregation. Solid instrumental
support is vital and if an SATB choir is performing this then the unaccompanied sections can
create a contrast as the composer effectively suspends the accompaniment on specific text as

in bars 22-29 (example 3.2.8).
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Example 3.2.8: Fintan P. O’Carroll, Mass of the Angels, ‘Gloria’, bars 22-29
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The ‘Amen’ at the end of this movement resembles the chant of the ‘Amen’ from the ‘Gloria’

in Missa de Angelis (example 3.2.9).

Example 3.2.9: Gregorian chant, Missa de Angeles V111, ‘Amen’
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This chant theme is interwoven in bars 46-48 in this movement and will be sung in later parts

of this Mass (example 3.2.10).

Example 3.2.10: Fintan P. O’Carroll, Mass of the Angels, ‘Gloria’, bars 46-48
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Preparation of the ‘Gloria’ with the choir

Because it is a lengthy through-composed setting of the prayer, in allegro moderato and in
homophonic style while at the same time having constantly moving textured harmonic lines,
different approaches can be taken in preparation and performance of this ‘Gloria’ while
honouring the composer’s wishes. The origin of the ‘Gloria’ is explained, and musical aspects
can be incorporated into the learning process, for example, clapping the rhythm of the section
and then singing it and identifying any difficult intervals and rhythms, for example, an octave
leap in bar 9. Also in bar 9 the dotted crotchet followed by semiquavers on the word ‘glorify’
must be correctly sung as well as the dotted crotchets in the soprano line bar 6 and the

syncopation in bar 7 (example 3.2.6).

The opening chord on the tonic is suspended after two beats and SATB enter in unison and in

p. To achieve the mood as indicated the choir must sense the phrase and text. Even though the
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composer has introduced rests the shape and sense of the phrase must be correct. There is
drama in rests. To breathe before ‘peace’ in bar 3 would break the sentence. Singers must
breathe with the conductor on the 2" beat of bar 1 while making the vowel shape of A. At the
same time singers will visually place the B flat in the forehead and no breath should be taken
on the rests in bar 2 but must observe the cut-off on the 3™ and 4™ beats. A controlled entry on
the word ‘peace’ in bar 3 on an unexpected C major chord in pp is difficult. Voices must place
their notes as the accompaniment enters at the same time. For this, the singer should think in
C minor with altos raising the third to E natural. Still maintaining pp for the next three bars
this phrase ends with a crescendo leading to f presenting a challenge in breath control
(example 3.2.6). Singers who have mastered some degree of breathing technique will find that
this is possible without thinking about words and beats. The words can then be added with
expression. In bars 1-10 (example 3.2.6) of the ‘Gloria’ there are strong dynamic contrasts
with imitation in bar 10 between sopranos and altos and tenors and basses. A more subdued
dynamic colours a responsorial section between SA and TB in bars 23-30 that is followed by
a contrasting unison in all voices in bars 31-33. The final section, bars 31-49, is in ff through
to the end where breath control is required for the final four bars for the ‘Amen’ in melismatic
style. A clear cut-off on the 2" beat of the final bar for singers and organist should be

observed.

Preparation of the ‘Gloria’ with the congregation

To prepare a congregation for a lengthy setting has to be a measured decision to accomplish
the composer’s wishes. Because of the through-composed style of the ‘Gloria’, its tempo and
length, the practical approach for the congregational participation is to choose specific bars,
for example, the opening bars 1-12 (example 3.2.6) or bars 31-34 (example 3.2.12) where all
voices are in unison. This would maintain congregational interest until they are eventually

familiar with all of the movement and would be possible in rehearsal before Mass.
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Example 3.2.11: Fintan P. O’Carroll, Mass of the Angels, ‘Gloria’, bars 13-19
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From bars 31-35 where the choir is singing in unison the congregation could easily join in

with the choir (example 3.2.12).
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Example 3.2.12: Fintan P. O’Carroll, Mass of the Angels, Gloria, bars 31-35
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The ‘Amen’ at the end of the ‘Gloria’ bars 46-49 could be sung by the congregation as they

will sing the ‘Great Amen’ later in the Mass that has the same melody (example 3.2.10).

The constant interweaving of chant segments between voice parts and accompaniment are
present in the ‘Alleluia’, the ‘Memorial Acclamation’ and the ‘Great Amen’, giving a sense of
thematic unity to this Mass that can encourage congregational participation because of
familiarity. O’Carroll’s style of composition is fully encapsulated in the ‘Sanctus’ where he

changes meter abruptly at bars 8 and 9 to give prominence to the text (example 3.2.13).
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Example 3.2.13: Fintan P. O’Carroll, Mass of the Angels, ‘Sanctus’, bars 8-9
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The composer suspends the accompaniment again in bars 11-13 creating a contrast both
vocally and instrumentally while imitation between voices is heard especially between

sopranos and basses a capella (example 3.2.14).

Example 3.2.14: Fintan P. O’Carroll, Mass of the Angels, ‘Sanctus’, bars 11-13
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Great dynamic contrasts are employed and range from mp to a dramatic ff to complete this

movement on a fermata (example 3.2.15).
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Example 3.2.15: Fintan P. O’Carroll, Mass of the Angels, ‘Sanctus’, bars 14-17
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The three invocations of the ‘Agnus Dei’ at bars 1, 7 and 13 are set sequentially with tenors
and basses singing the first in unison in the home key of E flat major. Altos and sopranos in F
minor sing the second in unison while all voices sing the third again in unison in G minor.
The response each time is in SATB as at bars 4, 10 and 19. Crescendo molto, ff and molto dim
e rall in bars 14-16 are followed by a dramatic suspension of voices on the last beat of bar 18.
With only the accompaniment in bars 19-20 this stylistic contrast aptly prepares for the
sentiment of the final line of the text and the specific dynamics such as ppp, lento, dim al
niente that are to be used until the end of this movement. The organist is directed to use the
Celestes organ stop in the final bar in ppp where also the sign // is included before the word

‘peace’ and succeeds in creating a heavenly sound (example 3.2.16).
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Example 3.2.16: Fintan P. O’Carroll, Mass of the Angels, ‘Agnus Dei’, bars 1-13, 18-21
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Preparation of the ‘Agnus Dei’ with the choir

The ‘Alleluia’, ‘Memorial Acclamation’ and the ‘Great Amen’ are easily learned because of
the same melodic variation. A change of time signature and imitation in the Sanctus is also
accessible. The invocations in sequence in the ‘Agnus Dei’ are clearly facilitated by the
previous modulating bars in the accompaniment beginning in unison with the response in
SATB. For the choir to deliver the dynamic colour ranging from ff to ppp and in lento breath
control is necessary to achieve this. Sympathetically, the composer has inserted a break sign
before peace. The discretion of the conductor will decide what is best and suitable for the

chair.

Preparation of the ‘Agnus Dei’ with the congregation

This movement again can be sung in a suitable way by the congregation. The invocations
have to be sung by the choir as directed by the composer and the congregation can respond in
unison while the choir sings in SATB. Likewise with the choir the congregation must observe

the dynamics of the composer.

Conclusion

Good preparation by a committed amateur choir and congregation can reach a high standard
of performance with explanation of the liturgical meaning and significance of each
movement, repetition of each movement incorporating simple technical, vocal and musical
terms, the shaping of the phrases, the effects of the dynamics, and clear enunciation of the
words, the latter being of prime importance. This Mass shows the composer’s unique style
and art of harmonic writing in how each part is easily sung and how the overall range of this
movement is well within the ability of amateur choirs. The constant interweaving of chant
segments between voice parts and accompaniment gives a sense of thematic unity along with

its common tonality. Repetition over a specified period is necessary for congregational

46



participation to be a reality. However, this can lead to boredom within the choir who may
introduce another setting just as the congregations are becoming familiar with one. During the
process of the preparation and performance of the Mass of the Angels it is evident that
O’Carroll has a deep knowledge of the liturgy and an innate ability to compose functional

music for ordinary choirs and congregations.

3.3: Mass of the Immaculate Conception

The Mass of The Immaculate Conception (1977) was commissioned by the Irish Commission
for Music in the Liturgy. Fintan P. O’Carroll was one of four chosen composers-the others
were Seobirse Bodley, Gerard Victory and T. C. Kelly. In O’Carroll’s own words ‘these
[Masses] were to be designed to promote congregational singing. The Mass in Honour of the
Immaculate Conception (1976) was my contribution and became one of the standard national
works. It was chosen for performance on the occasion of the Knock Centenary Celebration
and televised, going out over Eurovision. This same work was performed on the occasion of

the Papal Visit both in Knock and in Limerick’.8

The simplicity of this composition is evidence of the composer’s awareness of the limitations
of amateur church choirs. O’Carroll writes ‘this Mass is designed to be sung by a cantor (or
celebrant or choir or all three) with congregation. It is largely responsorial; most of the parts
to be sung by the people are dictated by the cantor (or celebrant or choir) ... singing may be in
unison with piano or organ accompaniment or the singing may be in harmony. The complete
work may be sung in four parts a capella or in four parts with organ accompaniment, but it is

recommended that the alternation of unison and harmony be adhered to’.1° These instructions

18 Fintan P. O’Carroll, ‘Autobiographical Notes’ (1976), courtesy of his son, Kevin O’Carroll, 7.
19 Fintan P. O’Carroll, ‘Composer’s Notes’ in The Collected Masses of Fintan P. O’Carroll (Dublin: Veritas
Publications, 2012), 107.
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by the composer ensure flexibility as to the many combinations this Mass can be performed in

encouraging active participation as instructed in Musicam Sacram.

The ‘Penitential Act’ is intoned by a cantor or priest and answered by the choir and
congregation with a simple melody in keeping with what was expected of composers post
Vatican 11, to enable the inclusion of presider, choir and congregation. The melody lines as
well as the harmony lines are smooth, conjunct and simple making them conducive to
congregational participation as aspired to in Musicam Sacram (example 3.3.1).

Example 3.3.1: Fintan P. O’Carroll, Mass of the Immaculate Conception, ‘Penitential
Act’, bars 1-6
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The ‘Gloria’ is sung by the cantor with short responses by the choir and congregation. The
composer states that the ‘Gloria’ is ‘designed to allow participation by the congregation ... by

responding to the dictated phrases of ‘have mercy on us’ and receive our prayer’.?° This

20 |bid.
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movement can also be sung by the congregation because of its simplicity and attractive
melody with the instruction for it to be sung ‘joyfully’. The melody, mostly in stepwise
movement and with basic rhythms in 4/4, is well within the capability of amateur choirs and
congregations. The melody is simple for example, as in bars 13 and the harmonies are equally
simple when added, for example, in bars 25-28 (example 3.3.2).

Example 3.3.2: Fintan P. O’Carroll, Mass of the Immaculate Conception, ‘Gloria’, Bars
1-3 and 25-28
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The composer sets the ‘Alleluia’ in SATB but with unison included. It is a short arpeggiated
ascending motif that any willing congregation will sing without difficulty. The moving ATB
parts are equally manageable with the exception of the descending 6™ 2! in the bass line

(example 3.3.3).

2L See Appendix D, 247.
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Example 3.3.3: Fintan P. O’Carroll, Mass of the Immaculate Conception, ‘Alleluia’, bars
1-3
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In contrast, the composer sets the ‘Sanctus’ in unison to be sung by all while the ‘Amen’ is set

as a simple round, the latter being optional (example 3.3.4).

Example 3.3.4: Fintan O’Carroll, Mass of the Immaculate Conception, ‘Sanctus’ bars 1-3
and the ‘Amen’ bars 1-5
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In his unison setting of the ‘Memorial Acclamation’ his consideration of the presider’s vocal

range and ability is evident by his inclusion of two different pitches (example 3.3.5).
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Example 3.3.5: Fintan P. O’Carroll, Mass of the Immaculate Conception, ‘We Proclaim
Your Death’, Presider’s Intonation
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The response in ‘We Proclaim Your Death, O Lord’ has melodic fragments that are repeated

in the ‘Lord’s Prayer’ (examples 3.3.6 and 3.3.7).

Example 3.3.6: Fintan P. O’Carroll, Mass of the Immaculate Conception, ‘We proclaim
your Death O Lord’, bars 1-3
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Example 3.3.7: Fintan P. O’Carroll, Mass of the Immaculate Conception, ‘The Lord’s
Prayer’, bars 1-3
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Set for cantor and SATB, the ‘Agnus Dei’ includes the congregation in responsorial style and

indicated by the composer indicates that it can be sung in unison depending on the resources

available (example 3.3.8).

3.3.8: Fintan P. O’Carroll, Mass of the Immaculate Conception, ‘Agnus Dei’, bars 1-4
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This Mass is suitable for all church choirs and congregations. The common D major tonal
centre unifies the work and its pentatonic-based, modal melody creates a sentiment of archaic
church music. O’Carroll always had his people in mind when writing. They were church
goers of a particular generation and the subtle combined elements of chant and folk appealed
to them. He supports this when he says that ‘Plainsong and Irish folk music idiom are close
relatives and the continuity with Church Music tradition on the one hand blends well with my
naturally ‘folky’ musical language of the other’.?? The range is very narrow and easily
executed by amateur choirs and this is a congregational-friendly Mass, especially when led by

a cantor or singing priest. Fintan P. O’Carroll writes that ‘this is a very simple congregational

22 Fintan P. O’Carroll, ‘Autobiographical Notes’, 1976, 8.
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Mass ... and is now widely used and published by the Irish Liturgy Commission’.?® Active
participation and congregational involvement were important to the composer, and he
demonstrated this through his inclusion of the congregation in all his works. This Mass is

easily prepared and performed by choir and congregation.

3.4: Entrance Psalm ‘Praise the Lord all you nations’

In 1979 the Mass of the Annunciation was, according to Fintan P. O’Carroll, his ‘most
ambitious work of this type for Cantor, SATB Choir, Congregation, Brass Septet, Timpani
and Organ’.?* It was ‘presented and conducted by the composer at the Final Eucharist of the
Irish Church Music Association Summer School at the New University of Ulster, Coleraine,
July 1980 ... and was originally published by the Irish Institute of Pastoral Liturgy in 1982, a
year after the composer’s death’.?® “The Entrance Psalm ‘Praise the Lord all you nations’ is
one of his best-known compositions and is set to the text of Psalms 95 and 116. The opening
refrain is based on the shortest Psalm in the Bible, Psalm116, and the three verses are based
on the text from verses 1, 2 and 9 of Psalm 95. Psalm 116/117 is also used as a Communion
Antiphon, during the Rite of Ordination of Bishops, Priests and Deacons, as a Gospel
Acclamation, at services for the Evangelisation of Peoples, in the Liturgy of the Hours, for the
Feast of Christ the King, St Patrick, St Blaise and the Transfiguration of the Lord. In the
context of O’Carroll’s Mass of the Annunciation it is used as the entrance hymn based on

psalms and is antiphonal and responsorial in its performance style.

2 |bid., 12.

24 Fintan P. O’Carroll, Mass of the Annunciation in The Collected Masses of Fintan P. O. ’Carroll (Dublin:
Veritas Publications, 2012), 134.

% Kevin O’Carroll, ‘Adaptor’s Notes’ in The Collected Masses of Fintan P. O’Carroll (Dublin: Veritas
Publications, 2012), 133.
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Brass and Timpani are included in the accompaniment and Kevin O’Carroll’?® states that as
the composer Fintan P. O’Carroll was a brass band conductor he ‘was very familiar with the
possibilities offered by the addition of brass in this celebratory setting’.2” This Mass was his

only setting that includes brass.

The regal and dramatic introduction in close parallel harmonies on organ, brass and timpani in
fortissimo creates a joyful and celebratory mood. The trumpet plays a descant in the Alleluia
refrain while the organ replicates the melody. The timpani add to the salutary atmosphere and
the position of the brass and timpani is vital to the blend and balance of the sound for this
Entrance Psalm (example 3.4.1).

Example 3.4.1: Fintan P. O’Carroll, Mass of the Annunciation, Entrance Psalm, ‘Praise
the Lord all you nations’, bars 1-3

Pss. 116,95

Con moto o« 60

2 |bid., 133.
27 Ibid., 133.
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The last note of the instrumental introduction is the entry note for the cantor and congregation
in a contrasting a capella style until the choir follows with accompaniment in homophonic

style, in unison and with changing time signatures and contrasting dynamics (example 3.4.2).

Example 3.4.2: Fintan P. O’Carroll, Mass of the Annunciation, Entrance Psalm ‘Praise

the Lord all you nations’, bars 4-7
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The first “‘Alleluia’ is sung by SATB in unison with the refrain sung by the cantor and

congregation also in unison and with descant on trumpet (example 3.4.3).
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Example 3.4.3: Fintan P. O’Carroll, Mass of the Annunciation, Entrance Psalm, ‘Praise
the Lord all you nations’, bars 24-27
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The penultimate singing of the Alleluia’ is in contrasting SATB when tenors sing the melody
line, showing a preference for the male sound, while upper female voices are in harmony. The
composer also indicates by his use of small notes that he wishes to suspend accompaniment.
This textural contrast is interesting as it shows the composer’s confidence in the choir to sing
in harmony and in tune while unaccompanied and creating a contrast of voices only and the
impact on their re-entry. This is an opportunity for the choir to hear themselves while

listening to the other members and being conscious of blend and balance (example 3.4.4).

Example 3.4.4: Fintan P. O’Carroll, Mass of the Annunciation, Entrance Psalm, ‘Praise
the Lord all you nations’, bars 61-64
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The final ‘Alleluia’ with trumpet descant, is for all voices in unison. An instrumental coda

restates the melody of the introduction in fff (example 3.4.5).

Example 3.4.5: Fintan P. O’Carroll, Mass of the Annunciation, Entrance Psalm, ‘Praise
the Lord all you nations’, bars 77- 82
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‘The Entrance Psalm ‘Praise the Lord all you Nations’ has an indelible place in liturgical
music and ‘has a currency far beyond the shores of Ireland’.?® An English liturgical composer,
Christopher Walker claims that ‘during a teaching stint at a seminary in northern England
around 1981 he was struck by the ‘Gospel Acclamation’ used during the liturgy. Not knowing
its source, he transcribed the ‘Alleluia” onto a piece of paper and returned with it to Bristol
where he was serving as Director of Music at the Catholic cathedral’.?® Walker went on to
improvise airs for the verses which are associated with this ‘Alleluia’ and Paul Kenny later
told Walker that the refrain he had collected was in fact composed by the well-known Irish
musician Fintan P. O’Carroll’.%® Walker went on to improvise airs for the verses which are

associated with this ‘Alleluia’ and is now attributed to O’Carroll and Walker. Walker, whose

2 Gerard Gillen,‘Introduction’ in The Collected Masses of Fintan P. O’Carroll (Dublin: Veritas Publications,
2012), 1.

2 Jonathan Hehn, ‘History of Hymns: “Alleluia” by Fintan P. O’Carroll and Christopher Walker’, Phone
interview by Jonathan Hehn with Christopher Walker 14 March, 2016.
<https://lwww.umcdiscipleship.org/resources/history-of-hymns-alleluia-ocarroll-and-walker> [accessed 9 March
2022].

%0 Ibid.


https://www.umcdiscipleship.org/resources/history-of-hymns-alleluia-ocarroll-and-walker

original composition was based on the text of the Te Deum has composed many new verses
using O’Carroll’s ‘Alleluia’ to suit liturgical occasions including the Inauguration Mass of
American President Joe Biden on 20 January 2021. This Psalm is used in the liturgy of the
Hours, after Benediction and for all celebratory liturgies as Entrance and Communion
Antiphon for Palm Sunday and the 34™ week of Ordinary time respectively and for Mission
Sunday. This composition, translated into many languages®! is sung each evening at the

‘Lourdes Grotto’ and has been adopted by the French as their ‘Alleluia Celtique’

Preparation of Entrance Psalm, ‘Praise the Lord, all you nations’ for the choir

All voices in the choir will learn the melody of this hymn before singing their own individual
parts except for the tenors who sing the melody when harmonising. Singers must sing the
dotted rhythms as written otherwise it will lose its brightness. The words ‘praise’ and
‘peoples’ and ‘proclaim’ will be articulated with the lips and ‘alleluia’ will use vowels and the
tongue to pronounce it. The verses can be sung by a cantor or alternate groups, for example,
women followed by men. Because of the very strong fff in this piece and the presence of brass
and timpani, singers must not force their voices. Warm-up exercises are necessary at the start

of the rehearsal.32

Preparation of Entrance Psalm ‘Praise the Lord all you nations’ for the congregation

The cantor will sing the melody, followed by the choir. The congregation will learn this very
quickly because of its repetition. From a performance perspective this Entrance Psalm is
cleverly crafted to accommodate any ordinary congregation in that composer includes the
congregation at specific points where the choir sings the refrain and also includes the

congregation in the verses.

31 Fintan P. O’Carroll, Alleluia is translated into French and Swedish.
<https://singpraises.net/texts/fr/9296/celtic-alleluia> [accessed 7 July 2024].
32 See Appendix D, 244.
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3.5: Psalm Settings

As well as Masses, Fintan P. O’Carroll composed settings with English text for the Psalms in
the three-year Sunday Cycle of the celebration of the Eucharist in the Catholic Church which
‘could be quickly taught to cantor, choir, and congregation’.®® According to Michael Harty,
‘the restoration of the Responsorial Psalm as an essential element in the liturgy of the Word is
one of the most profound reforms in the new liturgy’.3* As it was not the usual practice in
urban and rural parishes to proclaim the Psalms at weekly Sunday Masses, O’Carroll’s
compositions were ‘simple music to enable the congregation to respond to the word of
God’.%® The composer himself considered the singing of Psalms ‘in an unknown language as
nonsensical’3® and agreed with the introduction of the vernacular. His congregation and choir
were drawn from a new development area in his hometown of Waterford and, as a result, he
had first-hand experience of what was needed and what worked well. The Irish Church Music
Association considered these settings as highly practical and in 1983 published this collection
in a complete volume entitled Responsorial Psalms for Sundays and Major Feast Days. Paul
Kenny writes that O’Carroll ‘turned to our traditional heritage for inspiration and many of the
settings draw from our Irish melodies of the past and give us new songs ... in our own idiom’

as for example ’Sé an Tiarna m’aoire’®’ (example 3.5.1).

33 Michael Harty, ‘Introduction’ in Paul Kenny (ed.), Responsorial Psalms for Sundays and Major Feast Days by
Fintan P. O’Carroll (Carlow: Irish Church Music Association, Irish Institute for Pastoral Liturgy, 1983), (iii).

34 Ibid., (iii).

% Paul Kenny (ed.), Responsorial Psalms for Sundays and Major Feast Days by Fintan P. O’Carroll (Carlow:
Irish Church Music Association, Irish Institute for Pastoral Liturgy, 1983), (iv).

% Fintan P. O’Carroll, ‘Autobiographical Notes’, 1976.

37 Paul Kenny (ed.), Responsorial Psalms for Sundays and Major Feast Days by Fintan P. O’Carroll (Carlow
Irish Church Music Association, Irish Institute for Pastoral Liturgy, 1983), (iv).
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Example 3.5.1: Fiontan P. O Cearbhaill, ’Sé an Tiarna m’aoire’, Alleluia! Amen! bars
1-4
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Among the many Psalms in this original edition of Responsorial Psalms is ‘“Sé an Tiarna
m’aoire’, a setting in the Irish language of Psalm 22. His name appears in English in this
original publication edited by Paul Kenny and is referenced under the Latin \Vulgate
numbering.®8 The Irish version of his name, Fiontan P. O Ceabhaill, appears in the publication

of Alleluia! Amen!® (example 3.5.1).

This through-composed setting of Psalm 22 for SATB ranks as one of his best-known works.
‘Sé an Tiarna m’aoire’? is set in the tradition of chorale writing in the style of J. S. Bach,
evident in the harmonic language and the treatment of part movement in the alto, tenor and
bass lines. Mainly diatonic, it reflects the stylistic Bachian devices such as passing notes and
suspensions: for example, in bar 1, in the soprano line there is an accented passing note on the
first half of the third beat on chord IV creating a dissonance and resolving on the following B
flat; unaccented passing notes occur in bar 7 in the bass and sopranos in contrary motion and
also in the soprano line in bar 9 on the third beat; in bar 3 on the second beat there is a
suspension on the dotted crotchet on C resolving on B flat; in bar 8 an imperfect cadence is
expected but instead chord V1 is used and repeated in the next bar (incomplete bar) creating a
sense of progression; chromaticisms occur in bar 14 in the bass and alto lines on the 2" and

3 beats where a G major first inversion chord on the weak beat is followed by a diminished

3 bid., 76.
39 Margaret Daly-Denton, Alleluia! Amen! (Dublin: Veritas Publications, 1978), 49.
40 paul Kenny, Responsorial Psalms for Sundays and Major Feast Days, 76.
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7t chord resolving on the first beat of bar 15. These decorations enliven the tonal language
throughout and the florid conjunct melody (C mixolydian in this case) with its triplets and
ornamentation is indicative of the influence of the traditional style of Sean O Riada’s Ceol an
Aifrinn.*! Its narrow compass in all voices of this Psalm 22 setting, its meter and the inserted
dynamics that mirror the text demonstrate the composer’s compositional ability in his fusion
of styles and how accessible this psalm is for a choir where the congregation responds with
the melody (example 3.5.2).

Example 3.5.2: Fintan P. O’Carroll, Responsorial Psalms for Sundays and Major Feast
Days, ¢’Sé an Tiarna m’aoire’, Responsorial Psalms, bars 1-16
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41 Sean O Riada (1931-1971) composed Ceol an Aifrinn in 1968. It was the first Mass written in the vernacular
(Irish) language for unison choir and organ and was performed by Cér Chuil Aodha, an all-male group that is
based in the Gaeltacht area in West Cork, Ireland.
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Preparation of ¢’Sé an Tiarna m’aoire’ for the choir

To prepare the choir for the performance of this psalm, the text must be explained and
translated. If the Irish language is unfamiliar the phonetics will be sounded and rehearsed.
Saying the words line by line with the right pronunciation is important. When the phonetics
are established the lines of music will be learned separately as both the verse and refrain are
set in SATB. With a 3/4 time signature, singers will say the words to the rhythm first and feel
where the words match the beats. Words and melody are then combined. In this psalm the
ornaments only apply to the melody line. The sopranos will sing the melody first without the
ornaments. When this is familiar the ornaments can be included. For sean-nds singers*? this
ornamentation comes naturally and more likely would be added to by their own

improvisation. According to Toméas O Canainn ‘no aspect of Irish music can be fully

42 Sean-nos is translated as ‘the old style’ or ‘in the old way’. It is a style of singing traditional Irish music that is
usually unaccompanied and in the Irish language. Its characteristics are ornamentation and long phrases and is
present in many lullabies, laments and love songs. Its origins can be traced back to Middle Eastern countries and
the Mediterranean.
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understood without a deep appreciation of sean-nés singing. It is the key which opens every

lock’.43

Preparation of ’Sé an Tiarna m’aoire’ for the congregation

The preparation will concentrate only on the soprano melody line. O’Carroll’s refrains and
psalm tones are simple and accessible, meeting the criteria for which they were composed.
They were written for amateur choirs and congregations so that they were easily learned and
never forgotten. From a performance perspective, most of these psalms are well within the
capability of any choir and congregation because of their simplicity and brevity. Also, the
importance of repetition over the church’s three-year cycle establishes them in the memory of
the choir and congregation and this collection has been, and is, part of many church choirs’

repertoire for many years since they were published.

3.6: Conclusion

Fintan P. O’Carroll’s music is in tune with the wishes of Musicam Sacram and according to
Gerard Gillen it ‘has a perennial relevance and freshness of appeal’ and his Masses have
endured to this day ‘without a momentary lapse into banality of any kind’.** It is

congregational ~ friendly and is  accessible  for  choirs and  presiders.

“3Tomas O Canainn, Traditional Music in Ireland (Cork: Ossian Publications Ltd., 1993), 49.
4 Gerard Gillen, ‘Introduction’ in The Collected Masses of Fintan P. O’Carroll (Dublin: Veritas Publications,
2012), 7.
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Chapter 4: Margaret Daly-Denton

4.1: Background and influences

This chapter examines the place of women in the Irish Catholic Church with special reference
the work and contribution of Margaret Daly-Denton.! Margaret Daly-Denton (b New Zealand,
1950) is an organist, composer, liturgist, and biblical scholar. Her secondary education
included music studies with Vernon Griffiths (1894-1985), Emeritus Professor, University of
Canterbury. During her undergraduate years at UCD, she studied organ with Prof. Gerard
Gillen and with Prof. Douglas Mews (1919-93) of Auckland University. A pivotal figure in
the development of post-conciliar church music in Ireland, she was Director of Music at the
Irish Institute of Pastoral Liturgy from 1975 until 1980, and also served extensively on the
International Commission on English in the Liturgy. Her edited collection, Alleluia!l Amen!
Music for the Liturgy (1978), introduced Irish Roman Catholics to a more biblical and
responsorial style of liturgical music, and her settings of over 500 antiphons for the Divine
Office are sung in Cistercian monasteries throughout the English-speaking world. A M.Th.
graduate in Liturgy from St Patrick’s College, Maynooth, her doctoral dissertation (completed
for TCD), David in the Fourth Gospel: The Johannine Reception of the Psalms (Leiden: Brill,

2000), explores the textual origins of Christian liturgical chant.?

In Alleluia! Amen! Daly-Denton includes music from Irish and international sources and her
own composition in this publication represent the only Irish female contributor. Her pivotal
role in Irish liturgy post Vatican I, her membership of the Cistercian Sisters in Glencairn

Abbey? from 1980-1988, her lasting connection with them and her subsequent biblical studies

! See Appendix E, 253-255.

2 Margaret Daly-Denton in Harry White and Barra Boydell(ed.), The Encyclopaedia of Music in Ireland (Dublin:
University College Dublin Press, 2013), Vol 1, p.227

3 Glencairn Abbey was founded in 1932 and is situated in Glencairn, Co.Waterford, Ireland. It is a monastic
community of Sisters living by the Rule of St Benedict.
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qualify her as one of the leading female liturgical scholars in Ireland. This status was earned
not only through her music but through her many writings that are referenced frequently by
many authors of equal distinction and justly qualifies her role as a female leader in liturgical
matters post Vatican 1. Her many works include Mass settings, wedding music and Psalm

settings.®

4.2: Women and the Church

The first female President of Ireland, Mary Robinson, spoke of the women of Ireland in her
Presidential acceptance speech, explaining that Mn4 na h’Eireann ‘instead of rocking the
cradle rocked the system’.6 She was followed by another female President, Mary McAleese,
who is an influential lay Catholic and an advocate for the ordination of women to the
priesthood. Women seem to be toiling in the margins of the church which they claim to love
but their voices of faith are not being heard. Yet, they stay. The rule of St Paul the Apostle

mulier tacet in ecclesia (a woman must be kept quiet in church) lingers on’.

The role of women is being widely discussed in twenty-first-century Ireland where women are
the bedrock of the Irish Catholic church and constitute the majority in every facet of the
church including preparation of children for the sacraments. Despite all this visible and
physical presence, women have no voice in decision-making. While vocations to the

priesthood are falling, Pope Francis has closed the door on the possibility of women deacons

4 Margaret Daly-Denton, Psalmody: A Living Tradition of Worship/Margaret Daly-Denton; Response Dr Fergus
O’Ferrall (Dublin: National Bible Society of Ireland, 1992); Margaret Daly Denton, David in the Fourth
Gospel: The Johannine Reception of the Psalms (Leiden: E. J. Brill, 2000); Margaret Daly-Denton, Psalm-
shaped Prayerfulness (Dublin: Columba Press 2010); Margaret Daly-Denton An Earth Bible Commentary:
Supposing Him to Be the Gardener (London: Bloomsbury Academic, 2017).

5 See Appendix E, 253.

6 Mary Robinson, acceptance speech as President of Ireland, 9 November 1990, President of Ireland Media
Library [accessed 4 April 2024].

" Corinthians 1.14: 34-35
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and priests while suggesting that the church should be ‘de-masculinised’ and that ‘the practice

of collaboration may grow between men and women’.®

Voices of faith and voices of women are the biggest conduit through which a composer’s
work is heard in Irish churches and a tradition of volunteerism, mostly by women (while
noble and altruistic), is rife in parish churches, particularly in rural parishes. It is termed
‘historical’. While this is admirable it can lead to a lack of structure, formation, education and
a disorganised and unworkable situation where commitment is misunderstood and choir
members attend choir/Mass when they are ‘free’ The result is a poor liturgy that lacks the
understanding of the Eucharist and its ministries and leads to dull liturgies bereft of meaning

and celebration.

4.3: Women’s Works and Hymnals

From the perspective of Irish women composers and their contributions since Vatican Il, all
officially approved liturgical music resources by the Irish Catholic Church demonstrate that
women’s Works are in the minority and their musical contributions are marginalised. From
The Veritas Hymnal (1973) to one of the first editions of Hymns Old and New there are only
token inclusions of Irish female composers. The latter was first published in Dublin and later
transferred to Essex and London.® In 1978 Margaret Daly-Denton edited the Irish Catholic
publication of Alleluia! Amen! and included some contributions from women. This was a
landmark publication and was among one of the first to explain the liturgical significance of
each part of the Mass and the Sacraments. In 1979 the works of no female composers were
included in the music for Pope John Paul II’s visit to Ireland and in 1989 Hosanna'® was

published with the same women included as in The Veritas Hymnal and thereafter. In Caelo,

8 Pope Francis, ‘Church has not listened enough to the voice of women’, Vatican News,
<https://www.vaticannews.va>pope>news>>pope-church> [accessed 18 May 2024].

® Hymns old and New, See Appendix B (2), 218.

10 Paul Kenny (ed.), Hosanna: National Liturgical Songbook for Ireland (Dublin: Columba Press, 1987).
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edited by Liam Lawton in 1999, featured short pieces by Mary Amond O’Brien, Sue Furlong,
Maire Ni Dhuibhir, NGirin Ni Riain and Ite O’Donovan. Seinn Alleluia, a publication for the
Jubilee year 2000, included four of these composers along with Margaret Daly-Denton.*! Sing
the Mass*? and no female liturgical composer featured, except for a token inclusion of an
‘Alleluia’ and a ‘Lenten Gospel Acclamation’ by Margaret Daly-Denton. In 2012, a small
number of Irish female composers’ works were included in the International Eucharistic
Congress Liturgies while there was a total absence of music by Irish female composers for the
celebrations of Pope Francis’s visit to Ireland in 2018. In the same year, Canaimis'® was
published and included Maire Ni Dhuibhir’s Aifreann Réalt Na Mara and a short acclamation

by Ite O’Donovan.

The inclusion of women composers in the Irish Church Music Association’s Summer Schools
from 1998-2019 is disproportionate to their male counterparts.’* While there is some
recognition of female composers, their featured works do not constitute a major part of the
musical content in the week’s tutorials that their male counterparts enjoyed. There has also
been a dominance of male guest directors for the ICMA Summer Schools with the exception
of Orla Barry who directed on five occasions from 1977-2019.1> However, female liturgical
musicians such as Marian Gaynor, Sharon Lyons, Regina Deacy, Marie Dunne, Noirin Ni
Riain, Sarah Waldron, Giovanna Feeley, Maire Ni Dhuibhir and Rosemary Lavelle, all with
recognised liturgical backgrounds facilitated various workshops relating to the liturgy during
the ICMA Summer Schools. This organisation endeavours to embrace the prevailing liturgical

climate and the aspirations of Musicam Sacram and Sacrosanctum Concilium by hosting

1 Patrick O’Donoghue (ed.), Seinn Alleluia 2000: Music for the Jubilee Year (Dublin: Columba Press, 1999).
12 National Centre for Liturgy, Sing the Mass, Anthology of Music for the Irish Church (Dublin: Veritas
Publications, 2011).

13 An tlonaid Naisilnta Liotdirge, Canaimis (Dublin: Veritas Publications, 2018).

14 See Appendix C, 237-241.

15 1bid.
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various tutorials for example ‘chant’ with Giovanna Feeley!® and ‘Linking School and Parish
Music’ with Marian Gaynor.'” The chairperson of the ICMA is Mary Dee who has a liturgical
background and first-hand experience of liturgical and pastoral practicalities from a female
perspective.® The combined wealth of experience, knowledge and level of commitment of
these women and many others is invaluable. The voices of women are vital to the lifeblood of
the church and can only supplement and complement the male dominance and can give a
different perspective and support to half of the Catholic fraternity. Francesca Di Giovanni'?
gives hope to future inclusion of women when Pope Francis appointed her as Undersecretary
with a portfolio on various issues at international level with inter-governmental organisations.
Many of these issues deal with the international common good including development of
matters concerning women and victims of conflict and their safety. In 2017 the Italian mezzo-
soprano Cecilia Bartoli became the first female singer to sing and record with the choir of the
Sistine Chapel Rome, performing Perotin’s Beata Viscera.? Women such as these affirm and
confirm their great contributions and the subject of women and the church is deserving of its
recurring attention to secure their place more decisively and centre-stage in church affairs
rather than in the margins. In the words of Pope Francis ‘women are givers and mediators of
peace and should be fully included in the decision-making processes. Because when women

can share their gifts, the world finds itself more united, more peaceful’?! yet ‘the Vatican no

16 Giovanna Feeley is a professional singer, choral director and lecturer with over 20 years specialism in
liturgical music. She holds a first-class honours master’s degree in theology specialising in liturgical music and
in 2021 she was awarded a doctoral scholarship to Dublin City University to complete her PhD in liturgical
music.

17 Marian Gaynor is Director of Music, Cathedral of the Assumption, Carlow.

18 Mary Dee is a pastoral co-ordinator in the Diocese of Waterford and Lismore.

19 Francesca Di Giovanni is the first woman to have held the position of Under-Secretary for the Multilateral
Sector of the Section for Relations with States and International Organisations of the Secretariat of State, an
appointment she received from Pope Francis in January 2020.

20 Eno Adeogun, ‘History made as woman performs with the Sistine Chapel choir’
<https://premierchristian.news/en/news/article/history-made-as-woman-performs-with-the-sistine-chapel-choir>
[accessed 8 October 2024].

21 pope Francis, Homily at Holy Mass on the Solemnity of Mary, Mother of God, 53" World Day of Peace, 1
January, 2020 <http://www.vatican.va>homilies<2020<documents[accessed 3 March 2024].
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longer feels obliged to give a reason as to why women cannot be considered for ordination.

Their gender is the reason’.??

4.4: Compositions

This chapter examines the work of Margaret Daly-Denton and her contribution to church
music. Her interest in the Psalter resulted in the publication of Cantate.?® She composed
settings of over five hundred Antiphons for the Divine Office for the Cistercian Sisters of
Glencairn ... not formally published but simply shared by monasteries in Ireland, the UK,
Nigeria, Australia, the USA and the Philippines. She considers this corpus of Antiphons,
composed over several years that she spent as a member of the Glencairn Community as her
major work ... and currently is in the process of writing organ accompaniments for this.?* In
1997, she stated that the ‘sung Antiphon has a tremendous capacity to make the Scriptures
“repeat” on us ... we are supposed to be ruminants “chewing the cud” of the Scriptures ...
[and] happiness is delighting in the word of the Lord and murmuring it (even humming it!)
day and night’.?® To fully appreciate the liturgical musical style of this composer relevant to
congregational participation, this study discusses her psalm from Alleluia! Amen! (1978),

Saint Benedict Centenary Mass (1980), Kainos Mass (1986), and Cantate (1992).

During her time with the Irish Institute of Pastoral Liturgy, and as a member of International
Commission for English in the Liturgy Daly-Denton edited the hymnal Alleluia! Amen!
subtitled Music for the Liturgy. This resource emphasised the appropriate responses or
acclamations within the liturgy by the choir and congregation, rather than the reliance on

hymns that are outside the celebration proper. Daly-Denton’s courageous attempt at

22 Sharon Tighe-Mooney, What about me? Women in the Catholic Church (Cork: Mercier Press, 2018), 95.

2 Margaret Daly-Denton, Cantate: Cantor-Friendly Responsorial Psalms (Dublin: Veritas Publications, 1993).
2 Margaret Daly-Denton, email correspondence 11 January 2022.

% Margaret Daly-Denton, ‘Psalmody: A Living Tradition of Worship’, The Bedell/Boyle Lecture 1997 (Dublin:
National Bible Society of Ireland, 1998), 13.
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broadening the knowledge and understanding of the importance and place of liturgical music
is evident in this publication. Her detailed explanations of the music for each part of the Mass
and other liturgical occasions such as the Sacraments and the inclusion of music for these
occasions give ‘new opportunities for singing which occur in the revised rites of the
sacraments’.?® Works of international composers such as Paul Décha, Joseph Gelineau,
Susanne Toolan and Bernard Huijbers were included and as editor/composer she ‘hoped that
this book would help towards answering the need for a contemporary style of liturgical music
... acceptable to young and old alike’.?” Like Daly-Denton, Huijbers believed ‘that liturgical
music must be simple, that the assembly must be viewed as a ‘performing audience’ and that
they music must bring life to what it celebrates’.?® She claims that the words Alleluia! Amen!
‘are our response to God’s goodness; to creation; to our existence ... to a future full of
hope’.?® The title of this hymnal reflects this aspiration that is central to a liturgy full of life

and celebratory, is organic and spontaneous.

4.5. Psalm 32

Her setting of Psalm 32 ‘May your Love be upon us O Lord’ is included in Alleluia! Amen!
and was a precursor to her later settings of Responsorial Psalms entitled ‘Cantate’. Set in
unison, it represents her simple, melodic and memorable style with easy intervals, narrow
compass, an easy refrain and in cut common time, a favourite meter of the composer. This
psalm is discussed because of its continuous use and demonstrates a stylistic simplicity of
church music composed in the aftermath of Vatican Il that would meet the needs of ordinary
amateur church choirs and congregations. The items in brackets in the example outline some

of the points of interest in preparation (example 4.5.1).

% Margaret Daly-Denton, Alleluia! Amen! (Dublin: Veritas Publications,1978), 7.

2 1bid., 7.

28 Bernardus Maria Huijibers (1922-2003), ‘Pastoral Music’, National Association of Pastoral Musicians, 27:5,
June —July 2003, 14.

2% Margaret Daly-Denton, AlleluialAmen!, 7.
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Example 4.5.1: Margaret Daly-Denton, AlleluialAmen!, ‘May your Love be upon us O
Lord’, bars 1-14
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Preparation of ‘May your love be upon us O Lord’ for Choir

To prepare this psalm with children and adults alike, the scale of F major and the arpeggio
should be sung to establish the tonal centre. The words should be recited out loud while
clapping to the cut-common time signature. The refrain is sung by the cantor or psalmist
demonstrating the intervals of an ascending major 6™ followed by a perfect 5. An interval of
an ascending perfect 4™ is the largest leap in the verses that are chant-like and simple where
the opening two bars replicate the last two bars, only in reverse. This contributes to a natural
and simple contour dictated by the meter and melodic intervals that are expressive of the

text.30

30 See Appendix D, 246.
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Preparation of ‘May your love be upon O Lord’ for congregation

In rehearsal with the congregation the cantor sings the refrain and conductor signals the
intervals by hand gestures. These gestures can be a combination of Sol-fa and the Kodaly
method.3! For psalmists who sing every Sunday and for congregations to actively participate,
these simple musical elements help to expedite the learning process. Musical literacy is
improved, and they help to develop an understanding of the liturgical context of the music
especially when the time is limited before Mass. This is the intention of the composer and the

parameters within which she composes.

4.6: Kainos Mass

In 1986 Margaret Daly-Denton composed the Kainos Mass to mark the tenth anniversary of
the foundation of the Irish Institute of Pastoral Liturgy, originally set up to foster liturgical
formation in line with Vatican 11.> Kainos means ‘new’ and, even though it is a new
composition, ‘it has grown anew from fragments of an old Gregorian Gloria’.3® Set for SSA,
and Organ, the Ordinary of the Mass and recessional hymn have a common tonality of B flat
major with settings of the Entrance Song3* and Communion Hymns in D major and G major
respectively. The inclusion of reciting tones for the preface and verses are evidence of the
composer’s conviction of the importance of the involvement of the presider whose role is

pivotal in encouraging congregational participation.

81 Kodaly pioneered a method where children learn the basic musical elements integrating singing and movement
and emphasises interactive and intuitive learning.

32 Margaret Daly-Denton, Kainos Mass (Carlow: Irish Institute of Pastoral Liturgy, 1986).

33 Margaret Daly-Denton, Kainos Mass is based on fragments of Gloria Amore Ambrosiana. Correspondence
from composer via email, 22 August 2023.

34 Margaret Daly-Denton, ‘Entrance Song’ was the winner of a competition in 1985 to celebrate European Music
Year organised by the Advisory Committee on Sacred Music to the Irish Episcopal Conference. Email
correspondence from composer, 5 July 2022.
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Preparation of the Kainos Mass for choir and congregation

In preparation for the performance of this Mass the ‘Entrance Song’ (based on Psalms 66 and
99) is the magnus opus of this work and is a true depiction of the composer’s style that is
unique, simplistic, realistic and boldly imaginative. The features such as the joy of the text
and how the composer gives it due respect is reflected in the first notes of the first verse by
the soloist with a leap of a 4" on the word ‘joy’ and the prominence of ‘Lord’ by the sustained
notes and ending again on D on the word ‘joy’. The uniqueness of the sound created on the
tonic chord with the added 7 and 3™ superimposed in the two-bar organ introduction (a
sound not normally heard by Irish urban and rural parish choirs) is evocative of the quasi-
exotic and the parallel 4™ are reminiscent of Debussy’s piano works. The choir members will
hear how this motif is repeated throughout this song in both the melody and accompaniment
together with the descending stepwise motif on the accompaniment that is processional in
atmosphere. As the text is most important the soloist and all the choir members will recite the
words. Reciting the words while clapping the rhythm follows before the melody is added. In
this first verse the soloist sings a descending minor 6™ interval in bar 6 that can be heard in
the first two notes of the theme from ‘Love Story’ conscious of the amateur status of the
choir.® The descending stepwise processional motif depicts ‘a pilgrim people ... singing on

their pilgrim way the new song of creation made new’¢ (example 4.6.1).

3% See Appendix D, 247.
3% Margaret Daly-Denton, Kainos Mass, 2.
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Example 4.6.1: Margaret Daly-Denton, Kainos Mass, ‘Entrance Song’, bars 1-4
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In bar 9 a flattened 3" and 7™ of the D major tonic creates a different sonic landscape and is
used constantly throughout this ‘Entrance Song’. A sense of serenity on the words ‘enter
God’s presence with joy’ is quickly dismissed by the return of the opening motif this time on
a tonic pedal note and the refrain with its syncopated ostinato based on the opening organ
introduction and descending motif in the accompaniment is to be sung by ‘all’ as indicated in

the score (example 4.6.2).

Example 4.6.2: Margaret Daly-Denton, Kainos Mass, ‘Entrance Song’, bars 9-15
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Verse 2, in a minor tonality, contrasts in mood with new melodic material in chant-like style

set in SSA with outer voices in consecutive 5™ (bars 26-27) accompanied by sustained pedal
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notes on the dominant and tonic. Voices continue unaccompanied as if the words are
sufficient and end this verse on a medieval bare 5" on the word ‘flock’ (example 4.6.3). This
verse presents an opportunity to explain and discuss briefly that chant is a monotone with text
sung to the rhythm of speech where the composer chose to align the melody with the textual
stress resulting in fluid changing meters. To prepare the choir for this verse, they must know
and understand the meaning of the text and feel the natural rhythm of its syllabic contour. The
chironomy for this verse is explained and demonstrated in a basic way as hand movements
that mirror the ebb and flow or the rise and fall of the text and melody. The conductor and
cantor, having explained, demonstrate and sing the verse showing the ‘arsis’ which is the
rising note and the ‘thesis’, the falling note, and asks the choir to use these movements
themselves in preparation as they will acclaim the text more freely. The first three unison bars
of this verse must sound as if one voice until it is harmonised in bar 26 where the drone-like
accompaniment is suspended creating a contrast and while giving precedence to the text
before resuming with great effect and musical imagination at bar 28. Particular attention must
be paid to the enunciation of the words, for example, the consonants in ‘flock’ in bar 28 where
the ‘k” must be a clear cut-off and the consonant ‘g’ in ‘God’ in bar 24. In the word ‘God’ a
slight adjustment of the A vowel will brighten the sound as will the ‘j* of ‘joy *when stressed

as in the word ‘choice’ (example 4.6.3).

75



Example 4.6.3: Margaret Daly-Denton, Kainos Mass, ‘Entrance Song’ bars 24-26, and
28-30
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These features are constant throughout this ‘Entrance Song’ but it is the opening motif in the
accompaniment and its repetition, together with the elements of chant that are its defining
features. Its contrasting vocal harmonies are refreshing and its sense of joy, melodic
simplicity and its colourful and musically imaginative accompaniment, that is a relentless
driving force are the ingredients to encourage congregational participation which is the

intention of the composer.

The ‘Gloria’, in a change of key to B flat major, is shared between choir and congregation and
is short and concise with no responsorial refrain. With a recurrence of triplets both in the
vocal line and the accompaniment throughout, their delivery must be crisp and clear with each

note sounded. The word ‘ti-vo-li said to one beat will ensure the right delivery of these
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triplets. The movement ends with a restatement of the opening melody only this time in

imitative style (example 4.6.4).

Example 4.6.4: Margaret Daly-Denton, Kainos Mass, ‘Gloria’ bars 27-37
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The setting of the Responsorial Psalm is accessible for cantor and choir as the last note in all
verses is the same as the first note of the refrain except for the final verse that is melodically
different. This link facilitates all to sing easily and the response is supported by the
accompaniment mirroring the melody of the refrain while supportive chords (including the
flattened mediant again) accompany each verse. The choir must breathe with the conductor
for example this psalm starts on an anacrusis therefore the conductor must clearly indicate
beats 1, 2 and 3 of the 4/4 conducting pattern demonstrating the tempo and gesture for the

choir’s entry. For professional choirs the 3™ beat would suffice (example 4.6.5).
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Example 4.6.5: Margaret Daly-Denton, Kainos Mass, ‘Responsorial Psalm’ (Ps. 121),
bars 1-7 and 12-15

RESPONSORIAL PSALM (Ps 121)
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The composer returns to B flat major again for the responsorial chant-like melismatic
‘Alleluia’ with the use of triplets shared by the soloist and congregation. In preparation for
clarity of entries for soloist and congregation the conducting gestures must be demonstrated as
there is interplay between soloist, choir and congregation. The composer writes this in

metrical form and in preparation the conductor shows the difference between the 3/4 and the
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4/4. The ‘ictus’ or the point of the beat should be clear for both choir and congregation in this

‘Alleluia’ (example 4.6.6).

Example 4.6.6: Margaret Daly-Denton, Kainos Mass, ‘Gospel Acclamation’, bars 1-5
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The “Sanctus’ is set in a combination of congregation, SA in unison, harmony, triplets and
imitative entries for choir. This is easy for choirs to learn and imitation adds interest (example

4.6.7).
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Example 4.6.7: Margaret Daly-Denton, Kainos Mass, ‘Holy’, bars 1-4 and 9-10
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The composer’s setting of the ‘Agnus Dei’ starts with the same melodic interval as in the
opening ‘Entrance Song’ and is easily learned by all in unison. As each invocation starts on
the up-beat and ends after the 2" and 3 beats respectively the conductor will rehearse the
entry through his/her gestures as to how this prayer is sung. The ending of the words ‘us’ and

‘peace’ must be sounded together and the conductor must give a clear cut-off gesture

(example.4.6.8).
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Example 4.6.8: Margaret Daly-Denton, Kainos Mass, ‘Agnus Dei’, bars 1-3
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A thematic unity is created in the recessional ‘Pax Domine’ where Margaret Daly-Denton
restates fragments of the melody already heard in the ‘Gloria’, the ‘Sanctus’ and ‘The Great

Amen’. The old and the new are combined where verses have English texts with the refrain in

Latin (example 4.6.9).

Example 4.6.9: Margaret Daly-Denton, Kainos Mass, ‘Pax Domine’, bars 8-15
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Preparation of the Ite Missa Est and Kainos Mass for choir and congregation:

In preparation, the Latin pronunciation is recited by the cantor or conductor. The fragments of
the melody and accompaniment from other movements of this Mass are highlighted for the
choir who are familiar with them and can demonstrate a cohesion and a sense of unity

ensuring ease of learning this Mass.

4.7: Psalm Settings

Margaret Daly-Denton’s conviction is ‘that your Sunday celebration Mass is enriched if you
can sing the actual responsorial psalm of the day’ and to ‘use every means available to foster
the congregational singing of the response to the psalms’.3” Because of this and the call for
active participation of the congregation in Musicam Sacram and Sacrosanctum Concilium,
Daly-Denton composed cantor-friendly psalm settings for parish choirs for the three-year
Sunday Cycle, ‘that could not possibly sing a different psalm every week’. This seminal and
comprehensive resource called Cantate contains twelve simple seasonal and common refrains
covering the complete three-year cycle with their melodies and psalm tones all based on the
eight Gregorian modes.®® The melodies of the refrains are repeated from Sunday to Sunday
for ease of learning. The composer adapts the texts of these refrains to make them ‘shorter,
more comprehensible, more pray-able, and simple enough for the average person to learn
having heard them once or twice’.3® The verses are written in a special cantor-friendly format,
where the words are marked with accents that are to lengthen the word rather than to accent it
and it fosters singing in the ‘sprung rhythm’. Each psalm setting has an alternative common
refrain for the different liturgical seasons if the refrain of the day is not possible to do. The
psalm tone and text of each verse is written out separately ensuring clarity and easy delivery

as in the psalm for Pentecost Sunday, where the common plainsong refrain from the Easter

37 Margaret Daly-Denton, Cantate: Cantor Friendly Responsorial Psalms for Years A (Dublin: Veritas
Publications, 1992), 5.

3 1bid., 5.

% 1bid., 5.
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season is included. This is the case in all of the composer’s psalm settings in this resource

(example 4.7.1).

Example 4.7.1: Margaret Daly-Denton, Cantate, ‘Psalm for Pentecost Sunday’, bars 1-8
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Preparation of the ‘Psalm for Pentecost Sunday’ for the choir and congregation

To prepare the choir and congregation to sing this psalm, the cantor sings the refrain, followed
by the choir and then the congregation. The reciting note of G in this psalm tone is explained
in that all other notes are either above or below G demonstrating how easy and free chant can
be. In the Common Refrain after each Alleluia and in both lines of the verse based on the 7t
Tone, a breathing point demonstrated by a small line in the top of the staff lines between the
words ‘soul’ and ‘Lord’ showing how near it is to ordinary speech and how the singer has a
common note link between these two words as in the rest of the psalm, that has a narrow
compass and is non-challenging for soloists, choirs and congregations. This resource is user-
friendly for the organists and singers in that no page-turning is necessary to find the
corresponding psalm tone as all are side by side together on two adjoining pages. Psalmody,
according to Denton, is a ‘living tradition of worship’ and she stated that “happily we are on
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the verge of a renewal of Psalmody. English-speaking Catholics now have a new Psalter
intended primarily for communal song’ thus fulfilling the aspirations of Musicam Sacram and

Sacrosanctum Concilium.4°

4.8: Saint Benedict Centenary Mass

Daly-Denton’s opus includes the Saint Benedict Centenary Mass to celebrate the fifteenth
centenary of the birth of Saint Benedict. In acknowledgement of the connection of the Irish
Institute of Pastoral Liturgy with the Benedictine tradition the Institute published this work
composed by Margaret Daly-Denton as she held the position of Director of Music at the
Institute in 1980, the year of the centenary. Gerard Gillen writes that the work ‘is a model of
imaginative and skilful writing. It breaks away refreshingly from the rather stereotyped mould
which has characterized so much recent Irish church music’. He continues to say that the
‘harmony is spicy and modally flavoured while the contrapuntal element is always, if
unobtrusively to the fore’. Her organ accompaniment is particularly good and often
independent of the vocal line. How organists will bless her!’#t She uses her stylistic
characteristics in this Mass as in her Kainos Mass, for example, the use of the pentatonic scale

in the opening bars, the flattened 3™ and 71" and the mixolydian mode (example 4.8.1).

Example 4.8.1: Margaret Daly-Denton, Saint Benedict Centenary Mass, ‘Lord have
Mercy’, bars 1-4

40 Margaret Daly-Denton, ‘Psalmody: A living tradition of Worship’, lecture given at the Bedell/Boyle Lecture
Series 1997 (Dublin: National Bible Society of Ireland 1998), 12.
41 Gerard Gillen, ‘Notes and Notices’. See Appendix C, 228.
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In the ‘Gloria’ in C major the first four bars in imitative style constitute the response. The
verses are set in a contrasting 6/8 dance rhythm that suits the text and the constant quaver

movement in the accompaniment gives texture and support to the vocal line (example 4.8.2).

Example 4.8.2: Margaret Daly-Denton, Saint Benedict Centenary Mass, ‘Gloria’, bars 1-
8
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The response of the “Gloria’ is repeated in the ‘Alleluia’ and the ‘Amen’ ensuring ease of

learning and cohesion in the work (example 4.8.3).
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Example 4.8.3: Margaret Daly-Denton, Saint Benedict Centenary Mass, ‘Alleluia’, bars
1-4 and ‘Amen’, bars 1-4
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The ‘Lamb of God’ is imaginatively set with the choir ‘humming’ and a cappella

demonstrating the composer’s style of her use of motivic repetition, repetition of the
refreshing flattened 3 and 7™ and contrasting textures (example 4.8.4).

Example 4.8.4: Margaret Daly-Denton, Saint Benedict Centenary Mass, ‘Lamb of God’,
bars 5-8
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From the perspective of preparation and performance, this Mass is both joyful and accessible.
A very distinct soundscape is created through the repetition of the harmonic and melodic

motifs that unite this work and is melodically conjunct with the largest interval being an
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ascending fourth and a falling fourth. The starting notes of each movement are from the C
major chord and all intonations by the cantor or presider begin on C or G and end on G.
Within the intonations Daly-Denton eases into the congregation’s response by ending the
presider’s section on the same note as the first note for the congregation’s response. This
Mass presents no difficulties in preparation and performance. Its simplicity is its strength with
its common tonality, and it is underpinned by solid harmonic progressions. The inclusion of
the congregation and the simple opportunities for the presider’s intonations render this a
sacred holistic experience during the performance in the liturgy and truly depicts the unique
style of this composer and how a liturgy should be sung. This Mass is easily learned and sung

by any choir and congregation and not those confined to the cloisters. It is a Mass for all.

4.9: Conclusion

Margaret Daly-Denton’s works constitute a substantial opus reflecting the aspirations of
‘aggiornamento’ of Pope John XXIII and Vatican II. A simple, realistic, refreshing and
unique style identifies her compositions that are congregational friendly and demonstrate how
her intentions are rooted in the aspiration of active participation and congregational singing by

her inclusion of the assembly in all her works.
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Chapter 5: Liam Lawton

5.1: Background and influences

Liturgical composer Liam Lawton blends Irish traditional, classical and contemporary
elements and has pioneered the all-embracing use of traditional instruments in the liturgy.
However, the hallmark of his compositional style is his power of melody, its simplicity,
accessibility and adaptability in liturgies and to other forms of church services. Conscious of
the teaching of Vatican Il and Musicam Sacram, his works are conducive to active
participation by congregations that he calls the ‘Pobail D¢&’.! His music and musical style are
worthy of examination and this chapter discusses the characteristics that define his unique
style of composition facilitating active participation in the liturgy. Born in Edenderry, Co.
Offaly, Ireland in 1959, his compositions grew from the milieu of his classical music training,
theological studies, a lineage of seminarian influence especially by Sean Lavery,? his own
ministry as an ordained Catholic priest and his compositional works. Liam Lawton’s life to

date has been varied and his opus prolific.3

Lawton considers music as a part of the symbolic language of Catholic worship and draws
‘his inspiration for sacred music from the ancient and rich heritage of Ireland’.* He was
inspired by Sean O Riada who wanted ‘to let people hear how real traditional music ...
sounded’.> Lawton aspired to do the same. The music of singer Moya Brennan, the traditional
group Clannad and the Breton harpist Alan Stivell also influenced him and he claimed that

this music ‘stirred something primal’ in him.6 He writes that this was ‘the sound that |

1“Pobail D¢’ is the Irish for People of God.

2 Sean Lavery (1931-1999) was Director of Church Music at St Patrick’s College Maynooth from 1980-1987.
3 See Appendix E, 256.

4 Patsy McGarry, ‘Priest’s Sacred Music enhances quest for Spirituality’, Irish Times, 7 August 2001.

5 Tomas O Canainn, Sean O Riada: His Life and Work (Cork: The Collins Press, 2004), 79.

® Liam Lawton, Song of my People (Dublin: Veritas Publications, 2002), 44.
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yearned to offer in a spiritual setting perhaps because | knew it was part of what we were and
are’.” The Celtic world always fascinated him and the literary collection Carmina Gadelica® is
a constant source of reference for his work. Lawton’s Masses are undeniably Irish in identity
and his songs are suggestive of the Irish landscape, imbued with nostalgia, mysticism and
spirituality as in his song ‘The Clouds’ Veil’. Because of this, his music has an immediate
connection with congregations in Ireland and the Irish diaspora and constant use of his music
in all liturgical services is testament to its popularity. As a composer and performer he brings
his own music to the people through his many workshops and performances creating an

immediate connectedness and a lasting impression.

This chapter discusses the Mass of the Celtic Saints (1998), his Psalms ‘Hiding Place’, ‘The
Lord hears the cry of the poor’ and one of his best-known religious songs ‘The Clouds’ Veil’.
His use of text, metre, ornamentation, instrumentation, vocal arrangements, harmony and
melody are discussed along with the stylistic elements that distinguish his music and make it

so popular with choirs and soloists.

5.2: Mass of the Celtic Saints

This Mass, in the English language, written as a commission in 1998, embodies a blend of
faith and culture of a Celtic tradition with the contemporary.® Lawton writes, ‘I always try to

shine a light on some aspect of our past in terms of the rich spirituality that existed in our

" Ibid., 45.

8 Carmina Gadelica is a collection of poems and prayers orally collected in the Scottish Highlands from 1855 to
1899 and translated into English by Scottish folklorist Alexander Carmichael (1832-1912).

9 Mass of the Celtic Saints was composed in memory of Jack Durkin who was a member of the Catholic
Community in Chicago. It was requested by his wife Jules Durkin, sister of sociologist, Andrew Greally.
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ancient history’ as the title suggests.'? Set for SATB it has a common tonal centre of D major

in all movements except the ‘Lamb of God’ in C major.
In preparing the first movement of this Mass the traditional element is very evident with the
instrumental introduction of the ‘Kyrie’ on tin whistle. In the accompaniment the bagpipes

create a drone bass with its long held dominant chord (example 5.2.1).

Example 5.2.1: Liam Lawton, Mass of the Celtic Saints, ‘Kyrie’, bars 1-2
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Along with ornamentation and modality, the D major tonality is conducive to the use of
traditional Irish instruments. Set for SATB and congregation it has a reminiscence of chant

with a cadence on a bare 5" (example 5.2.2).

10 Liam Lawton quoted in Chris Hayden, ‘Interview: Fr Liam Lawton, Diocese of Kildare and Leighlin’
Intercom, May 2018.
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Example 5.2.2: Liam Lawton, Mass of the Celtic Saints, ‘Kyrie’, bars 6-8
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In preparing the choir to sing this movement, the ‘Kyrie’, the cantor sings the call first noting
the ascending intervals of a 5" followed by a minor 3. To help the cantor the chord of D
major 7" will give the pitch of these intervals preparing the choir at the same time for the
response. The ornament is sung by sopranos and simply explained and demonstrated as the
note itself, the note above and the note itself again.!* The altos sing the same notes in bar 7
before moving up a tone to continue in harmony while tenors and basses sing the tonic on the
00 vowel ensuring the proper shape for this vowel by making a bell-like shape with the lips.

The consonants ‘K’ in Kyrie and ‘Ch’ in Christe (sounding as K) are to be clearly articulated.

The ‘Gloria’ combines uileann pipes and tin whistle, from the traditional genre, with piano
from the classical and guitar from the contemporary. This fusion of sounds is further

embellished by an instrumental descant (example 5.2.3).

11 See Appendix D, 247.
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Example 5.2.3: Liam Lawton, Mass of the Celtic Saints, ‘Glory to God’, bars 5-7
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To ensure ease of delivery of this long movement sopranos and altos sing the verses in
harmony. The melodic contour highlights the text of this long prayer where octave leaps (a
feature found in his later music) demonstrate the art of word painting at ‘you take away ...’
(bar 28) and ‘you are seated’ (bar 32). Recurring rhythmic and melodic motifs make this work

accessible with its lilting rhythm suggestive of an Irish dance (example 5.2.4).

Example 5.2.4: Liam Lawton, Mass of the Celtic Saints, ‘Glory to God’, bars 22-28
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The ‘Alleluia/Gospel Acclamation’ has alternating compound time signatures in bars 7-9. To
prepare the choir the conductor changes from a three beat to a four beat and three beat again
ensuring that the dotted minim in bar 8 gets its full beats as often it does not. The ornamented
melody line (ornament written out in full here) ascends and descends cantering on the
dominant and to articulate every note of this melody the choir will sing the melody slowly in
rehearsal. Suspensions in the accompaniment add a tension that is fleeting because of the pace

of this piece (example 5.2.5).

Example 5.2.5: Liam Lawton, Mass of the Celtic Saints, ‘Gospel Acclamation’, bars 7-12
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‘Holy’ alternates between unison and SATB and his sense of reality regarding parish choirs

and resources is evident by his instruction for use of guitars (example 5.2.6).
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Example 5.2.6: Liam Lawton, Mass of the Celtic Saints, ‘Holy Holy’, bars 10-12
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[‘ Guitar chords for use only when there is no keyboard or SATB harmnny.]

The ‘Great Amen’ in 4/4 is set for SATB with syncopation in the soprano line. In preparing
the syncopation the conductor gestures with his/her left hand to bring in these entries
correctly. Proper enunciation of the ‘A’ vowel will be demonstrated and the cut off of the ‘n’
in ‘Amen’ must be observed by all. The challenges of syncopation can be overcome with the
choir through clapping the beats and explaining that they sing after the first beat of the bar (in
this particular instance) and before the next beat. For the congregational perspective the rote
method will work where they will listen and imitate the choir and from repetition they will

become familiar with it (example 5.2.7).

Example 5.2.7: Liam Lawton, Mass of the Celtic Saints, ‘Great Amen’, bars 1-3
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In contrast the ‘Lamb of God’ in 3/4, often called the lullaby of the liturgy, is embellished

with an instrumental descant. The basses have a number of leaps such as a descending octave
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in bars 4-5 and an ascending minor 6™ in bars 6-7. The opening notes of the ‘Entertainer’ are
a good example of an ascending minor 6™ to help the choir.? The composer gives specific
instructions as to the combinations of performers and instruments, such as one instrument on
melody and descant only. The second time is for solo voice with ATB humming and no
instrumental descant while the third invocation contrasts with full SATB complete with

instrumental descant (example 5.2.8).

Example 5.2.8: Liam Lawton, Mass of the Celtic Saints, ‘Lamb of God’, bars 1-4

2nd time: soprano solo, ATB hum harmony, no descant

Ist time: instruments only (one instrument on melody, one on descant.)
3rd time: SATB, text, with instrumental descant
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Lawton is very conscious of the voices for which he is writing and the homophonic and
unison style makes this Mass accessible to all. His vocal arrangements are simple, melodic
and mostly smooth, interrupted by the infrequent octave leaps and always aspire to the
inclusion of the assembly and traditional Irish instruments in the liturgy. The vertical aspect
of his music creates very little tension and chord progressions include extensive use of 7" of
the chord and the very traditional descending stepwise bass notes in the accompaniment.

Harmonic dissonance does not exist except in his wide use of suspensions in the

12 See Appendix D, 246.
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accompaniment which are a constant feature throughout this work. Lawton’s consistent
simplicity of melodic line defines his style more than any other element. Susan Gately states

that he likes ‘to write music that is accessible and melodic that everyone can partake in’.3

Lawton shows an understanding that enables the true essence of the central liturgical theme to
be appreciated and enhanced by his compositional style. He writes that ‘any composer of
sacred music is only as good as his/her relationship with the living God. This is what imbues
creativity in a composer. This I believe gives life to any piece of sacred music’.** His Mass of
the Celtic Saints added to the corpus of the extensively used and popular repertoire of

composers such as Seoirse Bodley, Fintan P. O’Carroll and Sean O Riada to name but a few.

5.3: Psalm: ‘Hiding Place’

Lawton claims ‘that in ancient times Irish music (instrumental only) was divided into three
types ... the terms geantrai, goltrai and suantrai refer to music of joy and laughter, the music
of tears and the music of sleeping’.*® His composition, ‘Hiding Place’, written in 1998 and
based on Psalm 17 could be categorised as suantrai, and has become one of Lawton’s best-
known psalms. It was sung at John Hume’s funeral in August 2020,'¢ a testament to its
perennial popularity. Its melody is soulful and the words are meaningful. It has a simple
smooth melodic line, together with ornamentation, a simple structure with vocal and
instrumental descants, the latter for violin or flute. It is a fusion of the contemporary with the

addition of the guitar in the accompaniment (examples 5.3.1 and 5.3.2).

13 Susan Gately, ‘Liam Lawton’s mission: get congregations singing’, <https://wwwcatholicireland.net/liam-
Lawton-mission-congregation-singing/> 27 February 2015 [accessed 13 October 2020].

14 Liam Lawton, ‘The Ministry of Music’, The Sacred Heart Messenger (Dublin: Messenger Publications, 2020),
5-6.

15 Liam Lawton, Song of my People (Dublin: Veritas Publications, 2002), 15.

16 John Hume (1937-2020) was a Northern Irish nationalist politician and Nobel Peace Prize winner.
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Example 5.3.1: Liam Lawton, ‘Hiding Place’, bars 1-3
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Example 5.3.2: Liam Lawton, ‘Hiding Place’, bars 9-16
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There is an easy transition from all the verses to the refrain as the last note of the verse is the

same pitch as the first note of the refrain (example 5.3.2 and 5.3.3).
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Example 5.3.3: Liam Lawton, ‘Hiding Place’, bars 45-48
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There are no performance difficulties in this psalm — the challenge is for the performers to
express the beauty of the words and melody. The phrasing of the text, for example, the first
line of the refrain should be sung in one breath while the punctuation marks in the second
phrase at the words ‘quiet’ and ‘Lord’ give meaning and shape to the text along with the

melodic contour (example 5.3.2).

5.4: Psalm: ‘The Lord hears the cry of the poor’

In contemporary style, Lawton’s most recent psalm setting ‘The Lord hears the cry of the
poor’ was a commission for the visit of Pope Francis to Ireland in 2018.17 This is based on
Psalm 34 and Lawton was inspired by Pope Francis’s call for a revolution of tenderness.
Conscious of these prevailing sentiments, he captures the essence in this psalm. The sadness
can be felt in the opening line of the refrain where Lawton uses a descending interval on the
word ‘poor’ and immediately in the next bar uses a rising interval of a 5" on the word

‘glorify’ (example 5.4.1).

17 “The Lord hears the cry of the poor’ was performed at the celebration of the Mass in the Phoenix Park, 26
August 2018, during Pope Francis’s visit to Ireland and was performed by the composer.
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Example 5.4.1: Liam Lawton, ‘The Lord hears the cry of the poor’, bars 1-10
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His melodic line, within the compass of the octave, exhibits the traditional elements of rising
intervals of 4, 51 and falling 4™ together with triplets in the verses and a dotted crotchet
quaver motif. Both verse and refrain start and end on the same note creating a smooth

transitional link for the choir and congregational response (example 5.4.2).

Example 5.4.2: Liam Lawton, ‘The Lord hears the cry of the poor’, bars 20-22
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His art of word painting is evident right throughout this psalm setting where, for example, in
the second phrase of each verse he uses an octave leap'® on the words such as ‘praise’ as if

looking upward to God (example 5.4.3).

Example 5.4.3: Liam Lawton, ‘The Lord hears the cry of the poor’, bars 14-16
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With these arresting octave leaps his melody is still smooth and fluid. The arpeggiated
accompaniment with the flattened 7™ at bar 8 sounds modal and is a feature in Irish traditional
music (example 5.3.4). Each verse has contrasting vocal arrangements, using vowels as a

harmonic and vocal support in verses 2 and 3, a technique that Lawton uses frequently.

5.5: ‘The Clouds’ Veil’

The title of the hymn, ‘The Clouds’ Veil’ is suggestive of a spiritually Celtic orientation, a
pastoral fantasy, earth centred yet numinous. Liam Tracey asks, ‘Celtic Spirituality: Just what
does it mean?’*® He questions if the Celtic church was as it was represented and writes that
the word Celtic presents confusion where Celtic Spirituality differs from Celtic Christian
Spirituality. During the Covid 19 pandemic Bishop Denis Nulty of Kildare and Leighlin
requested Liam Lawton to co-ordinate a virtual performance of this Celtic song, ‘The Clouds’

Veil® as ‘a Hymn of Hope in these pandemic days’.?°

18 See Appendix D, 246.

19 Liam Tracey, ‘Celtic Spirituality: Just what does it mean?’, Thinking Faith (14 March 2008)
<https://lwww.thinking faith.org/tags/celtic-spirituality/200803104> [accessed March 2021].

20 Ann Marie Foley, ‘Musician and Bishop rally faithful during pandemic’, 16 July 2020.
<https://www.kandle.ie/kl-virtual-choir-a-hymn-of-hope-the-clouds-veil>[accessed 12 July 2024].
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Lawton wrote this song out of his own sadness, when his uncle, who was his friend, musical
mentor and muse, died tragically in a motoring accident. The evocative spirituality and the
emotional nuance of his melody connect today as they did when this composition was the
most performed song during 9/11 funeral ceremonies in America.?! It stirred something
primal in people’s hearts. Each line of the melodic refrain creates a ‘hook’ where it begins on
the word ‘even’ and each line of every verse starts on the same word making it effective,

simple, and memorable along with its gentle rhyming scheme (example 5.5.1).

Example 5.5.1: Liam Lawton, ‘The Clouds’ Veil’, bars 1-4

Flowing J = 82-88

Refrain X
H—4% _ o Cinstrument
Heee—— e ——
mp
o4 7p |
AT — — N — = =
= —} — - —
g - SF__ T 7
E - ven| though the rain hides the stars,
” » ot —
l o
~ 2 o —
‘ = [Ce—
E - ven though the rain hides the stars,
3
Q =l r
[ Ea— 2 = 2 ? - —
D] = 2 + T =]
N4 | —
e == N = =
NP
e - ven |though the mist swirls the 1 7
Car. T ! ql 4 » .t {3 ]
55 ¢ In 4
ke b I ]
e - ven though the mist swirls th hills,

The onomatopoeic effect of ornamentation on words ‘hills’ and ‘weep’ are effective as is his
use of imagery of a rustic, pastoral nature suggestive of the Irish landscape where ‘the mist

swirls the hills’ and ‘the rain hides the stars’. Referring to these words ‘even when the rain

2L Liam Lawton, Press Release <https://studylib.net/doc/7842588/liam-lawton> [accessed 3 February 2021].
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hides the stars ... God is by my side’, Lawton writes that the ‘text is influenced by the ancient
Celtic sense of dignity for the earth and all creation’.?? There is also a certain uaigneas
(sadness) in some of his music. The imagery portrayed in his lyrics is described by him as ‘in
Ireland the light can play subtle games with the landscape, often providing a magnificent
kaleidoscope of colours and shadows’.?3 Contemporary in style, its simplicity, imagery and its
spiritual essence are the elements that have made this song so widely used because of its
indefinable and intangible quality. His crafting of the words and his melodic line are typical
of the serene and fluid contours that make this hymn suitable for any liturgical occasion but
especially the funeral rite. From his book Where God Hides he writes of the ‘The Clouds’
Veil’: ‘little did I think that my words could bring comfort to innumerable others. That a
simple song written in a small schoolhouse could bring calm and comfort has never ceased to

amaze me’.?*

In 1981 Micheal O Suilleabhain wrote that ‘because of the musical ferment of contemporary
Ireland ... any new gripping of new roots into old soil will manifest itself through the medium
of creativity’.?®> Lawton mirrors this by his own creativity in his many spiritually based
performances, creating new ways of spirituality, Celtic or otherwise. His music is popular in
today’s sense of spirituality where people can relate to the sentiments of his work and
especially the text. It is easily understood and not of the archaic style of older hymns such as

‘Holy God we Praise Thy Name’ or ‘Soul of my Saviour’.

22 _iam Lawton, Song of my People (Dublin: Veritas Publications, 2002), 52.

23 1bid., 53.

24 Liam Lawton, Where God Hides: A Journey of Divine Awakening (Dublin: Hachette Books Ireland, 2012),
113.

25 Micheal O Stilleabhain, ‘Irish Music Defined’, The Crane Bag, 5 (1981) 83, 87.
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Lawton writes ‘my compositional style is numinous, melodic, and accessible, using the Irish
culture as an important ingredient in composition’.?8 ‘I always try to shine a light on some
aspect of our past in terms of the rich spirituality that existed in our ancient history’.?’ Lawton
shows an understanding that enhances the true essence of the central liturgical theme by the
compositional style of his Masses and hymns and writes that ‘any composer of sacred music
is only as good as his/her relationship with the living God. This is what imbues creativity in a

composer. This I believe gives life to any piece of sacred music’.?

Liam Lawton’s compositions are full of pathos, joy, simplicity, versatility and accessibility, a
term also attributed to the work of contemporary Welsh composer Karl Jenkins who retorted
angrily at the derogatory insinuation that ‘tonal accessible music can’t be any good because it

is not pushing boundaries and it is not of today’.?°

Faithful to his heritage, Lawton’s compositional style also resonates in modern times. In the
words of Peadar O Riada ‘to maintain a proper sense of balance, we must be like a three-
legged stool and thus have a leg in the past, a leg in the present and a leg in the future’.*° Liam
Lawton has succeeded and while compositions of others languish in dusty church galleries,
choirs and soloists have voted with their voices and choices for Liam Lawton’s music that has

an aesthetic interest especially in the heart of the Celtic soul.

% iam Lawton, Email correspondence, 11 May 2021.

27 Liam Lawton quoted in Chris Hayden, ‘Interview: Fr. Liam Lawton, Diocese of Kildare and Leighlin’,
Intercom, May 2018.

28 |_jam Lawton, ‘The Ministry of Music’, The Sacred Heart Messenger, December 2020), 5-6.

23 Michael Roddy, ‘Top composer Jenkins defends “accessible” music’, Reuters, 3 March 2010.

3 peadar O Riada in Liam Lawton, Song of my People (Dublin: Veritas Publications, 2002), 19.
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5.6: Conclusion

Liam Lawton’s music is easily learned by choirs and congregations where compass and
rhythms are well chosen for the Pobail Dé. His melodic simplicity and meaningful texts have
an appeal and popularity for all ages and occasions and through his workshops and
performances throughout Ireland, Europe and America, he has connected through his music

with his people and the wider diaspora.
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Chapter 6: Bernard Sexton

6.1: Background and influences

Since 1998 Bernard Sexton has composed liturgical and secular works for various ensembles.
His works have been published in Ireland, the United Kingdom and the United States and his
music is frequently performed at choral competitions and on RTE national radio and
television.! He is a composer with a pivotal role in church music in Ireland, guest tutor on
many occasions at the Irish Church Music Association Summer School, and was Music
Director of the religious programme Grow in Love in Irish Catholic primary schools. He
pursued his undergraduate music studies at University College Dublin and DIT Conservatory
of Music and holds a Masters in Composition from the University of Chichester. His most
recent Mass setting in English, the Mass of Renewal, has won praise for its accessibility and
musical integrity. In 2012, Sexton was commissioned to write the anthem ‘Though We Are
Many’, for the International Eucharistic Congress held in Dublin. This hymn has become an
established part of the choral repertoire world-wide and was sung at the Mass celebrated by
Pope Francis during his Papal visit to Thailand in 2019. His music featured at all of the main
liturgies during the World Meeting of Families 2018 and his composition, ‘The Last
Supper’, was performed at the closing liturgy of this event in The Phoenix Park, Dublin in the
presence of Pope Francis. Sexton founded the multi-award winning chamber choir, Anima,
and he is currently associated with some of Ireland’s premier choral ensembles. His recent
commissions include a new official Mass setting of texts in the Irish language, a Mass setting
to celebrate the 150™ anniversary of Cobh cathedral which was premiered in August 2019 and
commissions from St Gregory Catholic Church, Phoenix, AZ. Bernard was music director/

composer for the new revised national primary school religion programme Grow in Love,

! The publishers of Bernard Sexton’s music are Trinity Music Press, J. W. Pepper, Gregorian Institute of
America, Sheet Music Plus, Cailino (Waterford) and Veritas.
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published by Veritas, Ireland, and is currently guest lecturer in liturgical composition at

Maynooth Pontifical University.

His opus spans many different levels of simplicity and complexity showing his varied styles
both sacred and secular.? To discuss the subject of church music and congregational
participation it is necessary to examine specific liturgical works and their resonance with
congregations in the context of Musicam Sacram. The compositions are chosen from two
categories of his work: his liturgical music for parishes and his work as composer and music

director for the Catholic schools’ religious programme Grow in Love.

For parishes, Mass of Renewal, commissioned by The Irish Bishops’ Conference in 2010, and
his Mass of St Colman, premiered in 2019 to celebrate the centenary of Cobh Cathedral, are
discussed and, as Music Director of the Primary Religious Education Series Grow in Love,
launched in 2015, the songs ‘Grow in Love’, ‘Gifts from God’, ‘Bible Rap’, ‘Make a good

choice’, “Who do you say that | am’ and ‘Welcome Holy Spirit’ are examined.

6.2: Mass of Renewal

In 2010 a commission by the Irish Bishops’ Conference stipulated that a Mass of Renewal
was to ‘reflect the renewal in the church as well as personal renewal’.® The idea for this
composition was ‘to write a mass that could be used unaccompanied, at a 10 a.m. weekday
Mass anywhere, and capable of being sung by even the most reluctant congregation. The
focus was on simplicity and singability throughout’.* These prerequisites are reflected

throughout this Mass setting which was later included in the anthology Sing the Mass.®

2 See Appendix E, 261.

3 Bernard Sexton, Email correspondence, 31 December 2021.

4 1hid.

5 National Centre for Liturgy in association with the Advisory Committee on Church Music, Sing the Mass
(Dublin: Veritas Publications, 2011), 71-85.
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This Mass of Renewal is simple and accessible, and ‘fuses elements of Gregorian chant and
the native tradition ... where the accompaniment and added voice parts supplement this (the
music) when forces allow’.® A four-quaver-note motif and scalic passages appear in the
movements and moments of dissonance are created by passing notes and suspensions.
Diatonic harmonies of F major (except for ‘Doxology’ and the ‘Sanctus’) and a 4/4 meter
throughout unify this work. The composer’s supportive organ/piano accompaniment

replicates all the voices throughout.

All parts of the Ordinary of the Mass are set by the composer. The celebrant, when possible,
intones the ‘Penitential Act’ with a simple melodic call and is answered by the
choir/congregation. In this movement the traditional inflections in the motif with a descending
scalic movement, followed by a rising interval of a third, and ending with a descending
interval of a second sets the melodic theme of the Mass where each movement has simple
variations of this. From a performance perspective this motivic repetition contributes to ease

of preparation and performance by choir and congregation (example 6.2.1).

6 Bernard Sexton, Email correspondence, 31 December, 2021.
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Example 6.2.1: Bernard Sexton, Mass of Renewal, Penitential Act, bars 1-5
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In the ‘Gloria’ the composer divides the text into verses sung in unison and the refrain in

SATB repeated in responsorial style after each verse (example 6.2.2).

Example 6.2.2: Bernard Sexton, Mass of Renewal, ‘Gloria’, bars 1-2
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As is customary, the words ‘praise’, ‘bless’ and ‘adore’ are usually stressed but in the first
verse of his ‘Gloria’ these words, because of their placement on weak beats of the bar, bring a

different emphasis. The verses are set for unison or solo voice and the refrain is in SATB and
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unison for congregation. He uses simple ascending sequences, for example, at bars 5-7

(example 6.2.3).

Example 6.2.3: Bernard Sexton, Mass of Renewal, ‘Gloria’, bars 5-7
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He returns to a more traditional and familiar use of syllabic stress in the second verse

()

(example 6.2.4).

Example 6.2.4: Bernard Sexton, Mass of Renewal, ‘Gloria’, bars 20-23
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This movement ends with ‘Amen’ sung melismatically replicating the opening interval of the
prayer. The first four notes on ‘Amen’ (example 6.2.5) are continued in variation in the

‘Alleluia’ (example 6.2.6) creating a thematic unity.

Example 6.2.5: Bernard Sexton, Mass of Renewal, ‘Gloria’, bars 55-57
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Example 6.2.6: Bernard Sexton, Mass of Renewal, ‘Alleluia’, bars 1-4
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Set in unison the ‘Sanctus’ includes the four-quaver motif throughout this movement and

weaves major and modal inflections into the melody as in bar 3 (example 6.2.7).

Example 6.2.7: Bernard Sexton, Mass of Renewal, ‘Sanctus’ bars 1-4
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In the ‘Memorial Acclamation’ (example 6.2.8), the ‘Doxology’ (example 6.2.9) and the
‘Amen’ (example 6.2.10) the response is ascending and scalic. The celebrant’s intonation of
the ‘Memorial Acclamation’ is simple in that it is only a short ascending scalic motif. The
intonation for the ‘Doxology’ is longer and the interval of the minor 3" in bars 6-7 might
challenge the celebrant’s sense of pitch. Singing the first five notes of the major scale
celebrant will then sing the same five notes with a B flat. An example of a minor third interval
is in the song ‘Greensleeves’,” The composer gives a choice of his own setting or the standard
intonation from the New Roman Missal with supportive accompaniment to encourage

participation by the celebrant.

7 See Appendix D, 245.
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Example 6.2.8: Bernard Sexton, Mass of Renewal, ‘Memorial Acclamation’, bars 1-4
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Example 6.2.9: Bernard Sexton, Mass of Renewal, ‘Doxology’, bars 1-4
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Example 6.2.10: Bernard Sexton, Mass of Renewal, ‘Amen’, bars 7-11
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The tenderness of the ‘Agnus Dei’ is achieved by a soloist intoning the plea for mercy
followed with response by the choir and congregation. With a return to the home key, the
same melody is used for the three invocations ensuring ease of learning for both choir and

congregation (example 6.2.11).
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Example 6.2.11: Bernard Sexton, Mass of Renewal, ‘Agnus Dei’, bars 16-19
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Preparation and performance

From a performance perspective, this Mass is easily prepared and executed because of its
memorable, repetitive and accessible melodies and motifs. Its contrasting tempi and easy
compass of one octave is congregational-friendly and has ample opportunity for soloist, choir
and congregation. Congregational participation is the main focus of this Mass where the
reality is a low level of musical literacy in the congregation. This work is within the capability
of any willing assembly because of its simplicity and when proper resources are available.
Therefore, the preparation to ensure the inclusion of the assembly differs from that of the
choir who rehearses regularly. This preparation is demonstrated separately for choir and

congregation.

Preparation of the Mass of Renewal for the choir

Organisation for choir rehearsals comes from a secure group where all members fully
understand their role as music ministers and are committed to the rules of the choir. Physical
and practical issues such as a comfortable rehearsal space, music scores and a good
instrument for accompanist are the basic prerequisites for a good church choir rehearsal and
its performances. A fully-informed liturgical music director is vital for its success and should

be always conscious of the important role of the congregation. The church choir rehearsal is
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an important opportunity to educate a group of people musically, liturgically and vocally
where members achieve the maximum benefit from a rehearsal that is also a social gathering.
A choir that sings well will attract members and enhance the liturgy. Physical and vocal
warm-ups are a vital part of any choir rehearsal as they prepare the voices and can create an
element of fun and social bonding within a choir. It is important that different vocal exercises
are regularly introduced to avoid complacency and boredom.® These can be suited and
relevant to the music being rehearsed on the night. For example, the ‘Amen’ of this Mass
(example 6.2.18) contains the thematic material present in the other parts of this work. This
scalic excerpt can be extended to all pitches as a warm-up exercise, humming, in staccato,
legato, on vowels, and some fun exercises while creating a familiarisation and inner hearing
of the relevant recurring theme throughout this work. In preparing this work the director gives
some background information on the Mass of Renewal, its significance in the liturgy and

some salient facts or photo of the composer if unfamiliar to choir.®

The ‘Penitential Act’ is a public prayer of repentance before partaking in the Eucharistic
Celebration. The celebrant’s melodic intonation in this ‘Penitential Act’ sets the scene and its
replication in the accompaniment assists and supports the celebrant if he is reluctant. The
descending interval of a minor 6" from A to C and a rising minor 6™ from D to B flat must be
properly pitched by the celebrant.X® All respond with the choir in SATB homophonically and
the congregation in unison. In rehearsal, the choir director explains how the altos take their
entry note by singing a major 3" from the minim note of G or coming down a third from C,
both in the accompaniment in bar 4. The tenors, basses and sopranos each sing the tonic note
presenting no difficulty and each harmony line in the SATB response moves smoothly in

narrow intervals and in contrary motion between outer parts. An indication in bar 3 instructs

8 See Appendix D, 244.
9 See Appendix E, 261.
10 See Appendix D, 246.
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the singers as to the correct placing of the syllables with the notes on ‘eleison’ (example

6.2.12).

Example 6.2.12: Bernard Sexton, Mass of Renewal, ‘Kyrie’, bars 1-7
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There is no written introduction for the ‘Gloria’ but entry notes of the refrain are easily
pitched as sopranos sing the same note on middle C as at the end of the’ Penitential Act © even
though the priest verbally ends this prayer creating a gap before singing. From this same
ending of the dominant chord in the ‘Penitential Act’ to the tonic in the ‘Gloria’ the
conductor, having pointed this out, further explains that the altos sing a semitone lower while
tenors sing a semitone higher and basses sing a 5" lower and hear inwardly the tonic chord of
F major. Also if the Presider attends choir rehearsal they can both rehearse each interval in

their call and response (example 6.2.13).
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Example 6.2.13: Bernard Sexton, Mass of Renewal, ‘Penitential Act’ bars 21-22 and
‘Gloria’ bars 1-2
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The choir are told of the significance of this prayer, the ‘Gloria’, often referred to as ‘the
angelic hymn’ first sung by the angels at Christ’s birth. The composer’s metronome marking
of 92 M M suits the joyful text of this prayer. Before singing, the choir says the words slowly
and then in the meter and rhythm. The English language demands clarity of diction and
because of the repetition of the refrain, the ‘G’ of ‘Glory’ and ‘God’ must be strongly
enunciated each time and the ‘st’ of ‘highest’ must be sounded together as if in one voice.
Because only the refrain is in SATB and in homophonic style, every syllable must be sounded
together and a steady tempo maintained. An elongation of the e in the second syllable of the

word ‘Father’ will silence the ‘r’. The ‘Amen’ at the end of this movement must sound joyous
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with the vowel shape of A on the first syllable. This is achieved by a dropped jaw, a flat
tongue on the floor of the mouth and a lifted soft palate. This is often referred to as a ‘yawn’
shape. The vowel shape for the second syllable of ‘Amen’ is E (pronounced as Ay) and is
properly achieved by maintaining the outward shape of the mouth as for the A vowel. The
tongue has to lift slightly, the soft palate is lifted at all times and choir again ensures a clear
unified ‘n’ in all voices along with the ‘s’ in ‘us’ that must sound together. Each verse can be
sung by a cantor or contrasting groups within the choir or alternately by male and female
voices. The composer has directed that a rall be observed by all on the ’Amen’ and the

melisma spanning two bars must be sung in one breath.

The significance of the ‘Alleluia’ is explained and must incorporate the physical gesture of
stance to greet the words of Scripture. The composer uses a variation of the motif previously
used in the Amen of the ‘Gloria’, and for the ‘Alleluia’ using the same entry notes in both.
The opening rising intervals of a fourth followed by a descending scalic motif give life to this
movement and the bass line in the first two bars is easily sung as it is a descending scale of F
major. The altos in bar 2 must observe the one instance of syncopation in this Acclamation.
As for any other movement in this Mass in SATB, the harmonic tools of the composer can be
highlighted, for example, the two outer voices moving in contrary motion. Listening first to
these two outer parts as in the Amen in the ‘Gloria’ and the ‘Alleluia’ and gradually adding
the other parts in succession can enliven, create interest and encourage a choir while at the
same time educating them in musical matters that they will encounter in all choral music

(example 6.2.14).
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Example 6.2.14: Bernard Sexton, Mass of Renewal, Amen from ‘Gloria’, bars 55-57 and

‘Alleluia’, bars 1-4
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The “Sanctus’, a prayer of praise preceding the Consecration, has a tonal shift to C major in

this setting and is sung in unison. Mixolydian inflections as in bar 3-4 with a B flat followed

in the next bar by a B natural make this movement recognisably Irish in sound. With the close

proximity of these two notes, the accompaniment supports this singular melodic complexity

that is further compounded by the change in meter from 4/4 to 2/4 reflecting the textual

nuance. This short-lived complexity is a welcome deviation for some and a challenge for

others. Breath marks in bar 9 and a different conducting pattern must be indicated clearly by

the conductor (example 6.2.15).
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Example 6.2.15: Bernard Sexton, Mass of Renewal, ‘Sanctus’, bars 1-4, 9-11
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Sexton gives a choice to the celebrant to intone the ‘Memorial Acclamation’ and the
‘Doxology’ in traditional chant or in the composer’s own compositions that restate the motif
in bar 1 of the ‘Sanctus’ (example 6.2.15). He is sympathetic to both traditional and
contemporary styles by offering a choice and his understanding and his working knowledge
of presiders is evident as some clergy prefer to use the old chant from the Missal (examples

6.2.8 and 6.2.9). The ‘Acclamation’ response is in unison for ‘All’ as indicated by the
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composer and is simply the scale of C major. The composer gives definite instructions as to

the matching of syllables with the notes by the use of a dotted line (example 6.2.16).

Example 6.2.16: Bernard Sexton, Mass of Renewal, ‘Memorial Acclamation’, bars 1-4
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The composer’s instructions and intentions must always be respected in the interpretation of
his work as in bars 6-7 where he has indicated the continuation of sound and the observance
of the rall on the quaver motif. For amateur choirs, misinterpretation of the music such as
rhythmic difficulties, intervals, dynamics and tempo must be corrected from the outset. A rall
comes quickly on quavers after tied crotchets that could be sung with an incorrect rhythm to

non-readers (example 6.2.17).

Example 6.2.17: Bernard Sexton, Mass of Renewal, Memorial Acclamation, bars 6-7
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The ‘Acclamation’ response is sung in unison only and the same melody is used in the
‘Amen’ but set for SATB and ‘All” with entries in a cascading imitative style and with a
melisma on ‘Amen’ in Sopranos in bar 11. Consecutive 3" between tenors and basses in the

penultimate bar are contrasted with two parallel 57 in the closing Gregorian-sounding
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cadence of chords Il to I instead of the traditional plagal cadence IV-1 for Amen (example

6.2.18).

Example 6.2.18: Bernard Sexton, Mass of Renewal, ‘Amen’, bars 11-14
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The composer’s setting of the ‘Agnus Dei’ (Lamb of God) is in chant-like style and is
particularly suited to the meaning and sacrificial fraction rite in the liturgy. Its gentle rhythm,
pace and simple melody within a narrow compass is accessible for all especially the
congregation. Each invocation by the cantor is responded to in SATB and ends with a fermata

on a perfect cadence (example 6.2.19).
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Example 6.2.19: Bernard Sexton, Mass of Renewal, ‘Agnus Dei’, bars 16-19
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It is liturgically acceptable for the cantor to intone each invocation and also to lead the
congregation in ‘have mercy on us’. The role of the cantor is to invite and facilitate the
congregation to sing the parts of the liturgy pertaining to them especially the Responsorial
Psalm and the parts of the Ordinary of the Mass. It is not a liturgical requirement but when its

role is executed properly it enhances the liturgical experience of and for the whole assembly.

Preparation of the Mass of Renewal for the congregation:

The integration of the choir, their position and placing within the congregation or in the
closest possible proximity creates a sense of unity and strength. Words and music must be
available for everybody in the congregation otherwise their role as active participants is
diminished and unrecognised. In rehearsal and during the liturgy the role of the cantor
facilitates the congregation to sing and his/her own liturgical knowledge, musical ability and
enthusiasm must be congregationally orientated at all times. He/she announces the musical
content applicable to the liturgy of the day and commences the rehearsal of the congregation
by singing the response of the ‘Penitential Act’ unaccompanied (example 6.2.1). After
repeating this within the time constraints of the pre-Mass rehearsal, the cantor can request that
they sing it on their own and unaccompanied to check for accuracy. The celebrant must be

familiar with his own intonations of this ‘Penitential Act’ as his attitude and preparation is
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vital at this part of the liturgy in creating the atmosphere and spirit of response by the choir

and especially the congregation during the ceremony.

For a confident start the conductor gestures the 3" and 4" beats, breathing with all on the
latter up beat creating a confident and unified opening of the ‘Gloria’ on the same soprano
pitch as the last soprano note of the ‘Penitential Act' (example 6.2.13). In rehearsal and
performance there must be clear articulation and observance of all the composer’s markings
for example the rit in bars 55-57 in example 6.2.14, as well as a clear ending of the ‘Amen’,
the latter to be sung in one breath as it is said. Recurring motifs simplify the execution of the
‘Alleluia’ and in bars 3-4 of the ‘Sanctus’ a B flat followed by a B natural is supported by its
replication in the accompaniment. The change in meter from 4/4 to 2/4 will be clearly
indicated (Example 6.2.5). Sexton specifically instructs ‘All’ to sing the ‘Memorial
Acclamation’ and the ‘Amen’ whereas in the ‘Agnus Dei’, while the response to the
invocations is set in SATB, the composer highlights in his score the significance of the
congregational participation by using bold capitals in their text only. In preparation and
performance the pauses in bars 9, 17 and 25 of the ‘Agnus Dei’ express the emotion of a plea

for mercy, acknowledging the ultimate sacrifice that is the essence and summit of the liturgy

and important to observe and interpret accordingly.

The Mass of Renewal has a simplicity that ensures it is easily learned and performed by any
church choir and congregation. From its simple melodies to easy rhythms it is conducive to
active congregational singing. It has great significance in the Irish Catholic church as it is
included in the Grow in Love primary schools’ religious education programme, ensuring
familiarity when young assembly members attend Mass and the Sacraments of First Holy

Communion and Confirmation. Because of its popularity and accessibility the Mass of
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Renewal is included in Sing the Mass: Anthology of Music for the Irish Church and is

constantly sung by choirs who aspire to facilitate congregational participation.

In rehearsal each line sings their note and can familiarise themselves with the sound of the
chord and the beauty of it when it is sung correctly. This is the rehearsal procedure of an
amateur church choir whose aim is good liturgical singing while aspiring to a good choral

sound together with facilitating active congregational participation.

Good liturgical singing with the congregation must reflect the understanding of the rite and
demonstrate an enthusiasm and need to be part of a unified public worship. Congregational
singing with limited rehearsal time cannot reach the musical and technical abilities of a well-
rehearsed and well-balanced choir but it can reflect the understanding of the rite and the
importance of a unified assembly in prayer through its animated and spontaneous response

rather than passive.

In rural parishes the availability of a voluntary church choir that will achieve good choral
singing of balance and blend, musicality, technical vocal prowess, interpretive ability,
liturgical formation and the discipline that is required for music ministry is not a reality at
Sunday Mass. Good choral singing in church by the choir only can be a reality for one or two
pieces at special liturgical occasions where there are extended church choir rehearsals and
extra recruitment of capable singers. Cathedral choirs produce good choral singing because of
their traditional choral foundation, professionally-trained conductors, singers (on stipends)

and organists with a professional support system in place.
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6.3: Mass of St Colman

The Mass of St Colman was the winning entry in a competition for composers to write a Mass
celebrating the centenary of Cobh Cathedral in the Cloyne Diocese in Ireland in 20109.
Bernard Sexton’s Mass was chosen and premiered in the Cathedral on 25 August 2019. The
Cobh Cathedral Choir and the acoustic of the building itself were foremost in the mind of the
composer as well as the terms of the commission stipulating that it should be suitable for all
parish choirs in the diocese and beyond. Bishop William Crean stated that ‘this Mass setting
will be one of the many ways of uniting all parishes with the Cathedral Church of the diocese.
It is anticipated that this Mass setting will be used for appropriate ceremonies in parishes in
2019 leading up to the centenary celebrations’.!* Commenting on the winning entry John
O’Keeffe'? said that:
This was the setting that most comprehensively fulfilled the brief. Strongly melodic, with a solid
harmonic underpinning and imaginatively festive with plenty of accompanimental and textural
variety. It is recognisably Irish, displaying a good sense of the requirements of liturgy and the
realities of congregational participation. We can imagine a range of diocesan congregations singing
this Mass.*3
Members from many parish choirs of the Cloyne Diocese gathered on the day of the centenary

celebrations in Cobh Cathedral and were joined by the cathedral choir.

The Mass of St Colman includes settings (with the exception of the ‘Credo’) of all the

remaining parts of the Ordinary of the Mass (‘Kyrie’, ‘Gloria’, ‘Holy Holy’, ‘Amen’ and

11 William Crean, quoted in A. M. O’Sullivan, ‘Diocese of Cloyne Announces Winner of the Sacred Music
Competition for Irish Composers for a Setting of the Mass of St Colman’, 26 June 2018
<https://cloynediocese.ie/massofstcolman/> [accessed 26 January 2022].

12 John O’Keeffe is Director of Sacred Music and Lecturer in Theology at St Patrick’s Pontifical University,
Maynooth, Co. Kildare, Ireland. He has been awarded the honour of Knight of the Pontifical Equestrian Order of
St Gregory the Great by Pope Francis and is the author of The Masses of Sean and Peadar O Riada:
Explorations in Vernacular Chant (Cork: Cork University Press, 2017).

13 John O’Keeffe, quoted in A. M. O’Sullivan, ‘Diocese of Cloyne announces winner of the Sacred Music
Competition for Irish composers for a setting of the Mass of St Colman <https:// cloynediocese.ie/mass of
stcolman/> [accessed 26 January 2022].
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‘Lamb of God’) in unison, SATB and in homophonic style with brass, percussion and organ
or piano accompaniment. Settings of the ‘Our Father’ and the ‘Dismissal’ are also parts of the
Ordinary of the Mass, and are suited to the celebratory occasion for which this Mass was
composed. The ‘Our Father’, usually recited in liturgies, must be proclaimed in preparation
for the Communion Rite with the Rite of the ‘Dismissal’, ‘Ite, Missa est’, completing the
order of Mass and its liturgical requirements. All movements have different key signatures
and independent themes and can be sung in SATB or unison and accompanied on guitar in the

absence of an organ or piano.

In the ‘Kyrie’ the melodic simplicity of the celebrant’s call and the assembly’s response is
based on the pentatonic major scale creating a chant-like style while its accompaniment is
diatonic. The opening interval of Mi-Soh and the narrow compass all combine to render this
movement within the ability of the average singing presider. The assembly’s response is set
for SATB but realistically they will sing it in unison and different time signatures
accommodate the text. Also included in the score are chords for guitar accompaniment
(indicating placement of capo for the average player) that demonstrate the flexibility and
variety of a workable accompaniment for this Mass in the absence of an organ or piano

(example 6.3.1).
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Example 6.3.1: Bernard Sexton, Mass of St Colman, ‘Kyrie’, bars 1-8
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The five-bar introduction to the ‘Gloria’ with its compound rhythm and a harmonic canvass of

major and minor chords mirrors the joy of this prayer in its setting for organ and two

trumpets. This introduction is suited to the celebratory occasion for which it was written and

the Irish dance time signature of 6/8 makes it rhythmically joyful. The composer, conscious of

long introductions, has indicated that these five introductory bars can be omitted as the

‘Gloria’ usually follows immediately after the ‘Kyrie’ when both are sung. Following the

introduction Sexton allows the assembly to sing the refrain without trumpets, creating a
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contrast as well as acknowledging the importance of the text and the assembly by giving both

due prominences (example 6.3.2).

Example 6.3.2: Bernard Sexton, Mass of St Colman, ‘Gloria’, bars 1-9
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Each verse is melodically different with changing compound meters in the second verse only
to accommodate the text. This verse with its mixolydian inflections and motivic repetition has
a less textured accompaniment contrasting with the strident continuous dotted figure in the
first verse and the refrain. The word ‘Father’ has a short rhythmic repeated figure throughout

this movement replicating the rhythm of ‘highest’ in the refrain (example 6.3.3).
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Example 6.3.3: Bernard Sexton, Mass of St Colman, ‘Gloria’, bars 34-45
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The composer uses rising sequences in the third verse as a technique similar to word painting
to depict the sentiment of the text. A solo trumpet provides a descant at the end of each verse
heralding the assembly’s entry of the following refrains. The trumpets create a majestic and
regal atmosphere with its dotted rhythmical melodies as well as a vocal descant in the final
refrain. With the instruction of ‘joyfully’ this is a setting that is congregational friendly and

should encourage participation (example 6.3.4).
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Example 6.3.4: Bernard Sexton, Mass of St Colman, ‘Gloria’, bars 50-58
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The Alleluia’ is simple and effective with the apt instruction of ‘stately’ where all sing and
stand to welcome the word of the Gospel as the Missal is brought in procession to the ambo
by the deacon. Stately is a derivative of the old French word ‘estat’ meaning ‘status’ or

‘stature’ and the Latin ‘status’ which means a way of standing and captures the essence of this
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ceremonial and dignified choreography in the liturgy. This is evident in the harmonically-
colourful chordal introduction with its opening interval of a 5" and the processional 4/4
metre. The composer states that this introduction is optional. The melody with its ascending
5ths and 4™ in the opening bars is followed with stepwise movement that reflects Irish
traditional folk melody. A descending bass in the accompaniment is regularly used in
traditional Irish music and the composer fuses the ‘stately’ with the ‘traditional’ in this
acclamation to attain the sense of procession and reverence that is required for the reception

of the Word (example 6.3.5).

Example 6.3.5: Bernard Sexton, Mass of St Colman, ‘Alleluia’, bars 1-4
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The stepwise vocal bass line is once again present in the ‘Sanctus’ and its opening intervals of
4™ and 5™ are stylistically similar to those in the ‘Gloria’ (example 6.3.2) and the ‘Alleluia’

(example 6.3.5). The intervals in the opening two bars of the ‘Sanctus’, bars 8, 14 and 15
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could be a limitation for congregations but the composer supports these intervals in

accompaniment (example 6.3.6).

Example 6.3.6: Bernard Sexton, Mass of St Colman, ‘Sanctus’, bars 1-4, 5-8, 13-16
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The ‘Doxology’, to be ‘freely’ sung by the presider, is a motivic sequential melody where

metre accommodates the text and is supported by a chordal accompaniment where, in bar 8, a

chord on the flattened 7™ note of F major is followed by chord IV and ends at bar 9 on an

imperfect cadence with a suspension. The ‘Amen’ response restates the melodic motif of the

‘Doxology’ with melismatic word setting. The composer states that it is to be ‘majestically’

sung and this is realised and enhanced by the added vocal descant that has a challenging
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compass for an amateur church choir. A stepwise vocal bass line is replicated in the

accompaniment as it is in the ‘Alleluia’ and the ‘Sanctus’ (example 6.3.7).

Example 6.3.7: Bernard Sexton, Mass of St Colman, ‘Amen’, bars 10-13
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Sexton based the ‘Our Father’ on the pentatonic scale (with diatonic accompaniment), in four-
bar phrases and in binary form. The opening melodic notes and repeated note in bar 8 and at
the end of the movement reflect the folk and simple quasi ballad style that is aptly set in

unison and sounds intangibly and ‘recognisably Irish’ (example 6.3.8).
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Example 6.3.8: Bernard Sexton, Mass of St Colman, ‘Our Father’, bars 1-9 and 16-19
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The ‘Lamb of God’ is also in unison and is divided between the choir and assembly, again

with a simple melody easily learned by choir and congregation (example 6.3.9).

Example 6.3.9: Bernard Sexton, Mass of St Colman, ‘Lamb of God’, bars 18-21
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The ‘Dismissal’ is celebrant-friendly in simple chant-like style, melodically pentatonic, and
responded to by SATB and assembly. The addition of a vocal descant (a challenge for the
amateur choirs) creates the ‘majestically’ appropriate ending to this work free of a hymn

which is non-liturgical (example 6.3.10).

Example 6.3.10: Bernard Sexton, Mass of St Colman, ‘Dismissal’, bars 3-5
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From a performance and preparation perspective the Mass of St Colman can be performed in
unison or with SATB. All movements are conducive to congregational participation because
of their simplicity and lyricism and its supportive accompaniment is well within the ability of
the average organist. There are opportunities for demonstrative music in the trumpet descants
of the ‘Gloria’ and in the vocal descants in the ‘Amen’ and the ‘Dismissal’. Celebrant-friendly
simple intonations are an encouragement to clergy who may be resistant or lacking confidence
to sing. In preparation for performance, singers must adhere to the composer’s setting of the
words. For example, in the ‘Our Father’ the syncopated rhythm in bar 11 on ‘us” momentarily

bypasses the natural accent of the text in favour of musical interest (example 6.3.11).
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Example 6.3.11: Bernard Sexton, Mass of St Colman, ‘Our Father’, bars 10-12
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Likewise in bar 16, on the words ‘lead us not into temptation’ the syllabic accents are placed
differently from what is usually expected (example 6.3.12). In rehearsal once this is
highlighted by the director, he/she says the words to the rhythm first, repeated by the choir.
The director then sings the phrase while clapping four beats and pointing out where the word
‘us’ starts on the second half of first beat. The choristers should then clap the phrase and feel
where the word ends. Going towards the syllable ‘tres’ (in the word trespasses) on the note E
in bar 11 (example 6.3.11) will consolidate the syllabic accents. In bars 16-17 the word ‘us’ is
placed on the first half of the second beat only and quickly followed by ‘not’ on the second

half of this second beat (example 6.3.12)

Example 6.3.12: Bernard Sexton, Mass of St Colman, ‘Our Father’, bars 16-19
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For preparation purposes, Part | discusses preparation and performance by the choir,
celebrant/cantor and organist and Part Il examines the method of preparation for the

congregation.

Preparation of the Mass of St Colman for the choir:

To prepare this Mass the celebrant/cantor, director, choir and organist should be visible by all
and the choir should be integrated with the congregation as far as possible as this Mass is
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intended for choir and congregation. The most important point for choirs and congregations is
that they follow the conductor at all times and likewise the conductor is appropriately placed

so that his/her intentions are seen and understood by everyone.
‘Kyrie’

In preparing the ‘Kyrie’ a vocalise on Kyrie eleison is an exercise in itself in vowel sounds as
three of the main vowel sounds are in this one word such as eee, ay, oh. Part of the
preparation of how to sing as good as possible attention to vowel shapes will ensure a good
performance of this work with amateur choirs and congregations. The celebrant, having heard
his note from the organist and watched the speed and dynamic of the upbeat from director,
commences the ‘Kyrie’. It is important that celebrant adheres to the conductor’s beats as time
signatures change from 4/4 to 2/4 throughout this movement and that he also observes the

syncopated note on the word ‘sinners’ (example 6.3.13).
Example 6.3.13: Bernard Sexton, Mass of St Colman, ‘Kyrie’, bars 7-10

Celebrant / Cantor
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For cohesion of all, the conductor must ensure all are observing his/her gestures and in
rehearsal these changing time signatures must be made very clear by demonstration. Because
of the chant-like style of this movement there could be a tendency towards a ‘free’ rhythm as
IS sometimes the case. The conductor will draw attention to the response of the celebrant’s

‘Kyrie’ which is repeated by the choir, where the K of ‘Kyrie’ must be very clear as must the
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‘C’ in “Christe’. This applies also to the celebrant if amenable to direction. No breath is to be

taken after the word ‘Kyrie’ or ‘Christe’ as indicated by the composer (example 6.3.1).

All vocal parts are easily pitched as altos and basses hear their entry notes from the previous
bar where the accompanist plays an E flat and the altos sing a tone lower on D flat. The tenors
likewise can sing a tone and a half higher from this to pitch E flat. In rehearsal, each line sings

their entry notes listening at all times to each other.

For a definite clear start to the ‘Gloria’, the conductor will agree with the brass players
whether he/she will give two beats or just the upbeat. The choir must watch carefully for their
entry beat and gesture in the opening refrain. In the ‘Gloria’ (example 6.3.2), all SATB start
in unison before dividing at bar 8 where the altos can pitch their interval of a descending 5%

from B to E in bar 7.14

The rest at the end of bar 10 must be clearly signalled to the singers while the accompanist
continues with the dotted figure before bringing in the soloist or group for the verses. With
the brass entering at the end of each verse and after each refrain the conductor must be

vigilant to bring in the singers and cut them off clearly.

The compound rhythms of 3/8, 6/8 and 9/8 give an Irish traditional feel to this work
especially the 6/8 and the 9/8 that are the time signatures used for the jig and slip jig
respectively. It is important to ensure that all sing the dotted crotchet rhythms correctly. The
dotted notes can be neglected and overlooked thus diminishing the lilt of these time

signatures. Clapping the dotted rhythm, including the syncopation on the word ‘highest’

14 See Appendix D, 247.
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(example 6.3.2), will ensure a correct performance in all the repetitions of the refrain

thereafter.

The composer’s dynamic markings reflect the sentiments of this prayer and the choir must
follow the gestures of the conductor indicating forte for the refrain while each verse is in
mezzoforte. The conductor will advise that because of these dynamics voices should not be

forced as this leads to improper intonation.

In preparing the vocal bass line in the ‘Alleluia’, ‘Sanctus’ and ‘Amen’ the director highlights
that they have a similar descending scalic figure facilitating easy learning as intended by the

compaoser.

Adherence to composer’s wishes is paramount at all times. The celebrant’s ‘Doxology’ is in
free style while at the same time the conductor must ensure that the organist changes chords
on the right word and at the right time while observing the changing time signatures. The
‘Amen’ has motivic sequential imitation and descant that must be heard above instruments
and voices. The conductor should give a clear gesture for cut-off so that the ‘n’ in Amen is

sounded and ended together.

In this Mass the ‘Our Father’ is in AABA form. For ease of learning it is explained to the
choir members that there are two parts: one (AA) repeated at the beginning followed by a new
section (B) and a repeat of section A again. In bars 2-3 to pitch the descending 5™ interval this
can be clarified by singing the first five notes of the scale of B major ascending and
descending followed by the arpeggio and then singing from B to F sharp and F sharp to B.
The same can be applied to the interval of a 6™ in bar 10 this time by singing the scale of A

major, resting on F sharp and then singing A, then in reverse until the intervals are
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consolidated®®. This traditional Irish sound is created by the repetition of the same note at the
end of the ‘Alleluia’ and the ‘Sanctus’. The ‘Lamb of God’ is easily sung because of its

simplicity, this being the main criteria of composing this Mass setting, as in example 6.3.9.

Members of diocesan choirs would be capable of performing this Mass after one or two
rehearsals because of its easy melodies and harmonies in spite of the odd deviation from the

familiar textual stresses and the use of wide intervals.

Preparation of the Mass of St Colman for the congregation

To participate in the Mass congregations should have scores. They must be made feel
welcome as active participants that are as vital to the celebration and ritual as the choir. They
must be encouraged and appreciated. For the preparation of a new setting of a Mass the
background should be given. Some brief details on the composer if he/she is unfamiliar to the
congregation and a reference to familiar works can bring an extra dimension of interest and
context. Because of familiarity with older Mass settings, the old syllabic structures are
ingrained in the psyche of older choristers. From an amateur choir’s and congregation’s
perspective, this would be important when first preparing this Mass to ensure it is prepared
and performed according to the score especially as it is for choir and congregation. It is the
responsibility of the music director to ensure accuracy at all times. In rehearsal and
performance, choristers and congregations must ensure clear enunciation of the text. For the
congregations, the preparation of the ‘Kyrie’, realistically, will be on the melody line only
even though it is set for SATB. If there are musical connoisseurs among them the choice is
there. They will repeat the celebrant’s call. In the ‘Gloria’, stressing the consonant ‘G’ when it
is at the beginning of the word as in ‘Glory’ and ‘God’ and consonants at the end of the words

such as ‘Lord’ and “Christ’ is important because of their repetition and the dotted quavers and

15 See Appendix D, 247.
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semiquavers in the one-beat unit must be articulated clearly otherwise it will lose its lilt of the
dance-like rhythm. The syncopation on the word ‘highest’ must be noted as it would be easier
to lengthen the first note on D to a crotchet. In the ‘Alleluia’, the intervals of the fifth and
fourth must be pitched exactly. The ‘n’ in Amen is given its full length of the fermata and the
congregation will enter only on the repeat of ‘Have mercy on us’ in the ‘Lamb of God’. The

Mass of St Colman is for all.

6.4: Grow in Love

Grow in love is a religious education series for primary schools and is based on the Catholic
Preschool and Primary Religious Education Curriculum for Ireland (2015).%6 It centres on
children’s understanding of the Catholic faith and states ‘that their religion is not about
passive reception and rote learning of revealed truths’.!” The Grow in Love series includes a
repertoire of age-related and religious appropriate songs, written by Bernard Sexton and other
composers. In this series Sexton’s Mass of Renewal is the core liturgical music used at all
levels and this programme has the potential to be effective in the wider church community.
The attractive features of the songs, for example, the content of the title song ‘Grow in Love’
shows a jaunty rhythm with syncopation, simple words and narrow compass. This song is
representative of the simplicity and attractive melodies of much of the musical content of this
programme. These songs enhance and aid the learning process and the development of young
minds as well as the joy of singing while simultaneously achieving a degree of musical

literacy and appreciation.

6 Anne Hession, MACWPS et al (eds), Grow in Love Series (Dublin: Veritas Publications, 2015). This
curriculum was approved by the Irish Episcopal Conference and was granted the Decree of Recognition by the
Holy See in 2015.

7 Ibid., 17.
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Preparation of ‘Grow in Love’ for Primary School children

Beginning with warm up exercises, both physically and vocally will enliven and focus the
class.® Discussing the name and meaning of the song ‘Grow in Love’ which takes its title
from the name of the series, it is important to read and say the words out loud and
understanding the meaning of the song. This will help in how the song is to be sung. The
sound of the song whether major (happy) or minor (sad) is explained. After hearing the song
the class members can discuss which it is. They will hear that it has only one melody where
no other line is heard and this is described as a thin sound in comparison to a full texture in an
SATB setting. This will educate them in the meaning of ‘texture’. The 2/4 time signature is
explained as two beats in a bar. In this song the syncopation is the prominent feature. This is
demonstrated and sung to the class. A listening exercise helps to recognise where this feature
happens in the song. Clapping the two beats shows where the word ‘love’ begins on the
second half of the first beat of the bar. In simple terms, syncopation in this song is explained
as singing the word before the beat or stressing the weak beat of the bar. Having explained
that syncopation is a stress on the off-beat, a simple exercise by the class will clarify this.®

When the text is added certain words will mark the place of syncopation.

For the descending interval of a 5" the class should listen to the opening of the ballet music of
‘Swan Lake’ or, more age appropriate, the theme song to ‘The Flintstones’.?° Singing the
scale followed by the arpeggio, stopping on Soh and then singing Soh to Doh will work in

pitching this leap.?

18 See Appendix D, 244.
1 Ibid.
20 See Appendix D, 247
2 Ibid.

141



It can be explained that the form or make-up of this song has two parts: a verse and chorus
and, within each part, there is a repetition of phrases. From this the students will get a simple
view of the form or structure of music. They must understand that a song tells a story and that
the words are important. They must be clear and enunciated correctly, for example, the ‘G’ of
grow and ‘God’ and the ‘D’ must be sounded. Good shape of the lips can initiate vocal
technique and simple breathing exercises should be introduced. As there are no dynamics
written into the score, they can be explained simply as loud and soft and can be imaginatively
included by singing every second phrase of each part loudly and softly as if echoing the
sound. By dividing the class into two groups this can be achieved with interest and a sense of
fun and engagement. The correct terms of p and f can then be introduced and incorporated
into their regular music vocabulary. With an element of fun and imagination students are

learning the principals of their faith in tandem with their musical experience (example 6.4.1).

Example 6.4.1: Bernard Sexton, Grow in Love, ‘Grow in Love’, bars 1-4, 9-12
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Sexton’s song the ‘Bible Rap’ is imaginative, child-friendly and attractive, again with its

syncopation and a ‘bluesy’ effect created by the interval of a minor 3™ from G to B flat and G
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to E (bars 3-4). The bluesy effect by the minor third interval is explained through a short story
on the history of the ‘blues’. A simple example of feeling the ‘blues’ would be a sad occasion,
and how these ‘bluesy’ songs were sung while poor people worked as slaves. Its cut-common
rhythm gives an opportunity to demonstrate the difference between 2/2 and 2/4. This meter
suits this style of song and the verses are confined to ‘rapper’ style where the verse is spoken
to the rhythm of the piece. Sexton demonstrates how much in tune he is with the younger

generation where ‘rap’ is popular (example 6.4.2).

Example 6.4.2: Bernard Sexton, Grow in Love, ‘Bible Rap’, bars 1-8
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1. Are you listening closely ‘cause I've got something to say
About a great and mighty book that we're gonna read today?
This book has lots of books inside it, actually seventy-three,
And all the books were written to be read by you and me.
Stories ‘bout the Life of people long before Christ's birth;
Stories ‘bout the life and deeds of Jesus Christ on earth;

Books with wise words there to gulde us, helping us to Live;
Psalms that praise our Sovieur and thank him for what he gives.

‘Who do you say that [ am?’ is based on the question Jesus asks his apostles and its lilting
melody, with syncopated dotted rhythm with ‘swing’, is set to words by lyricist Maria
O’Rourke. A simple explanation of the ‘swing’ rhythm is where two notes (usually quaver or
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semiquaver) are played as a triplet where the first beat has twice the number of beats than the
second.?? Sexton’s use of Sprechgesang?® creates energy in delivery and is described as half-

singing and half-speaking (bars 13-14) (example 6.4.3).

Example 6.4.3: Bernard Sexton, Grow in Love, “Who do you say that I am’? bars 1-2 and
13-14
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‘Make a good choice’ identifies conscience as the inner voice. The first interval from B to F
sharp (Example 6.4.4) can be properly pitched by singing in Sol-fa- Doh, Ray, Me, Fah, Soh
followed by Doh to Soh. Playing the chord of B major will help to pitch this opening interval.
Also any simple tune starting with a 5", like ‘Twinkle Twinkle little star’, will improve the
student’s sense of pitch and inner hearing. The subject of pitch can be an interesting element
to discuss and explain simply as low and high notes. If tested for a sense of pitch, a note is
sounded and the student sings it correctly, then he/she has some ability to pitch a note or
repeat what has been sounded. In bar 8 a two-beat rest in the melody highlights the sentiment
of the text of ‘listen to your inside voice’ before singing the words ‘make a good choice’. This

can be an effective way of explaining what the rest is in music. It is described to the students

22 See Appendix D, 247.

23 Sprechgesang is a technique used in vocal music where the singer is required to use the voice in an expressive
manner half-way between singing and speaking. It appears in a number of pieces by Schoenberg and Berg and
examples are also in ‘My Fair Lady’ by Alan Jay Lerner and Frederick Lowe.
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as a silent beat. In bars 8-9, the accompaniment is in F sharp major with the ascending last
four notes of the B melodic minor scale and cadences in this key (bars 8-10). An element of
surprise and syncopation on the last word ‘choice’ together with tied semibreves give this
word due importance and should be enunciated with clarity, as in the’ ch’ being exaggerated,
and held for nine beats. This song is an opportunity for students to hear the different sounds of

the harmonic and melodic minor scales (example 6.4.4).

Example 6.4.4: Bernard Sexton, Grow in love, ‘Make a Good Choice’, bars 1-3, 8-11
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In Sexton’s composition for Confirmation, ‘Welcome Holy Spirit Welcome’, the spirited
syncopated rhythm and melody with optional descant bring the text to life. for the sacrament
of Confirmation. Contrasting minim beats on the words ‘hour by hour’ give a sense of time
prolongation and are descriptive. The idea of word painting can be explained to the students
from this song where the composer sets most of the words on quavers and crotchets and
suddenly uses two minims on the words ‘hour by hour’ as if describing the feeling of a
lengthy hour. The composer provides an opportunity for the students to sing in harmony by
setting a simple descant creating intervals of 51, 4 and 3%, These intervals are in parallel
motion with the melody until the last three bars are set in contrary motion. Parallel and
contrary motion can be described to the students like train tracks, as in two trains going the

same way on two different tracks until they part and go in different directions. The
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harmonised refrain can set a spark in young students when they hear themselves singing in
harmony. It is explained to them as two different notes played or sung at the same time. They
will learn to listen to each other and appreciate the harmonies they are creating. The harmony
can be achieved by each group singing their own lines before putting them together. Another
learning point in this short piece is the dissonant sound of the A major suspension in the
second last bar of the refrain. The suspension can be described as a note waiting to be given

its right place in the chord and will produce a pleasant sound again (example 6.4.5).

Example 6.4.5: Bernard Sexton, Grow in Love, ‘Welcome Holy Spirit Welcome’, bars 1-9
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Let your gifts bear fruit with-in me, day by day and

Regularly sung in liturgical services by young and old, ‘The Last Supper’ by its very name is
appropriate for Holy Thursday of the Easter Triduum and at every other Eucharist. It was
performed at the Eucharistic Congress in Dublin in 2012 and has been sung by schools and
adult choirs. A simple fluid melody complements the words and is easily learned as does the

simple refrain that has very close intervals (example 6.4.6).
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Example 6.4.6: Bernard Sexton, Grow in Love, ‘The Last Supper’, bars 1-8
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Gregorian chant, the treasure of inestimable value, is given due recognition in this religious
series with the inclusion of basic plainchants such as Agnus Dei and Veni Creator Spiritus, the
latter being generally sung at Confirmation. From preparation to performance, plainchant
must be explained simply as a single line of sacred music that is unaccompanied. It originated
in the Jewish synagogue and translation and phonetics have to be given. For students
information the plainchant system of notation with notes called neumes can be compared to
modern notation. It should be rehearsed slowly and the free rhythm demonstrated (example

6.4.7).

Example 6.4.7: Bernard Sexton, Grow in Love, ‘Agnus Dei’ and ‘Veni Creator Spiritus’
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The musical content of the Grow in Love programme and, in particular, Bernard Sexton’s

compositions are a valuable and imaginative resource for teachers, parents and children. It is
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relevant, age-appropriate, intergenerational and accessible and should lead to active
participation by all at weekly liturgies if it is properly implemented. The celebration of the
Sacraments of Holy Communion and Confirmation would then be a natural progression if

celebrated within the Sunday Eucharist in the presence of the whole worshipping community.

6.5: Motet: ‘Locus Iste’

This thesis is mainly concerned with participation of congregations in rural and urban
churches. However, No 11 of Musicam Sacram states that ‘to have a more ornate form of
singing and a more magnificent ceremonial is at times desirable when there are the resources
available to carry them out properly’.?* From Sexton’s many works that reflect this statement,
‘Locus Iste’ fulfils this criteria. Some of his settings are for more advanced choirs that suit
particular liturgical festive celebrations and can be listened to and appreciated by
congregations while they may actively participate internally. ‘Locus Iste’ demonstrates
Sexton’s ability to compose for all levels of performers. In preparation for performance,
especially if works are vocally demanding, bodies and voices must always be properly

warmed up.®

‘Locus Iste’? is composed for SATB divisi chorus, a capella and in homophonic style. This
piece is suitable for the any ceremonial celebration but particularly on the anniversary of the
dedication of a church. Its classical harmonies with contemporary moments give great depth
of sonority in this dramatic work where colourful and contrasting dynamics and metres bring
this short text to life. The composer creates a sense of the permanence of ‘this place’ with a

dramatic fortissimo in a hypnotic repeated motivic section on the words ‘locus iste’. In

24 See Appendix A (Musicam Sacram), 171, No 11.

% See Appendix D, 244.

2% ‘Locus Iste’ (‘in this place’) is based on the Gradual from the Mass of Dedication for a Church. The Austrian
composer, Anton Bruckner’s composition (1869) is one of the most famous settings of this Chant.
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syncopation in SAT while being underpinned by repeated octave leaps in the basses this first
section ends with a drone-like bass in long held notes supporting SA in consecutive 4™ and

3% respectively on ‘a Deo factus est” (example 6.5.1).

Example 6.5.1: Bernard Sexton, ‘Locus Iste’, bars 1-8 and bars 16-22
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‘In estimabile sacramentum’ is sung by all voices with sopranos and altos moving in parallel
stepwise motion. The basses in descending stepwise movement depict the biblical text from

the Latin Gradual where it was once chanted on the steps of the altar (example 6.5.2).
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Example 6.5.2: Bernard Sexton, ‘Locus Iste’, bars 23-29
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Likewise the divided sopranos and altos move stepwise in sequence ending this line of text on
‘sacramentum’ in unison in all four voices with descending octave leaps in the sopranos and

tenors (example 6.5.3).

Example 6.5.3: Bernard Sexton, ‘Locus Iste’, bars 30-43
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‘Irreprehensibilis est’ (it is without reproach) is stated first by tenors followed by altos and
sopranos. The tenors sing in consecutive 3™, the basses in consecutive 4™, followed by a
combination of all voices with the same repeated notes and rapid changing time signatures

cadencing on C major (example 6.5.4).

Example 6.5.4: Bernard Sexton, ‘Locus Iste’, bars 44-54
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A short episode leads to an imitative section between sopranos, altos and tenors. The work
ends with a short reprise of the opening melody in all voices concluding with a dramatic

fortissimo, stressed notes and fermata on ‘a Deo factus est’ (example 6.5.5).
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Example 6.5.5: Bernard Sexton, ‘Locus Iste’, bars 59-62
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The stylistic elements outlined for the singers in the preparation of this piece are octave leaps
in the bass line, a feature of this composer’s work, rests on opening beats of the bars creating
a syncopated effect, alternating time signatures and dramatic dynamics complementing the
text. From a performance perspective a competent group would enjoy performing this work

and an assembly would enjoy listening to it.

6.6: Conclusion

Sexton’s ability to write for any ensemble is informed by his deep knowledge of the liturgy,
an appreciation and understanding of who he is writing for, underpinned with a solid musical
foundation. Even the melody lines of his complex compositions could be sung by
congregations with proper liturgical and vocal training and would raise standards and change

the face of resistant assemblies and congregational participation if given the challenge.
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Chapter 7: Conclusion

The exploration in this thesis of the pertinent factors relating to active participation in Irish
Catholic liturgies that Musicam Sacram aspired to include papal documents from 1903,
hymnals and their contents both Irish and International, the place of women in the church and
the musical content of religious education in primary schools. As well as these relevant
chapters the central point of this study discusses the accessibility of specific liturgical works
of four Irish post-Vatican 1l composers in the context of Musicam Sacram, from a
pedagogical, analytical, performative and musical perspective. The importance of on-going
liturgical formation of both clergy and laity is pivotal to the success of achieving active

participation as discussed.

In discussing the Papal documents from 1903 to 19677 it is clear that repeated directives in
austere language to avoid music of ‘profane and theatrical art’ and to embrace music of
‘decorum and splendour’ have been ineffective. Confusing Papal attitudes of Pope John Paul
I1, Pope Benedict XVI and Pope Francis have been in conflict regarding the celebration of the
‘ceremonial’ Tridentine Mass creating unease among church musicians and liturgists. This
specific preference by a minority, who should be able to attend this form of celebration, fades
into insignificance when grappling with the reality of resistant congregations and falling

attendances.

In urban and rural churches in the twenty-first century employment conditions of choir
directors/organists are not in line with cathedrals. Voluntary rural and urban choirs with an
ageing profile struggle to maintain and attract new members where ‘decorum and splendour’

is the exception. In critiques on the state of attendance and active participation in the liturgy

27 See Appendix A, 167.
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the urban and rural churches are the barometer for analysis at grass roots level and not the
cathedrals. It is time to revisit and revise Musicam Sacram to revitalise liturgical music and

clearly restate its importance and place in the Mass especially in urban and rural parishes.

Pope John XXIII in convening Vatican Il wished to have a celebratory church and to avoid
boredom. Fulton Sheen once responded to the complaint of young people that they get
nothing out of going to Mass in the following way: ‘Do you know the reason why? Because
you don’t bring anything to it’. He compared it ‘to the boredom experienced by a person who
has been forced to go to a football game but who has no knowledge of the rules or logic of the
play; or a person with no ear for music who has been forced to attend an opera. They do not
understand what is going on’.?8 | believe that formation and education are the keys to this and
according to Pope Francis ‘we are in need of a serious and dynamic liturgical formation’.?°
From his many comments on church music, Pope Francis states that education is the key
where musical training and liturgical formation must be embraced by all, including

seminarians. Musicam Sacram No. 24 specifically refers to the musical and liturgical

formation of choirs.3°

The study of hymnals and their contents reveals the repetition of hymns in hymnals, both Irish
and International, and is a snapshot of the musical landscape of the church.3! The official
publications by the Irish church can be traced back to The Catholic Psalmist of 1858. The
archaic religious austere language of many hymns poached from International hymnals meant
very little to past Irish generations where the culture of congregational singing in the liturgy

was non-existent. When the educational, political and social climate that existed in Ireland

28 Fulton J. Sheen quoted in the programme for the Holy Mass & Divine Office at the 3" Annual Evangelium
Conference, St Patricks College Maynooth, 8-10 July 2016, 2.

29 Pope Francis, Desiderio Desideravi: Apostolic Letter on the Liturgical Formation of the People of God
(Dublin: Veritas Publications, 2022), 22.

30 See Appendix A, 173, No 24.

31 See Appendix B (2), 185.
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from the 1900s is considered it is easy to understand how there was an unspoken resistance to
‘foreign” hymns. There is a real need for new thinking regarding uniformity of music. The
recent official hymnals published in Ireland, for example In Caelo, have retained some of the
older hymns and some in the Irish language while embracing new works. Volumes of new
works by dominant publishers like the GIA (Gregorian Institute of America) and the OCP
(Oregon Catholic Press) have swamped the Irish market with their promotions of new music
mostly by American composers. The dissemination and a designated publisher for our own
native liturgical composers’ works should be addressed. At diocesan level a hymnal with a
limited familiar seasonal repertoire that is used repeatedly, and should include works of our
own native composers, would assist congregational singing and ensure continuity. These
would resonate with members of various church congregations within the diocese who in the
future may attend liturgies in different churches where the inevitable amalgamation of

parishes is imminent.

In a changing world the voices of women are striving to be heard for many different reasons.
They constitute the majority of church choir membership and other positions and have a
diminished status both as members and composers. They deserve more power in decision
making and the opportunities to realise their full potential. This study shows the scant
presence of Irish women’s works in hymnals and music, related events and in many high-
profile church occasions.®? Women must be brave and be their own driving force to express
their opinions without the fear of isolation or rejection. In this thesis Irish female composer,
Margaret Daly-Denton, is discussed and demonstrates equal competence as her three male
composer counterparts as discussed in this thesis. Her awareness of what constitutes
functional liturgical music and more importantly how, why and when the parts of the liturgy

should be sung results in her uniquely sonic and well-crafted works in a male-dominated

32 See Appendix C, 237-241.
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repertoire of church music and within the Catholic church itself. O’Carroll, Lawton and
Sexton equally demonstrate in their own unique style that congregational singing was, and is,
paramount in their intentions with constant references to the inclusion of the assembly clearly
indicated in their works. Their music is accessible and easily learned because of the simple
melodies, narrow vocal compass, easy rhythms and harmonies that are simple and attractive
and are conducive to active participation in the liturgy. With further resources facilitating
animated singing by all, a liturgically-educated clergy, congregations, choirs and musicians
situated in the body of the church with the congregation, are vital together with a fresh new
approach as to how the Mass can have relevance in an ever-changing world where the church

has to embrace change without losing the core message of the Gospel and The Eucharist.

Singing can facilitate a sense of connectedness and belonging and its power of transportation
Is immense. Active participation by the congregation can be joyous and uplifting but it is a
challenge where most have given up on it ever being a reality but this reality can be achieved.
A new appreciation of choir members by a ‘commissioning’ of their ministry is needed in
recognition of the equal importance of song in the liturgy. In light of the decreasing numbers
attending church a sense of reality must prevail and the physical space within the church,
often too big for a small assembly, should be sensibly and sensitively utilised so as to create a
sense of a connected worshipping community. Tradition and habit have almost granted
ownership to some members of the congregation as to where they place themselves in the
pews. A rearrangement of seating, the placement of the choir into the body of the
congregation, even to the extent of interspersing the choir members among the assembly
(while risking a transient sense of displacement), could enhance and encourage active
participation without feelings of inadequacy, isolation or prominence. Music distributed for

the entire congregation will ensure that everyone is singing from the same hymn sheet.
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Musicam Sacram needs to be updated and simplified, with equal male and female
consultations and contributions in its planning. Proper musical education for seminarians
would change the attitudes towards liturgical music when in active ministry, that would in
turn lead to a greater appreciation of music and the understanding of the need for properly

remunerated professionally qualified liturgical musicians and adequate resources.

When one compares a sung Mass to a spoken Mass it exercises the minds of the regular
congregants who usually comment when the music is resumed after the summer break, how
much they missed the dulcet tones of the choir and how glad they are to have them back. It is
an indication of the importance of the choir and how it can be a magnetic and powerful force
in creating a confident active congregation that must be heard above the choir and be a
performing audience. Opportunities for the presider in the absence of a choir should take on
the mantle of instigator of congregational singing and while it takes courage it can be
rewarding and gratifying when one hears a congregation and presider in full voice even if it is
‘Faith of our Fathers’ or ‘Sweet Sacrament Divine’ and unaccompanied. What a joy it would
be if a general assembly of clergy, choirs, musicians, liturgists and congregational
representatives was organised firstly at diocesan level where dialogue and discussion on the
way forward for church music could take place. It is now an opportunistic time for the
convinced and passionate liturgists and music ministers during the Synodal process® to seize
the moment and strive for active participation through singing. The aspiration of Musicam
Sacram can still be a reality but requires a re-examination and revision with parameters that

clearly define the way forward for contemporary liturgies.

33 The Synod 2021-2024 is the initiative of Pope Francis for the Catholic Church to collaboratively chart its path
in the modern era emphasising listening, discernment and mission.
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James MacMillan claims that ‘music is the perfect art form to bring people together to see a
better world and, far from being a spent force, religion has proved to be a vibrant animating
principle in modern music’ that he describes ‘as the most spiritual of the arts ... and can reach
deep into the human soul’.3* This thesis concludes with the hope that it is informative,
inspirational and influential and expresses the belief and hope that joyous and uplifting
congregational participation can be a reality in the Ars Celebrandi in a new Irish Catholic

Church in the twenty-first century.

34 James MacMillan in conversation with K. V. Turley <https://www.ncregister.com/features/countercultural-
catholic-composer-strikes-sacred-chord-in-music> [Accessed 27 February 2024].
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SECOND VATICAN ECUMENICAL COUNCIL
MUSICAM SACRAM
INSTRUCTION ON MUSIC IN THE LITURGY

5 March, 1967

Preface

1. Sacred music, in those aspects which concern the liturgical renewal, was carefully
considered by the Second Vatican Ecumenical Council. It explained its role in divine
services, issued a number of principles and laws on this subject in the Constitution on the
Liturgy, and devoted to it an entire chapter of the same Constitution.

2. The decisions of the Council have already begun to be put into effect in the recently
undertaken liturgical renewal. But the new norms concerning the arrangement of the sacred
rites and the active participation of the faithful have given rise to several problems
regarding sacred music and its ministerial role. These problems appear to be able to be
solved by expounding more fully certain relevant principles of the Constitution on the

Liturgy.

3. Therefore the Consilium set up to implement the Constitution on the Liturgy, on the
instructions of the Holy Father, has carefully considered these questions and prepared the
present Instruction. This does not, however, gather together all the legislation on sacred
music; it only establishes the principal norms which seem to be more necessary for our own
day. It is, as it were, a continuation and complement of the preceding Instruction of this
Sacred Congregation, prepared by this same Consilium on 26 September 1964, for the
correct implementation of the Liturgy Constitution.

4. 1t is to be hoped that pastors of souls, musicians and the faithful will gladly accept these
norms and put them into practice, uniting their efforts to attain the true purpose of sacred
music, "which is the glory of God and the sanctification of the faithful."[1]

(a) By sacred music is understood that which, being created for the celebration of divine
worship, is endowed with a certain holy sincerity of form.[2]

(b) The following come under the title of sacred music here: Gregorian chant, sacred
polyphony in its various forms both ancient and modern, sacred music for the organ and
other approved instruments, and sacred popular music, be it liturgical or simply religious.[3]

I. Some General Norms

5. Liturgical worship is given a more noble form when it is celebrated in song, with the
ministers of each degree fulfilling their ministry and the people participating in it.[4]

Indeed, through this form, prayer is expressed in a more attractive way, the mystery of the
liturgy, with its hierarchical and community nature, is more openly shown, the unity of
hearts is more profoundly achieved by the union of voices, minds are more easily raised to
heavenly things by the beauty of the sacred rites, and the whole celebration more clearly
prefigures that heavenly liturgy which is enacted in the holy city of Jerusalem. Pastors of
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souls will therefore do all they can to achieve this form of celebration.

They will try to work out how that assignment of different parts to be performed and duties
to be fulfilled, which characterizes sung celebrations, may be transferred even to
celebrations which are not sung, but at which the people are present. Above all one must
take particular care that the necessary ministers are obtained and that these are suitable, and
that the active participation of the people is encouraged.

The practical preparation for each liturgical celebration should be done in a spirit of
cooperation by all parties concerned, under the guidance of the rector of the church, whether
it be in ritual, pastoral or musical maters.

6. The proper arrangement of a liturgical celebration requires the due assignment and
performance of certain functions, by which "each person, minister or layman, should carry
out all and only those parts which pertain to his office by the nature of the rite and the
norms of the liturgy."[5] This also demands that the meaning and proper nature of each part
and of each song be carefully observed. To attain this, those parts especially should be sung
which by their very nature require to be sung, using the kind and form of music which is
proper to their character.

7. Between the solemn, fuller form of liturgical celebration, in which everything that
demands singing is in fact sung, and the simplest form, in which singing is not used, there
can be various degrees according to the greater or lesser place allotted to singing. However,
in selecting the parts which are to be sung, one should start with those that are by their
nature of greater importance, and especially those which are to be sung by the priest or by
the ministers, with the people replying, or those which are to be sung by the priest and
people together. The other parts may be gradually added according as they are proper to the
people alone or to the choir alone.

8. Whenever, for a liturgical service which is to be celebrated in sung form, one can make a
choice between various people, it is desirable that those who are known to be more
proficient in singing be given preference; this is especially the case in more solemn
liturgical celebrations and in those which either require more difficult singing, or are
transmitted by radio or television.[6]

If, however, a choice of this kind cannot be made, and the priest or minister does not
possess a voice suitable for the proper execution of the singing, he can render without
singing one or more of the more difficult parts which concern him, reciting them in a loud
and distinct voice. However, this must not be done merely for the convenience of the priest
or minister.

9. In selecting the kind of sacred music to be used, whether it be for the choir or for the
people, the capacities of those who are to sing the music must be taken into account. No
kind of sacred music is prohibited from liturgical actions by the Church as long as it
corresponds to the spirit of the liturgical celebration itself and the nature of its individual
parts,[7] and does not hinder the active participation of the people.[8]

10. In order that the faithful may actively participate more willingly and with greater

benefit, it is fitting that the format of the celebration and the degree of participation in it
should be varied as much as possible, according to the solemnity of the day and the nature
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of the congregation present.

11. It should be borne in mind that the true solemnity of liturgical worship depends less on a
more ornate form of singing and a more magnificent ceremonial than on its worthy and
religious celebration, which takes into account the integrity of the liturgical celebration
itself, and the performance of each of its parts according to their own particular nature. To
have a more ornate form of singing and a more magnificent ceremonial is at times desirable
when there are the resources available to carry them out properly; on the other hand it
would be contrary to the true solemnity of the liturgy if this were to lead to a part of the
action being omitted, changed, or improperly performed.

12. It is for the Holy See alone to determine the more important general principles which
are, as it were, the basis of sacred music, according to the norms handed down, but
especially according to the Constitution on the Liturgy. Direction in this matter, within the
limits laid down, also belongs to the competent territorial Episcopal Conferences of various
kinds, which have been legitimately constituted, and to the individual bishop.[9]

13. Liturgical services are celebrations of the Church, that is, of the holy people, united
under and directed by the bishop or priest.[10] The priest and his ministers, because of the
sacred order they have received, hold a special place in these celebrations, as do also—by
reason of the ministry they perform—the servers, readers, commentators and those in the
choir.[11]

14. The priest, acting in the person of Christ, presides over the gathered assembly. Since the
prayers which are said or sung by him aloud are proclaimed in the name of the entire holy
people and of all present,[12] they should be devoutly listened to by all.

15. The faithful fulfil their liturgical role by making that full, conscious and active
participation which is demanded by the nature of the liturgy itself and which is, by reason of
baptism, the right and duty of the Christian people.[13] This participation

(a) Should be above all internal, in the sense that by it the faithful join their mind to what
they pronounce or hear, and cooperate with heavenly grace,[14]

(b) Must be, on the other hand, external also, that is, such as to show the internal
participation by gestures and bodily attitudes, by the acclamations, responses and
singing.[15]

The faithful should also be taught to unite themselves interiorly to what the ministers or
choir sing, so that by listening to them they may raise their minds to God.

16. One cannot find anything more religious and more joyful in sacred celebrations than a
whole congregation expressing its faith and devotion in song. Therefore the active
participation of the whole people, which is shown in singing, is to be carefully promoted as
follows:

(a) It should first of all include acclamations, responses to the greetings of the priest and
ministers and to the prayers of litany form, and also antiphons and psalms, refrains or
repeated responses, hymns and canticles.[16]

(b) Through suitable instruction and practices, the people should be gradually led to a
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fuller—indeed, to a complete—participation in those parts of the singing which pertain to
them.

(c) Some of the people's song, however, especially if the faithful have not yet been
sufficiently instructed, or if musical settings for several voices are used, can be handed over
to the choir alone, provided that the people are not excluded from those parts that concern
them. But the usage of entrusting to the choir alone the entire singing of the whole Proper
and of the whole Ordinary, to the complete exclusion of the people's participation in the
singing, is to be deprecated.

17. At the proper times, all should observe a reverent silence.[17] Through it the faithful are
not only not considered as extraneous or dumb spectators at the liturgical service, but are
associated more intimately in the mystery that is being celebrated, thanks to that interior
disposition which derives from the word of God that they have heard, from the songs and
prayers that have been uttered, and from spiritual union with the priest in the parts that he
says or sings himself.

18. Among the faithful, special attention must be given to the instruction in sacred singing
of members of lay religious societies, so that they may support and promote the
participation of the people more effectively.[18] The formation of the whole people in
singing, should be seriously and patiently undertaken together with liturgical instruction,
according to the age, status and way of life of the faithful and the degree of their religious
culture; this should be done even from the first years of education in elementary
schools.[19]

19. Because of the liturgical ministry it performs, the choir—or the Capella musica, or
schola cantorum—deserves particular mention. Its role has become something of yet greater
importance and weight by reason of the norms of the Council concerning the liturgical
renewal. Its duty is, in effect, to ensure the proper performance of the parts which belong to
it, according to the different kinds of music sung, and to encourage the active participation
of the faithful in the singing. Therefore:

(@) There should be choirs, or Capellae, or scholae cantorum, especially in cathedrals and
other major churches, in seminaries and religious houses of studies, and they should be
carefully encouraged.

(b) It would also be desirable for similar choirs to be set up in smaller churches.

20. Large choirs (Capellae musicae) existing in basilicas, cathedrals, monasteries and other
major churches, which have in the course of centuries earned for themselves high renown
by preserving and developing a musical heritage of inestimable value, should be retained for
sacred celebrations of a more elaborate kind, according to their own traditional norms,
recognized and approved by the Ordinary.

However, the directors of these choirs and the rectors of the churches should take care that
the people always associate themselves with the singing by performing at least the easier
sections of those parts which belong to them.

21. Provision should be made for at least one or two properly trained singers, especially
where there is no possibility of setting up even a small choir. The singer will present some
simpler musical settings, with the people taking part, and can lead and support the faithful
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as far as is needed. The presence of such a singer is desirable even in churches which have a
choir, for those celebrations in which the choir cannot take part but which may fittingly be
performed with some solemnity and therefore with singing.

22. The choir can consist, according to the customs of each country and other
circumstances, of either men and boys, or men and boys only, or men and women, or even,
where there is a genuine case for it, of women only.

23. Taking into account the layout of each church, the choir should be placed in such a way:

(a) That its nature should be clearly apparent—namely, that it is a part of the whole
congregation, and that it fulfills a special role;

(b) That it is easier for it to fulfil its liturgical function;[20]

(c) That each of its members may be able to participate easily in the Mass, that is to say by
sacramental participation.

Whenever the choir also includes women, it should be placed outside the sanctuary
(presbyterium).

24. Besides musical formation, suitable liturgical and spiritual formation must also be given
to the members of the choir, in such a way that the proper performance of their liturgical
role will not only enhance the beauty of the celebration and be an excellent example for the
faithful, but will bring spiritual benefit to the choir-members themselves.

25. In order that this technical and spiritual formation may more easily be obtained, the
diocesan, national and international associations of sacred music should offer their services,
especially those that have been approved and several times commended by the Holy See.

26. The priest, the sacred ministers and the servers, the reader and those in the choir, and
also the commentator, should perform the parts assigned to them in a way which is
comprehensible to the people, in order that the responses of the people, when the rite
requires it, may be made easy and spontaneous. It is desirable that the priest, and the
ministers of every degree, should join their voices to the voice of the whole faithful in those
parts which concern the people.[21]

27. For the celebration of the Eucharist with the people, especially on Sundays and feast
days, a form of sung Mass (Missa in cantu) is to be preferred as much as possible, even
several times on the same day.

28. The distinction between solemn, sung and read Mass, sanctioned by the Instruction of
1958 (n. 3), is retained, according to the traditional liturgical laws at present in force.
However, for the sung Mass (Missa cantata), different degrees of participation are put
forward here for reasons of pastoral usefulness, so that it may become easier to make the
celebration of Mass more beautiful by singing, according to the capabilities of each
congregation.

These degrees are so arranged that the first may be used even by itself, but the second and
third, wholly or partially, may never be used without the first. In this way the faithful will
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be continually led towards an ever greater participation in the singing.
29. The following belong to the first degree:

(@) In the entrance rites: the greeting of the priest together with the reply of the people; the
prayer.

(b) In the Liturgy of the Word: the acclamations at the Gospel.

(c) In the Eucharistic Liturgy: the prayer over the offerings; the preface with its dialogue
and the Sanctus; the final doxology of the Canon, the Lord's prayer with its introduction and
embolism; the Pax Domini; the prayer after the Communion; the formulas of dismissal.

30. The following belong to the second degree:

(a) the Kyrie, Gloria and Agnus Dei;

(b) the Creed;

(c) the prayer of the faithful.

31. The following belong to the third degree:

(a) the songs at the Entrance and Communion processions;

(b) the songs after the Lesson or Epistle;

(c) the Alleluia before the Gospel;

(d) the song at the Offertory;

(e) the readings of Sacred Scripture, unless it seems more suitable to proclaim them without
singing.

32. The custom legitimately in use in certain places and widely confirmed by indults, of
substituting other songs for the songs given in the Graduale for the Entrance, Offertory and
Communion, can be retained according to the judgment of the competent territorial
authority, as long as songs of this sort are in keeping with the parts of the Mass, with the
feast or with the liturgical season. It is for the same territorial authority to approve the texts
of these songs.

33. It is desirable that the assembly of the faithful should participate in the songs of the
Proper as much as possible, especially through simple responses and other suitable settings.

The song after the lessons, be it in the form of gradual or responsorial psalm, has a special
importance among the songs of the Proper. By its very nature, it forms part of the Liturgy,
of the Word. It should be performed with all seated and listening to it—and, what is more,
participating in it as far as possible.

34. The songs which are called the "Ordinary of the Mass," if they are sung by musical
settings written for several voices may be performed by the choir according to the
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customary norms, either a capella, or with instrumental accompaniment, as long as the
people are not completely excluded from taking part in the singing.

In other cases, the parts of the Ordinary of the Mass can be divided between the choir and
the people or even between two sections of the people themselves: one can alternate by
verses, or one can follow other suitable divisions which divide the text into larger sections.
In these cases, the following points are to be noted: it is preferable that the Creed, since it is
a formula of profession of faith, should be sung by all, or in such a way as to permit a fitting
participation by the faithful; it is preferable that the Sanctus, as the concluding acclamation
of the Preface, should normally be sung by the whole congregation together with the priest;
the Agnus Dei may be repeated as often as necessary, especially in concelebrations, where it
accompanies the Fraction; it is desirable that the people should participate in this song, as
least by the final invocation.

35. The Lord's Prayer is best performed by the people together with the priest.[22]

If it is sung in Latin, the melodies already legitimately existing should be used; if, however,
it is sung in the vernacular, the settings are to be approved by the competent territorial
authority.

36. There is no reason why some of the Proper or Ordinary should not be sung in said
Masses. Moreover, some other song can also, on occasions, be sung at the beginning, at the
Offertory, at the Communion and at the end of Mass. It is not sufficient, however, that these
songs be merely "Eucharistic"—they must be in keeping with the parts of the Mass, with the
feast, or with the liturgical season.

I1. The Singing Of The Divine Office

37. The sung celebration of the Divine Office is the form which best accords with the nature
of this prayer. It expresses its solemnity in a fuller way and expresses a deeper union of
hearts in performing the praises of God. That is why, in accordance with the wish of
the Constitution on the Liturgy,[23] this sung form is strongly recommended to those who
celebrate the Office in choir or in common.

For it is desirable that at least some part of the Divine Office, especially the principal Hours,
namely Lauds and Vespers, should be performed in sung form by these people, at least on
Sundays and feast days.

Other clerics also, who live in common for the purpose of studies, or who meet for retreats
or other purposes, will sanctify their meetings in a very fitting way if they celebrate some
parts of the Divine Office in sung form.

38. When the Divine Office is to be celebrated in sung form, a principle of "progressive"
solemnity can be used, inasmuch as those parts which lend themselves more directly to a
sung form, e.g. dialogues, hymns, verses and canticles, may be sung, and the rest recited.
This does not change the rules at present in force for those obliged to choir, nor does it
change particular indults.

39. One will invite the faithful, ensuring that they receive the requisite instruction, to
celebrate in common on Sundays and feast days certain parts of the Divine Office,
especially Vesper,, or, according to the customs of the particular area and assembly, other
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Hours. In general, the faithful, particularly the more educated, should be led by suitable
teaching, to understand the psalms in a Christian sense and use them in their own prayers,
so that they may gradually acquire a stronger taste for the use of the public prayer of the
Church.

40. The members of Institutes professing the evangelical virtues should be given special
instruction of this type, so that they may draw from it more abundant riches for the
development of their spiritual life. It is desirable also that they should participate more fully
in the public prayer of the Church by performing the principal Hours of the Office in sung
form, as far as possible.

41. In accordance with the norm of the Constitution on the Liturgy and the centuries-old
tradition of the Latin rite, the Latin language is to be retained for clerics celebrating the
Divine Office in choir.[24] Since however the same Liturgy Constitution[25] concedes the
use of the vernacular in the Divine Office both by the faithful and by nuns and other
members of Institutes professing the evangelical virtues, who are not clerics, due care
should be taken that melodies are prepared which may be used in the singing of the Divine
Office in the vernacular.

I11. Sacred Music In The Celebration Of The Sacraments And Sacramentals, In
Special Functions Of The Liturgical Year, In Celebrations Of The Word Of God, And
In Popular Devotions

42. The Council laid down in principle that whenever a rite, in keeping with its character,
allows a celebration in common with the attendance and active participation of the faithful,
this is to be preferred to an individual and quasi-private celebration of the rite.[28] It
follows logically from this that singing is of great importance since it more clearly
demonstrates the 'ecclesial’ aspect of the celebration.

43. Certain celebrations of the Sacraments and Sacramentals, which have a special
importance in the life of the whole parish community, such as confirmation, sacred
ordinations, matrimony, the consecration of a church or altar funerals, etc., should be
performed in sung form as far as possible, so that even the solemnity of the rite will
contribute to its greater pastoral effectiveness. Nevertheless, the introduction into the
celebration of anything which is merely secular, or which is hardly compatible with divine
worship, under the guise of solemnity should be carefully avoided: this applies particularly
to the celebration of marriages.

44. Similarly, celebrations which are singled out by the liturgy in the course of the liturgical
year as being of special importance, may be solemnised by singing. In a very special way,
the sacred rites of Holy Week should be given due solemnity, since these lead the faithful to
the center of the liturgical year and of the liturgy itself through the celebration of the
Paschal Mystery.

45. For the liturgy of the Sacraments and Sacramentals, and for other special celebrations of
the liturgical year, suitable melodies should be provided, which can encourage a celebration
in a more solemn form, even in the vernacular, depending on the capabilities of individual
congregations and in accordance with the norms of the competent authority.

46. Sacred music is also very effective in fostering the devotion of the faithful in
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celebrations of the word of God, and in popular devotions.

In the celebrations of the word of God,[27] let the Liturgy of the Word in the Mass[28] be
taken as a model. In all popular devotions the psalms will be especially useful, and also
works of sacred music drawn from both the old and the more recent heritage of sacred
music, popular religious songs, and the playing of the organ, or of other instruments
characteristic of a particular people.

Moreover, in these same popular devotions, and especially in celebrations of the word of
God, it is excellent to include as well some of those musical works which, although they no
longer have a place in the liturgy, can nevertheless foster a religious spirit and encourage
meditation on the sacred mystery.[29]

IV. The Language To Be Used In Sung Liturgical Celebrations, And On Preserving
The Heritage Of Sacred Music

47. According to the Constitution on the Liturgy, “the use of the Latin language, with due
respect to particular law, is to be preserved in the Latin rites."[30]

However, since "the use of the vernacular may frequently be of great advantage to the
people”[31] "it is for the competent territorial ecclesiastical authority to decide whether, and
to what extent, the vernacular language is to be used. Its decrees have to be approved, that
is, confirmed by the Apostolic See."[32]

In observing these norms exactly, one will therefore employ that form of participation
which best matches the capabilities of each congregation.

Pastors of souls should take care that besides the vernacular "the faithful may also be able to
say or sing together in Latin those parts of the Ordinary of the Mass which pertain to
them."[33]

48. Where the vernacular has been introduced into the celebration of Mass, the local
Ordinaries will judge whether it may be opportune to preserve one or more Masses
celebrated in Latin—especially sung Masses (Missae in cantu)—in certain churches, above
all in large cities, where many come together with faithful of different languages.

49. As regards the use of Latin or the mother tongue in the sacred celebrations carried out in
seminaries, the norms of the Sacred Congregation of Seminaries and Universities
concerning the liturgical formation of the students should be observed.

The members of Institutes professing the evangelical virtues should observe, in this matter,
the norms contained in the Apostolic Letter Sacrificium Laudis of 15 August 1966 besides
the Instruction on the language to be used by religious in celebrating the Divine Office and
conventual or community Mass, given by this Sacred Congregation of Rites on 23
November 1965.

50. In sung liturgical services celebrated in Latin:

(a) Gregorian chant, as proper to the Roman liturgy, should be given pride of place, other
things being equal.[34] Its melodies, contained in the "typical™ editions, should be used, to
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the extent that this is possible.

(b) "It is also desirable that an edition be prepared containing simpler melodies, for use in
smaller churches."[36]

(c) Other musical settings, written for one or more voices, be they taken from the traditional
heritage or from new works, should be held in honor, encouraged and used as the occasion
demands.[36]

51. Pastors of souls, having taken into consideration pastoral usefulness and the character of
their own language, should see whether parts of the heritage of sacred music, written in
previous centuries for Latin texts, could also be conveniently used, not only in liturgical
celebrations in Latin but also in those performed in the vernacular. There is nothing to
prevent different parts in one and the same celebration being sung in different languages.

52. In order to preserve the heritage of sacred music and genuinely promote the new forms
of sacred singing, "great importance is to be attached to the teaching and practice of music
in seminaries, in the novitiates and houses of study of religious of both sexes, and also in
other Catholic institutes and schools," especially in those higher institutes intended specially
for this.[37] Above all, the study and practice of Gregorian chant is to be promoted,
because, with its special characteristics, it is a basis of great importance for the development
of sacred music.

53. New works of sacred music should conform faithfully to the principles and norms set
out above. In this way they will have "the qualities proper to genuine sacred music, being
within the capacities not merely of large choirs but of smaller choirs, facilitating the
participation of all the faithful."[38]

As regards the heritage that has been handed down those parts which correspond to the
needs of the renewed liturgy should first be brought to light. Competent experts in this field
must then carefully consider whether other parts can be adapted to the same needs. As for
those pieces which do not correspond to the nature of the liturgy or cannot be harmonized
with the pastoral celebration of the liturgy—they may be profitably transferred to popular
devotions, especially to celebrations of the word of God.[39]

V. Preparing Melodies For Vernacular Texts

54. In preparing popular versions of those parts which will be set to melodies, and
especially of the Psalter, experts should take care that fidelity to the Latin text is suitably
harmonized with applicability of the vernacular text to musical settings. The nature and
laws of each language must be respected, and the features and special characteristics of each
people must be taken into consideration: all this, together with the laws of sacred music,
should be carefully considered by musicians in the preparation of the new melodies.

The competent territorial authority will therefore ensure that in the commission entrusted
with the composition of versions for the people, there are experts in the subjects already
mentioned as well as in Latin and the vernacular; from the outset of the work, they must
combine their efforts.

55. It will be for the competent territorial authority to decide whether certain vernacular
texts set to music which have been handed down from former times, can in fact be used,
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even though they may not conform in all details with the legitimately approved versions of
the liturgical texts.

56. Among the melodies to be composed for the people's texts, those which belong to the
priest and ministers are particularly important, whether they sing them alone, or whether
they sing them together with the people, or whether they sing them in "dialogue™ with the
people. In composing these, musicians will consider whether the traditional melodies of the
Latin liturgy, which are used for this purpose, can inspire the melody to be used for the
same texts in the vernacular.

57. New melodies to be used by the priests and ministers must be approved by the
competent territorial authority.[40]

58. Those Episcopal Conferences whom it may concern will ensure that for one and the
same language, used in different regions, there will be a single translation. It is also
desirable that as far as possible, there should be one or more common melodies for the parts
which concern the priest and ministers, and for the responses and acclamations of the
people, so that the common participation of those who use the same language may be
encouraged.

59. Musicians will enter on this new work with the desire to continue that tradition which
has furnished the Church, in her divine worship, with a truly abundant heritage. Let them
examine the works of the past, their types and characteristics, but let them also pay careful
attention to the new laws and requirements of the liturgy, so that "new forms may in some
way grow organically from forms that already exist,"[41] and the new work will form a new
part in the musical heritage of the Church, not unworthy of its past.

60. The new melodies for the vernacular texts certainly need to undergo a period of
experimentation in order that they may attain a sufficient maturity and perfection. However,
anything done in churches, even if only for experimental purposes, which is unbecoming to
the holiness of the place, the dignity of the liturgy and the devotion of the faithful, must be
avoided.

61. Adapting sacred music for those regions which possess a musical tradition of their own,
especially mission areas,[42] will require a very specialized preparation by the experts. It
will be a question in fact of how to harmonize the sense of the sacred with the spirit,
traditions and characteristic expressions proper to each of these peoples. Those who work in
this field should have a sufficient knowledge both of the liturgy and musical tradition of the
Church, and of the language, popular songs and other characteristic expressions of the
people for whose benefit they are working.

V1. Sacred Instrumental Music

62. Musical instruments can be very useful in sacred celebrations, whether they accompany
the singing or whether they are played as solo instruments.

"The pipe organ is to be held in high esteem in the Latin Church, since it is its traditional
instrument, the sound of which can add a wonderful splendor to the Church's ceremonies
and powerfully lift up men's minds to God and higher things.

"The use of other instruments may also be admitted in divine worship, given the decision
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and consent of the competent territorial authority, provided that the instruments are suitable
for sacred use, or can be adapted to it, that they are in keeping with the dignity of the
temple, and truly contribute to the edification of the faithful."[43]

63. In permitting and using musical instruments, the culture and traditions of individual
peoples must be taken into account. However, those instruments which are, by common
opinion and use, suitable for secular music only, are to be altogether prohibited from every
liturgical celebration and from popular devotions.[44]

Any musical instrument permitted in divine worship should be used in such a way that it
meets the needs of the liturgical celebration, and is in the interests both of the beauty of
worship and the edification of the faithful.

64. The use of musical instruments to accompany the singing can act as a support to the
voices, render participation easier, and achieve a deeper union in the assembly. However,
their sound should not so overwhelm the voices that it is difficult to make out the text; and
when some part is proclaimed aloud by the priest or a minister by virtue of his role, they
should be silent.

65. In sung or said Masses, the organ, or other instrument legitimately admitted, can be used
to accompany the singing of the choir and the people; it can also be played solo at the
beginning before the priest reaches the altar, at the Offertory, at the Communion, and at the
end of Mass.

The same rule, with the necessary adaptations, can be applied to other sacred celebrations.

66. The playing of these same instruments as solos is not permitted in Advent, Lent, during
the Sacred Triduum and in the Offices and Masses of the Dead.

67. It is highly desirable that organists and other musicians should not only possess the skill
to play properly the instrument entrusted to them: they should also enter into and be
thoroughly aware of the spirit of the liturgy, so that even when playing ex tempore, they
will enrich the sacred celebration according to the true nature of each of its parts, and
encourage the participation of the faithful.[46]

VII. The Commissions Set Up For The Promotion Of Sacred Music

68. The diocesan Commissions for sacred music are of most valuable assistance in
promoting sacred music together with pastoral liturgical action in the diocese.

Therefore they should exist as far as possible in each diocese, and should unite their efforts
with those of the liturgical Commission.

It will often be commendable for the two Commissions to be combined into one, and consist
of persons who are expert in both subjects. In this way progress will be easier.

It is highly recommended that, where it appears to be more effective, several dioceses of the
same region should set up a single Commission, which will establish a common plan of
action and gather together their forces more fruitfully.

69. The Liturgical Commission, to be set up by the Episcopal Conference as judged
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opportune,[46] should also be responsible for sacred music; it should therefore also consist
of experts in this field. It is useful, however, for such a Commission to confer not only with
the diocesan Commissions, but also with other societies which may be involved in musical
matters in the same region. This also applies to the pastoral liturgical Institute mentioned in
art. 44 of the Constitution.

In the audience granted on 9 February, 1967 to His Eminence Arcadio M. Cardinal
Larraona, Prefect of the Sacred Congregation of Rites, His Holiness Pope Paul VI approved
and confirmed the present Instruction by his authority, ordered it to be published and at the
same time established that it should come into force on Pentecost Sunday 14 May, 1967.
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Appendix B (1) Hymnals (1858-2024)

International Catholic Hymnals pre-Vatican Il

Arundel Hymnal

The English Hymnal

Westminster Hymnal

American Catholic Hymnal

Holy Cross Hymnal

St Basil’s Hymnal,

Canticum Novum

Laudate Hymnal and Choir Book

The Pius X Hymnal

Mediator Dei Hymnal

Henry Duke of Norfolk and Charles T. Gatty (eds),
(London: Boosey & Co., 1905)

Compiled by Birbeck, Lacey et al, Musical Editor

Ralph Vaughan Williams, (London: Oxford University
Press, 1906) and (London: A. R. Mowbry & Co., 1906)

Richard Runciman Terry (ed.),
(London: R & T Washbourne, 1912)

Marist Brothers (eds), (New York: P. J. Kenedy, 1913)

William Cardinal O’Connell (ed.), (Boston: Mclaughlin
& Reilly, 1915)

Basilian Fathers (eds),
(Chicago: J. P. Daleiden & Co., 1918)

Carlo Rossini (New York: J. Fischer & Bro., 1935)
J. Hohe, H.J. Koch, A. Green (eds),
(Boston: Mclaughlin & Reilly1950)

Pius X School of Liturgical Music New York (eds),
(Boston: McLaughlin & Reilly Co., 1953)

CYR De Brant (ed.) (Ohio USA: Gregorian Institute of
America 1955)

Irish Catholic Hymnals pre-Vatican 11

182



The Catholic Psalmist

The Armagh Hymnal

Raint Amhrain

Hymns to the Sacred Heart

Danta Dé,

Hymn Book

Laudemus

Cantuarium,

Holy Ghost Hymnal

C. B. Lyons (ed.), (Dublin: James Duffy, 1859)

William Henry Grattan Flood, Shane Leslie, John
Stratford Collins (eds),
(Dublin: Catholic Truth Society of Ireland, 1912).

Padruig Breathneach (ed.),
(Baile Atha Cliath: The Irish Education Co., 1916)

Leonard Shanahan
(Dublin: Office of the Irish Messenger, circa 1919).

Una Ni Ogain, (Dublin: Three Candles Press, 1928).

The Organising Committee 31% International Eucharistic
Congress, Dublin, (Dublin: Juverna Press, 1932).

Catholic Truth Society (eds),
(Dublin: The Catholic Truth Society of Ireland, 1932).

Staf Gebruers (ed.), (Dublin: Richview Press, 1944).

John Kearney (ed.), 1911.
2" Edition was by Joseph Corless,
(Dublin: The Holy Ghost Fathers, 1954).

International Catholic Hymnals post-Vatican Il

The Catholic Hymnal
Glory and Praise

Gather

Jean de Brébeuf Hymnal

Petti and Laycock (eds), (New York: St Martin’s Press, 1972)
(Arizona: North American Liturgy Resources, 1980)

General Editor Robert J. Batastini, Michael A. Cymbala
et al (Chicago: GIA Publications, 1988).

John Paul Il Institute (eds),
(New Hampshire USA: Sophia Institute Press, 2021)

Irish Catholic Hymnals post-Vatican 11

People’s MassBook

Michael Harty (ed.),
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(London: Chapman Publications Ltd., 1966)

The Massbook for Ireland Noel Watson (ed.), (Dublin: C. J. Fallon Limited, 1969)

Veritas Hymnal

Hymns Old and New

Alleluia! Amen!

Celebrations

Jeremiah Threadgold (ed.),

(Dublin: Veritas Publications, 1974)
Fergus Clarke, Damian Lundy, Kevin Mayhew (eds),
(Dublin, Essex: Kevin Mayhew 1977)

Margaret Daly-Denton (ed.),
(Dublin: Veritas Publications, 1978).

Sub-Committee for the Liturgy of the Papal Visit (ed.)
(Dublin: Veritas Publications, 1979)

Responsorial Psalms for Sundays and Feast Days Fintan P. O’Carroll (ed.), Paul Kenny,

Hosannal!

Cantate

Hail Christ Our King

In Caelo,

Seinn Alleluia

Sing the Mass

Canaimis

(Carlow: Irish Church Music Association, 1983)

Paul Kenny (ed.), (Dublin: Columba Press, 1987)

Margaret Daly-Denton, (Dublin: Veritas Publications, 1992-1994)

The National Service Committee for Renewal in Ireland (eds),
(Dublin: Cedar Media and Communications Ltd., 1993)

Liam Lawton, (ed.), (Dublin: Veritas Publications, 1999)
Patrick O’Donoghue, (ed.), (Dublin: Columba Press, 1999)
National Centre for Liturgy in association with the Advisory

Committee on Church Music, (Dublin: Veritas Publications, 2011)

An tlonad Naisilnta Liotuirge I gcomhar leis an Choiste
Comhairleach um Cheol Eaglasta, (Dublin: Veritas Publications, 2018)
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Appendix B (2) Front Covers and contents:
Front covers, contents and comments of selected hymnals pre-and post-Vatican I, both Irish

and International.®® Particular hymns are highlighted indicating their repetitive inclusion in
hymnals from the oldest to the most recent showing how these hymns were borrowed from

other hymnals.
International Hymnals pre-Vatican Il

Arundel Hymns (1905)

—KESSINGER'S LEGACY REPRINTS —

Arundel Hymns
(1905)

Henry Duke Of Norfolk
Charles Tindal Gatty

Contents: Arundel Hymns (1905)

3 See Appendix B(1).
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The English Hymnal (1906)

Contents: The English Hymnal
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St Basil’s Hymnal (1906)

St. BaS|I s hymnal

Qt. Qasﬂ’s Bymmnal

REVISED EDITION

An Extensive Collection of English
and Latin Hymns for Church,
School and Home

ARRANGED FOR FEASTS AND SEASONS OF THE ECCLESIASTICAL YEAR

GREGORIAN MASSES, VESPERS, MOTETS FOR
BENEDICTION., LITANIES, ETC.
5 - .
COMPILED BY
THE BASILIAN FATHERS

PERMISSU SUPERIORUM

JOHN P. DALEIDEN CO.,
1530.32 SEDGWICK ST, CHICAGO, 1LL.

Contents: St Basil’s Hymnal
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The Westminster Hymnal (1912)

THE WESTMINSTER
HYMNAL -~
at Ly

THE ONLY COLLECTION AUTHORIZED BY
THE HIERARCHY OF ENGLAND AND WALES

THE MUSIC EDITED BY
RICHARD R. TERRY, Mus,Doc, (Dunelm), F.R.C.O.

R. & T. WASHBOURNE, Ltd.
PATERNOSTER ROW, LONDON
AND AT MANCHESTER, BIRMINGHAN, AND GLASGOW

19512

Contents: The Westminster Hymnal

At the Cross fier station keepiiig . . | 28 | I'n Rev. E. Caswall . . | Mainz Gesahyhuch, 1661 BETTE L
: i Lavrence dinpleforth . |
Ave Maria ! O Makden, O Mother . . ' 126 | © Sister 3" . . %ll ;' z!H? f.rlﬂfmm _fr:‘e?r; {'lfc-l Trreg.
' ! diceral Htalinn Mefodyy . :
| .
Bethlehenm ! of noblest eities . 18  Tr Rev, E. Caswall o GeEmEtg. . . 0 . . . L I BTEN
Blest is the Faith, divine and qlmn[: 137 | Rev. I W. Faber AL D, Heolt, . P (U
Bloud is the price of Heaven . .0 96 | Hev, F. W, Faber o ROR Tervy o o o 0 o o D
| Tart i. Tradilional . '
By the Archangel's word of love . . 228 | €. M. Caddell APttt idasted “;ﬁ'j,, ' r " TTTID
| |  Hartig's .bru.lm (1=52) o
' . R B, Terry 0l
Chirist the Lo is risen to-day - 38 | Tr. Miss Leeson . . 1l ﬁ&:ﬂﬁuffﬁum Hun} [.'m.;..h ARER.
! | 2=17 .
I | WL I -
Chiristmas comes to bless the earth . | EBEI [ TP . !'I-.I’c ‘:'S,'ff,r,sfﬁ?.ﬂ:w }Mﬁ”'*"}l T
Come, all ve faithful . . Tr. Canon Oakeley . !"mm!wrmf Trres
g:mw. :]F}ﬂij :‘_:]imt (‘.rcq;l-]:r. colie. Eg i'q'r i k&}?;l: Iiithl';-ltm'? '1'r|11|-|.|1.,h;~'}—1 m| | o.:h
ome, Holy Ghost, send down . I nstin. . CrTY . EEGL.E SN
g . | Rev. Fr. Lambillotte. Ty . - . .
Come, ye little children . . 156 { Tev. E. Caswall ) _; From J. Haydn |1-.5 lhD{!I LR
Crown Him with many crowns. L G4 | M. Bridges . . - K. R, Terry P In 530,
. i Sprdeens verzion of Y Warie
Daily, daily, sing to Mary 100 f‘s l'.:'l.z:.:;llnr Tr, 1-:.,? F. W, } {” I;n}!reﬁh:rlw R } BETET
g::ll and 11i1annta i[lli\:]{]_‘l.'lﬂ}'i]!g : 145  Iiewv, l]:l {‘n*s;'ulil P ‘G{ﬂr}:r {i’.ﬂmg!-mb " lh.?‘ : S THT.
rAngel ! ever at my side . 166 Rev. F. W, Falwer . ) wgpld . Ll
. JI. . . i A Gierarern, EHflrhr i J.'.-_,r J s
Dear Crown of all the Virgin-choir . | 208 T'r. Rev. E Caswall . { ek . o “p, 1ol
Dear Ged of orphans, hear our pm;.-cr 158 ! Iev. ¥, W, Faber £ Rivhardson . -]
Dear Husharl of Mary . 174 | Bev, F. W, Falwr .  Mainz E.emnghudr 1725 10.11.11.11,
Dear little One ! how swect l'huu arl 154 | Rev, F. W, Faler . :ti' rl-'i 1:1 'I:f" . IR TEAN. R
Dear Maker of the starry skies. . 2 | Tr. Bev, E. Unswall e m!e:::;t; o Crea wf bt
Faith of our fathers ! living still . . 138 | kev. K. W, Fabwr . { Tragitined |
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Hail, Qneen of Heaven, the Deean star ~ 101 De Lingard .o oo gUE000 - - . - - |ssssss

; C.o. 109 . .. . .| B E Teny C e . . . GBEE
Iail, thow resplendent star e e E I “ ||;| 1. Richardson . . . . . 'BGEED.
Mail, thon Star of ocean . . . . . ' 110 r ke . © o0 bk I R. Terey. .. EGEE,

| R . 8% E. L Spooner-Lillingston,
il to Thee ! troe Body, sprong '?D Tr. Rev. E. Caswall . { Mus. B, i } Trreg.
Te. Rev, B, Caswall . . | Andernach {.-rsru.-q!m:.l'r ltlos o.M,

Hail, wounds ! which throngzh L.I'.l.lrml

) 225 Rev. E. Vanghan, c.x2 0t . Geo, Herbert . . HYETDLO
E:-, :ﬁ'.:.ﬁﬁ E];I-Hf.‘_“r;!;::l“,|m .o 1 Tr. Rev. B Unswall o . Korne rlrl'vr.umrqbras,ﬁh 153! , . BTET

550 Rev. F. W, Faber ii. H. B. Collins, Mus. B }

Hark, hark, my soul, angelic songs “lii. Lourence Amplt![mth

Have merey on us, God Most High . | B3 Rew. FW, Faber .. . Ol Ewglish . .. - oM
He wlo oace, in Tliteons \'t:|1'rlE|111-;:1: 35 | Tr. Rev. E Caswall . . | Vincent Novello [1751- ;|$|,:1] . BTYBY.TY
Hear Thy ¢hildven, sentle Jesns ., | 190 Rev. FoStanfield . 08 B Waddinton . 3787
Hear thy chililren, gentlest Mother 151  Rev. FoStanfleld ... SicBdward Elgar, v, ““3 D. 3787
Heart of Jesns ! j.l;l;-ll_ll_.;. ehalice . . | B2 | Bishop Unsartelli ; W, Bchultes . . . STHT.ET
Help, Lovd, ﬂl.c suuls which Thou Iﬂ.al, 1392 Cardinal Newman . . . Spanish Welody . .0 . . . ©M,

miade
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Holy spirit, Lond of Light . . . . 48 7Tr. Hev. E Caswall .| Banel Webhe [1740-1816) . . T95.F7 7 T

1 come to Thee, once wmere, my God . | 79 Rev. F. W, Fulier | D Amie (1T10-1708) . . . COL
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I met the Goed Shephernd . . . . | 83 | Rev. E Caswall . R.R Terky « o « o« . . G565
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My God, accept my beavt this day . B2 M. Bridges . . . . . & Webhe, Junr. . . . . . &M

Q. v Marie zee lieben ™ [ Fhieter-y;
0O puiest of creatures ! sweet Mother ! 106 | Rev. E. W, Faber !

haroe Geegaobuch, 1765) . % 11.11.11.11.
| il Mer. Crookall . . . . WM
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The Pius X Hymnal (1953)
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Contents: The Pius X Hymnal (selected contents only)

HYMMNS
1 Be Thow My Vision . . . . . . . Desrocquettes at
s Christ, the King . - s e+ - Leddy 26
50 Dearest Lord [ Love Thee. . . . . Landore 62
274 esu Corona Virginum . . . . . . Thermignen 380
191 esu Duleis Memoria . .« « .« Cologne 231
168 esus Creator of the World . . . . Andernach 208
10 Jesus, Dearest Savior . . . . . . Lithuanian 27
v
OUR LORD — Continued
Womber Ticke Sowrce o Mu Fape
HYMXNS
21 }:‘m! Meek and Lowly . . . . . . Antos 19
13 esus, My All, My Own. . .. Haller 30
i8 Jesus, My Lord, By God, My Al . . English 67
13 Loving Shepherd of 1 h]. '_'n-hctp . - . JAntos 12
36 O Domine Dews . . . . German 0
72 O Salutaris Hoseia . . . . . . . Polish 8o
70 Panis Angelicus . . . . . . . . Hungarian 78
T Soul of My Saviour . . . . . . . Maher R
T3 Fantum Ergo Sacramentum . . . . Anon AV I
134 Dear Angel, Everat my Side . . . . Hellriegel 155
132 God the Father ., . . Corner 154
151 Faoly God We Praise Ih'!.r \.lrnc . . Vienna 213
138 Mow that the Daylight Fills the Skv . . Leisentritt 157
1h2 In a Manger . . « « =« « Folish 195
114 Jesus Christ Is Rizen Tndsw .« . . German 281
20 Jesus, Dearest Savior . . . . . . Lithuoman 27
55 Jesus, Food of Angels . . . . . . Ronan 65
e B JuIMa VRIS & @ w @ oamuh 4 % mrgers tmes J—
203 €y Come and Mourn . « + « + o Corner 142
16 0 Domine Deus . . .« « « German 0
204 O Saered Head Surrounded . . . . Hassler 243
00 Un the Way of ihe Cross .. . . . Flungarian FER
203 Stabat Mater . . . . . . . .. il:unz 144
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Mediator Dei Hymnal, (1955)

No. 699

MEDIATOR DEI
HYMNAL

~

For Unison Choirs and Congregations
~

Campuled, Arvanged and Edived
&

CYR DE BRANT

499~ Accomganiment Edutioes
SPA -~ Senger's Edivon

PUBLISHED BY

GREGORIAN INSTITUTE OF AMERICA
IL32 JEIERSON AVENUE - . TOLEDO 2, G330
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Contents: Mediator Dei Hymnal

6 Adeste Fideles . . &
111 Adosesnus — Leudare Dmunurn 5 . s A 111
47 Adoro te devane . . " " . . A 47
50 Adero ee, (¥ panis fn]r_! . . . 50
2 A Glonouws Voice . " . & .
13 A Gresr and Mighey Wonder . . . 13
2 Alldluia, Song of Sweetness . . . . 5 " 21
29 Al CGlory, Fraise and Honor . . . . i 20
b4 AN Ve Who Seek 3 Comiort suse . s . a o+
8 Angels We Have Heard on High . e m . B §
X Ar the Cross Her Station Keeping . 1y " . 25
IT At the Lambs TTigh Foast wre bll'u! P : . g1l
14 Ave Maria, Geatia Plema . . . 14
82 Ave Mams Siella - - - 82
101 Bedare the Day's Last Momentz l"'l:.l . ; 1M
) Bethlehem of Noblest Cities . -. 20
108 Brighsly Gleass Cur Banmer - . 108
M Chiist, the Loed, Is Risen Teday a . B 30
I Lome Tioly Leanest . 5 a . ik}
34 Come, Ye Faithiul, Hlm the Slln-ul. . . . . H
T Creator alme ciderum . . . & i 3
3 Creator of the Stars of |I~\-l;'h.l. . 3
40 Creator Spirie, Lerd of Girace . 40
72 Dhily, Duily Sing to Mary . . 12
W Dhear Angel, Ever ar My Sldt - . o6
05 Dear Guardian of Mary . . " a5
56 Dhraw Nigh, and Take the Hudr af lhr Ll.'rrd . . . 56
36 Eternal Monarchk, King Most High 5 k]
Faith of Our Fathers . . . . - 106
11'_F'|| of Lakory, Full o LT a— . 12
70 Cilory e ts Jesus . e . . i
105 God of Mercy amd Cnnupw-m . . n - . s
% Lareat oamt Jowpl, oon of Lnvel I n T -
97  Hail, Gloriows Saine Patrick . . . M B ';'E
_ﬂ_ﬂ_ﬂ-ml' .. . : =
71 Hail, Holy Queen Enthroned ﬂba-uc . . . .1'|
%4 Hail, Mary Fver Blewed . . . : tnﬂ,
93 Hal! O Father of Owar Saviar - B . . . =
76 Hail, Queen of Heaven | . . . . . ] i
“HI Hall, ITow otar of crean : P : : :
88 Hail, Virgn Desrest Mary . . L
Ne. Title Page
62 O Lord, 1 am Not Worthy . 62
81 O Masc Holy One X . . . & 81
86 O Mother Most Afflicsed . . . . . 86
N O Purest d Cnnuus . . .9 . 91
Holy Kow)‘ . * B . %0
¢ O S.cruurm l’)mm S igi! UE o g : 2 34
26 O Sacred Head Surrounded . e 3 . R 25
utars Hostia 66
110 O Salutaris Hostia . . . 110
81 O Sanctissma . . ., . o P - 81
4 O Siog a Joyous Carel . 25 . 4
99 O, Tumn to Jesus, Mother Tum ~ A 9w
54  Panis Angelicus o ‘ : 2 4
87 Rejoce, O Mary . . . . . . 87
98 Saint La Salle . . . : . . 98
11 See Amid the Winter's Snow B e & ife . 1
7 Silest Nighe . ‘ . 7
59 Sing My Tongue the S.won Glou-y 59
37 Sing We Triumghant Hymms of Prase | ' . kr}
9 Sleep, Holy Babe > 2 X 4 : 2 9
45 Soul of My Savier . ’ . . 45
23 Jesus, Meck and Lowly . 23
35 Pt. My lmvl My (rod \ly All 55
11
60 Jesus, Thou A.rt Canm: . . 60
85 Like the Dawning of the Moming 85
78 Look Down, O Mother Mary . 78
109 Leving Shepherd of Thy Sheep ‘ 109
94 Magne Joseph ¥ s G4
77 Maiden Mother, Mock and Mild 77
79 Mother Mary, at Thine Alar 5 . 9
41 My God, Ant_(tpt My Heart This Day 41
y v How Wonderful Thou Art T02
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Many hymns by F. W. Faber, John Lingard, William Joseph Maher, Aloys Schlor and
Mary E. Walsh featured in many hymnals such as the following:

‘O Purest of Creatures’, F. W. Faber

‘O Mother I could weep for mirth’, F. W. Faber

‘Jesus my Lord’, F. W. Faber

‘Hail Queen of [Heaven’, John Lingard

‘Soul of my Saviour’, Text: Pope John XXII, Tune: William Joseph Maher

“To Jesus Heart all burning’, text; Aloys Schlor

‘Bring flowers of the rarest’, Mary E. Walsh (circa.1871)
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Irish Catholic Hymnals pre-Vatican 11

The Catholic Psalmist (1858)

S

EDITED BY MK. LYONS, !

m——— I

@atholig Psalmist;

THIRD EDITION,

PRIOE THREE BHILLINGS,

Frea by Post, 44. extra

N.B.—For the conveniencs of the Clirgy and Clerical Staudents,
an enlarged Edition (the third) of the ** Qatholic Psalmist ™
has bean published, comprising tle

GREGORIAN CHANTS FOR HIGH MASS,
FProcessions, Holy Week, ete.

Frrice of the enlarged Edition, 4n.; free by Post, dd. estra,

Dublin: JAMES DUFFY, 7, Wellington-quay.

Walworth’s text of ‘Holy God we praise thy Name’ was first published with music in The Catholic

Psalmist (Dublin, 1858) and is still being sung today.

The Armagh Hymnal (1912)

In & comprehensive ariicle on Hymns and
Hymn Books, in & recent number of the
“Cholrmaster” a prominent authority, assum-
ing the pen name of “Hymnologus,” after
guoting Dr. Terry's famous criticism of the
Armagh Hymmnal to the effect that this hymnal
“was & monument to musical [literacy” and
that it was “difficult to belleve that the greater
part of the musical selling was intended to
e taken seriously, and nol as a ghastly joke”
stated that “unfortunately also in regard to
gt Basil's Hvmnal many that stand in high
places have allowed themselves to be ‘let
down' in recommending the book and giving
it their approbation’.” The reviewer, going @
into detail continued:—

THE ARMAGH HYMNAL

—_— e Ll ans  smass
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Contents: Armagh Hymnal (1912) ( hymns that are included)
‘God of Mercy’, Fr Vaughan

‘Hail Queen of Heaven’, Text: John Lingard, Tune: H. F. Hemy
‘Jesus my Lord’, Text: F. W. Faber, Tune: G. Herbert

Raint Amran (1916)
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A Na hampdin & Biov aca ran [rish Religious Celebration
anpoo. An cdtap Micedr O MaolYomnatg & Biod 'n-a
ceann opta; agur ni mipte apdo sup At - an pea boéc a
rldmce ag obaip ap pron na Jaevilge  aSur o ron na
nCipeann.  To noéine Vs cpocame ap 4 anam.

PAORME DRENENAC.
A¢ Cuae, 7, X, 1916,

-

CLAR.

an ©é ropi’ é . leac
I doverce Fioelep - - &n Tde. Peavap 20
2 & Tors, atihc mupe - - Taog Saedlac 16
3 An c-Uabap ap ocap - - Sein ve nOpda 10
4 Apéip a'r me ag Macdcnam - Pdopwig Venn | 8
5 Deanacc Lear, a Muipe - 19
6 Jite Mo Cporve - - Tady Taeovlad 6
7 1r Dinn Lem' Cuihne - - 22
8 mo Zpdv-ra, mo Vra - - Tadg Jeedlac: 4
9 Mo Stanuigteodin - - Topna 12
10 na Motca Diava - - S -
11 pPorad Naomta Céna - - O Longam -14

’ 4
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qomtents :
To Thee, O Heart of Jesus - -
Wards by Father Russell, S.).
Aspiration—teart of Jesus - -
Hymo—A Message to the Sacred MHeart

Sweel teart of Jesus -
Words from the Jrish Nessengen h.. &‘.

OSeredMeart - -~ - - =

Dear and Sacred Heart - -
Words by M. G. Lﬁw&elﬂdlw

llnuFf-nru-ldm - - .
The Loving Meart of Jesus - - -
fowﬁ-ta.m - - -

Hymn To The Sscred Heart - - -
For Sclo and Chorus, Words by SSMLD. Mascdy
Rev. R, W. Ratclifie, S.}.

Our Saviour and Our King . - X
For Solo and Chores, Getman Air

Onollﬂt.o.e&.l - -
For Salo and Chores. w«tn& l-.l&!
Music by Leonard Shamaban
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Contents: Danta Dé

clar an Leabar

Maroin s5us TraLnomas a3 we leatsnae 1
Qrnbemc e 15
Nowvtarg R Tes oon 18
Congas xe 38
Aime an Céanca L. 45
An Casg 2 54
Cingeis wio £7
Vomnac na Trronome o it
Aan Comaoin Naomeas Al 65
Tamesd Pavras ... 7t
Thinca Nasiencs i v 78
Fée Cotmentie .. 85
Fee Dmigoe . 88
Voan Posca 90
Thaan Sl-.\crm.\mv as {es = g1
Dancy mat L TRESRRGS T e T
Vinca Slulm agun Crevonm o, A 1o
Vinta Tesrna ... =7
Desnnais Smn, & dtar (&1
Vinca san Céol ... 132

Notes by Una Ni Ogain in Dante Dé

q Tam mthcmmofmhmm.mdmhtm,asfnrasllmow

I found 3 comsiderable part of the pooms in MSS. in the Insh Acad Wheas st the sad cf this’ book:

(" RIAT) and v other M55, whoch had ot bren privted before. Perhaps no other nation or language possesses such continuity of sacred

toek several foum other collections, which theis Authors gave e | poctry as ours, from the dawn of the Faith in Ireland uatl 0w,
W N oty ol Biiualy, o MR 2 M G ey S There are poems of many ccnturies in this hook, from the time of
as follows: to the Columlan Sockety, Maymooth, for hymms 4

| Saint Pa ﬂct the present day,—for ** Torna," and Dr. Hyde have kindly
2 given me leave to include some of their pocus. It is woudesful ow the
nm-lmned. dear—bdlwlng spirit of the older Gaels fills Insh Christianity,
_ throngh storm and sunshine, through all the centuries, down to cur uwa time.
- Some of the words have gradually changed or become obsolete, so that it is
"m""'"- 1‘“‘"";:" ‘:";;’ _"‘;““;: :“‘:‘; '_’",)"r“:: o bk 0 T ecussary to substitute others more vasly understood (as Dr. Hyde has done
"""m e S Sl ."'*Fm b with the * Breastplate ), but the oid spirit, beautiful and noble, lives ua. in
snco SRRyt Soottish Tiehimdic ;") the hearts of our people still —the spirit which was kindled in them at
the first by the Spirit of God ; and it will endure always with the help of God,
as a precious and sacred heritage, and shine undimmed amongst us as long
a8 the Janguage lives i which these poems were enshrined.

UNA NI OGAIN,

N.B.—I have followed here the example of the leamned senbe, Michael
%) O Longain, the Younger, who divided his Religions Collections as follows:—
or Dinta D¥, Dinta Muire, Didata na Nuomh , < Poems about GOD, Poerns
ubout Mary, Pooms about the Saints. Here now i= Dénte 12¢  Perhaps
someone else will bring out a book containing the two other portions, which
would fully complete the work,

from
chmgiubhudx lohlbﬂ' . Walkdy, and to the Talbot Iyess
bymns from ** Raiont Awhedn " . (41, 35, 73. 81, 82|, to my friend Philiy
Wmmpwwamdmhmdm Conununion ¢
Mazs, [86—91), from a fne collection which be made lomself, and to

Wm.lgﬂhrmw\iwmm& Decics
Waterford (19 53, 38, & 65 76), and one from her hoshond  Skamo
Clandillon, who ako gave me the tuncs of No< 14, 35 46 70. | am mos
grateful to them for the very generous and kind mannor i wlick they gave
me their moae. and their comned and belp. Aka fo Antony ODochesty,
N.T. Falcarrzgh, Donegal, whe gave me theee beautifol hymns, (38, 37,
both words and Music; 1o Aine O'Relly, Macroom, wlo sent me the Easte
Hymn No. 42 and to Miss € Townshend, for the tune of 78 Mr. Arthur
Darley, too, gave me seven fine twnes, (23, 51, 36 1, 11, 62, 05), which he'
oollected ammong the poopde, for which I desice specially to thank him, and
Dr. Grattan Flood, for the old mmsic of the ™ Sancte Vewate ™ (50), with
others (1 and 7). and the Talbot Press for the Joyoe tunes
That geod Father Fos MacHugh, (SSR., ake wenl
through the mekohes with me, amd gave me moch advice abost them,
many thanks to him for this. '
1 deszte to make mention bete of the dear memory of my friend, Miss
Nelly O'Brxen, ahwo is now gone before v on *“ The Way of Truth™ -
froquently belped and epcvuraged me i this work, 2s she assisted W overy
way in her power mn any work for Ireland  The peace of God be with her
noble soal, J

U. NI O

W@V
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Hymn Book (Eucharistic Congress) (1932)
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Contents: Hymn Book (Eucharistic Congress Hymn Book)

CONTENTS.
e
Adero te B T T T
Lauda Jerusalem - - e e . 2
Lauda 3ion - e e e e e s 10
Magnifiecat - - - - - < - - 14
Miz234 DE ANGELIS
HKyrie = = & = = &= = = 17
Gloria - .- e s = & o 18
Oreds - - < = . . - - 23
Benclue - - - . e - 20
Benedictus T T 30
Agnus i - - s s = = = 3l
Pontifical Blessing - - - - - 33
0 Zalotaris Hostia - - - - - . 36
Pange Lingua - - - - - - 48
Tantum ergo .. - - - - as
Adoremus in aeternum - . . . . 0
Loaudate Domingm - - - - . . M
Te Deum = &8 = = = = = = o0
Veni Creator- - - s - 49
Come, O Creator 3pirit Blest - . . . 44
Holy God - - - . . - . . M
Jesus, My Lord, My God - - - . . 4§
Soul of My Baviowr - . . - . . 49
e R
e e oy e
Sweet Sacrament Divine - . . - 55
Hail, Queen of Heaven - . . . &7,
Hail, Glorious 3t. Patriek . . . . 59
God Bless Our Pope - . . . . . Bl
Faith of Our Fathers - . . . . g3

Laudemus (1932)
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Contents: Laudemus

The following hymns were included in Laudemus
‘Holy God’

‘God of Mercy and compassion’

‘Jesus My Lord, my God my all’

‘Soul of my Saviour’

‘Sweet Heart of Jesus’

“To Jesus heart all burning’

‘Sweet Sacrament Divine’

Preface of Laudemus

4 LAU DEMUS"
A Reprin of the B :ﬂdﬂum
&".‘5"‘

mmlb‘-dﬁudr
Sacrament
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Cantuarium (1944)

Contents: Cantuariam

CONTENTS
Adeste Fideles
Adoremus—I
Adoremus-<I] .
\doro te devats :
A zage from the \-\.- risd ]-jea.rt

wie have hea i
A (imeart we ddsm-lan
wttende Domine

Ave Maris Stella

Ave Verum

Blest ks the Faith

Christus Yimeit |
Confirmation Service
cungnam fdEamn & Pangeg

Ihvine Praises

Eoce Sacerdos Magnus .
Lpiscopal Visitation

Faith of owur Fathers
Goenl of Mercy

Hail, Glorigus 5t Fatrick

Hail, Jueen of Heaven

Hail, Redeemer, King Divine
Happy we, who thus united
Haoly (eod

Hymn te Blessed t}In-::r J"]-u1'|-h.t'l
Hymn to 5t. Joseph

Hymn to the Pope :

Immaculate .
'l sing a Hymn i Mﬂ-‘?

Nao.

L
& ]
18
37
3o
55
25
£
L]

1]
0

A7

i

43
F1

A4
EL
t1
48
53
53
EL ]
43

41

Pacx

44,

CONTENTS

[e=u, the wery thought of Thes
Jesus, my Lord, behold
|rans, my Lord, my God

lauda Jernsalem .
Lauwda Sion—I . -
Lauda Sion—II

Magnificat .
Alissn Cum Jubile ¥
ilissa de Angelis

o Gridesa, mo Tia .

i1 Mother Blest, whom God bestows

0 Salutaris—I. R . f
0 Salutaris—I11 . . .
0 Tum to Jesuas .

0 What could my Jesus do uwrc?
Pange Lingua . . B

Parce Domine = =
Itequiem Mass

Forate Cxli .

Hesponses at High l'-'la.u

Salve Regima | a .
See | mmid thae ":’nntu:. Snow .
soul of my Saviour f P
Stabat BMater g :

Sweet Heart of Jesus " ;
Awert Sacrament Divine . .
Sweet Saviour | [leas us ere we go

Tantum I?rso—l
Tantum Ergoe—I1 .
Io Jesus' Heart all Burnmg -

Vend Creator ; , ,
Vexilln Regis
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The Holy Ghost Hymnal (1954)
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THE

HOLY GHOST HYMNAL

CONTENTS OF PART I

Number  Page
COMPILED mﬁfl“ A ROl 63“ %g
BY MEMBERS OF THE CONGREGATION 3 Chreidimb athardha . & 1037 %8
Adaremus, SHTPE T e Y (ta A 101
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(C.5.5p) iy S T S
A Mhithair Acio-Mhic D8 . . LA 191
Angels we bave heard i < 75 168
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AveMAda: . G i » s a8 110
Ave Mans siclla RN SN 108
Ave Regim cxdosum . . . 50 114
Ave verim A v 24 B
Beannacht Ieat a Mbuwire . 113 223
Banedictuz and Landa . . H2A 158
0 R R e 19
Bishop's Solemn Blessing. ., 62 146
DytheBlocd . . . . . 78 17
Christtbe King . . . . B3 176
Come, O Creator ., . . . 72 164
HOLY GHOST FATHERS, e I -
Credo I, 11T . . vivien e 2B XLA%
BLACKROCK COLLEGE, Conamh chughainn O Phddraig 114 2
DUBLIN Dé bheatha CorpmoRi . . . 86A 183
Printed in Belgium. Dear Angel . . . . . 99 A2
wm COSTENTS OF PART L ' CONTENTS OF PART L xvn
~ . . . . . B My ™o . . « I 215
Faide A L ' Idc‘:.(kd. . . . L)
s e A S ~ 8 Noombaighte mbamacs . . . #A W
Forvhy Hons Mbantam i x OMessad Saint Josepd . . . 100 3B
S A M O Cor Marswe . s o« 586 1B1W
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xvin CONTENTS OF PART 1L

N e L

Viesd Crentomr Sporitay > - . . o el
Vs Sasrete Speretot 7 ~ . ¥ ™ a5
Vertmen Supsraaam . > "
Vezilizx Regix v : . s he
Victioam pmsetosfi - Ee 72
Who s she that iands Trismahist . hom e

CONTENTS OF PART II.

Mscss of Pentecost Sundey - . = 3
Vomwe Mass of 1he Holy Gio=t > 3 7
Mauss of Corpese Choisti £ 3 12
Veomrve Mass af the$lemsed \uf-n-nl . =
Mass of W Lrvarm culase Corseyion é >
Moss of » Condemon Povsitf . . @
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International Hymnals post-Vatican 11

New Catholic Hymnal (1972)

NEW
CATHOLIC
HYMNAL

Contents: New Catholic Hymnal
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(Full contents of The Catholic Hymnal unavailable)

Glory and Praise: Songs for Christian Assembly, Glory and Praise (1980)
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Contents: Glory and Praise
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Index

Asha! Famher!, Rev, Carey Landry

Al My Days, Dan Schutte, 5.0

Amaring Grace, Traditional

Ard the Father Wit Dance, Rev. Carey Landry

Are Mot Our Heares, Rey, Carey Lardry

Arige, Corne Sing fn the Mormdng, Jog Zsigray

Baptism Prayer, Tim Schoenbachier

Be Not Afrald, Bob Dutford, 5.1

Blessed Be Govd Farever, Erich Sylwester

Blast Be the Lord, Can Schutes, 5.0

Come With Me Into the Fields, Dan Schute, 5.0,

Dwelling Place, Jobn Faley, 5

Earthen Vessels, John Foley, 5.0

Every Waley, Bob Duffard, 54

Everyone Mowed By the Spivit, Rev. Carey Landry

For You Are My God, John Foley, 5.,

Gy and Praisé #o Dwr God, Dan Schuiie, 5.,

Good Marming, Zachary, Ed Gutireund

Gireat Things Happean Fhen Goo' Mives Bith U,
Rerw. Carny Landry

Ml Mary: Gentle Woman, Rev. Carey Landry

How Can | Kaap frovn Simgiag?, Ed Gutlreund

{ Beldgve in the Sun, Aew, Carey Landny

# Life Up My Soard, Tim Manion

! Wil Sing of the Lord, John Foley, 5.0

I G i For U, Jalhn Foley, 5.,

IF the Lorg Dops Mor Build, Dan Schune, 5.0

fn Him We Live, Rev. Carey Landry

In Fravee of Wis Name, Foc O'Connar, 5.0

In the Day o the Lord, Ed Guiireund

Teaiah 49, Rov. Carey Lardry

dogur Is Life, R, Carey Landry

Lay Your Mandy, Fre, Carey Landry

Lev Heaven Rejoics, Bob Duffard, 5.

Like a Saal an Viour Meart, Ae. Carey Landng

Like 2 Shopherd, Bob Dufford, 5.J.

Liramy, Fev, Carey Landry

Lorg af Glary, Tim Manion

Chraly & Shacion, Rew, Carey Landry

Peace iF Flowmding Like & River, Bev. Carey Landy

Peace Prayer, Jobin Foley, 5.

Play Bafare the Lovd, Bog Dufford, 5.0

Pralge the Lord, My Sowl, John Foley, 5.0,

Paalm 133 Oh, How Good, Raw. Carey Landry

Irish Hymnals post-Vatican 11

People’s Mass Book (1967)
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PEOPLE'S
MASS BOOK

. ~Rise Up, Jerusalern, John Foley, S

Rise Up, Jevusatem, Tin Schoentochler

Seck the Lord, Roc O'Conrer, §.)

Sing & New Song, Den Schutee, S

Sing 10 the Mountains, Bob Dultord, 5.0

A Sang for the Masses, Tim Schoanbachler
Song of Baptism, Rev, Carcy Landey

The Spirit is A-Movin®, Rev. Carey Lardry

Stay With Me, Erich Sylvester

Take, Lord, Reces, John Foley, S.0.

This is a Haly Day, Erich Syhester

Thaugh the Mountains May Fall, Dan Schutte, S.J
A Time for Building Bridges, Rev. Carey Lardry
Turn to Me, John Faley, S

Yahweh, the Faithful One, Dan Schutte, 5.4
You Arg Near, Dan Schutse, S.J.

You Have Been Baptized in Cheist, Rev, Caroy Landry

SERVICE MUSIC

B1.
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76,
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80,
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Lord, Have Mercy, Erich Synestor

Kynie, Jos Zsxray

Gloris, Joe Zslgray

Glovy to God, Werdy Vickers

Alleluia, Praise to the Lord, Ed Gutfreund
Alleluia, Erich Sylvester

Moly, Holy, Wendy Vickers

Holy, Bob Dufford, 5.J, and Dan Schutte, S.J.
Anamnesis, Jou Zsgray

Anamnesis, Tim Schoenbachler

Dying You Destroyed Our Death, Erich alm_ta
Lovd, By Your Cross and Resurrection, Joe Zsigray
Wihen We Ear This Bread, Rev. Carey Landry
When We Gathar ., . We Proclaim, Ed Gutfreund
Doxology, Bob Duffard, 5.,

Amen, Tim Schoenbachlar

Aman, Erich Sylvester

The Lord's Prayer, Erich Sylvester

Lamb of God, Erich Sylvester

Lavnb of God, Joe Zsigray
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Contents: People’s Mass Book
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Contents: The Massbook for Ireland

Contents

The Apostles’ Creed
Maorning Prayers
Aspirations to Sanctify the Day
Entrance Hymns g
1 Céad Failte Romhat, a RI
2 Hail Redeemer, King Divine
3 Sing to the Lord of All
4 To Jesus Christ, Our Sovaralgn King
5 Praise we now the Lord our God
& Praise to the Holiest
7 Hol; God we praise Thy Name
B All People that on Earth do Dwell
The Order of Mass
Offertory Hymns
9 Mow Jesus Christ's True Flesh and Blood
10 A Athair Dhilis an Aon-Mhic
11 O King of M!mnd Splendour
12 Praise to the .
13 Lord Accept the Gifts We Offer
14 A Dhia is 8 Athair
Communion Hymns
15 Soul of My Saviour
168 A ThnhanrM Bhﬁp_
17 Be Thou My Yision
18 See Us, Lord, about Thine Altar
19 Céad Mile Féilte Romhat
20 Féilte Romhat, a Ri na nAingeal
21 Blodh losa im Chroise
22 Bread of Heaven
23 A losa, Glan Mo Chroise
Communion Prayers
Prayer of St Francis
Anima Christi
Sume et suscipe
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St Patrick’s Breastplate
En Ego
An act of faith
An act of hope
An act of charity
Magnificat
Recessional Hymns
24 Holy God we praise Thy Name
gg ganal?':: Le Chidle
ow Thank We All Our God
27 Sér-mholadh agus Baochas
28 Sing. My Tongue
29 Holy, Holy, Holy!
30 Father Most Holy
31 Praise My Soul
Prayers to Our Lady
Ave Maria
Salve Regina
Memorare
A Visit to Jesus in the Blessed Sacrament
The Sacrament of Penance
Preparation
Examination of Conscience
Acts of Contrition
General Hymns
g lO“Swtg.l*I';ad
the Rejoice and Si
34 Naofa an Ls “nar Ardaigh Sz\°
:::5 lo l'.‘hry. of All Women
6 Is Maith an Bhezn Muire M
g; glgadh losa -
has Linn Naomh Pédraig
e
ning, All Ye Dear-bought Nati
41 St Patriek’s Bumm oom. e
An tAifreann

Night Prayers
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The Veritas Hymnal 1974

THE VERITAS
HYMNAL

W/
3

Contents: The Veritas Hymnal

INDEX OF FIRST LINES

A lA)lt::\r dhﬁi.l an Aothicu
A Dhia is a Athair is ag triall ort a thagaimid
e S R e

an 1 na na ann
Ag Criost an sfol, ag Criost an fémhar
A Josa a AonMhic an Athar 's a Uain
A losa bhéin id’ lathair gheod
A losa glan mo chroise
Almighty Father, Lord most hi

: glum hty Father "t‘adke this King
ory praise honour, to redeemer
All o that on earth do’dwr
A hdean bheannaithe, mo mhfle gra tha
A Mhuire na ngrésta, a mhathair Mhic Dé
A Mhuire 'tt‘l;n de lhll.;lc na n;rhme -
A new hymn of praise let us sing to <
i ety S
n Spi a umainn, ionainn againn
A Pheadair a aspail an bhfaca tﬂ.mo;mged?
2 Ri an Dombnaigh tar le cabhair chugam
r nAthair até sna flaithis go hard
At the Lamb’s high feast we sing
. . xiii
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Brannagh simn a Arhair agus beansaigh sinn a Chriost
Behold a virgin bearing him

Be thou my vision, of my heart

Bi *fosa iy chroise 's im chuimhbne gach wair

Blest ase the pure in heart

Brng all vou desr bought natsons breng allefuis

Céad mile fislte romhat, a lma a osa
Ceéad maoladh le Muire bheannaithe
Chaldren sing wilhh voices gay
Christ be beside me
Chriil waa humbior vel, even o accepting death, death
G @ Cross

gﬂ-ﬁm liom i

mic adore this wondross prescnoe
Come and let us drink of that new river
Comse and tzke the lah ol Chirst
Come Chrtstanm all, rejoice and sing
Lo dowm L) Spirit blest
Cimer H.Dic!r”Gbull Crexror. coens
Come O Creator Spisr et
Come to me Losd, and live within me

Dheiss mcian aclivva me
[hia do bheatha a Ri na ngris
& Dichas linn Naombh Padrsig, aspal mdr ne hBireann

Dian afche dd i mBeithil beidl tagaire faoi ghrian go brich
Ever blessed our Saviour who comes in the namve of the Lord

Failte romhat a Ri na n-aingeal
Father of the human famiky
For all the ssine who frem oheeir b bowrs rost

s Salat Patrick dear saint of our isle
Hail ol braven the ocean siar
Hail of the besvens

e

In minm an Athar go mbusidl
In Faith and hiope and lowe
thered through the love of Christ

Into one we are all
ls beannaithe teach DE
Is manh an bhean Muire Mhée

Is peacach bocht mé {aoi walach trom

Jesus and Mary be L3 theia hosr
iwﬂhru'tilnm mmdﬁ.
evas Son of Mary

O come all ye faithfal

© come, O come Emmanued

O comifort my people and calm all their fear
O God you are the Father

O help of Christisns,
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mother dear, thy children ory to thee
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Réir Dé go ndeincam agus beatha na naomh go dtuilleam
Rug Muire Mac do Dhia

Sancti venite, Corpus Christi sumite

'Sé losa an fliréan a shaothraigh 4r n-anam

See amid the winter's snow

See how the rose of Juda from tender branch has sprung
See us Lord about thine altar

Silent night, holy night

Sing prase to the Lord all our days
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853

S.mg Eﬂame to our Creator, O sons of Adam’s race 101
your voice and sing a7
Simm.hnlndh is gloir duit 119
Solas na soilse "gus radharc na Triondide 12
Soul of my Saviour, sanctify my breast : 5 o n;
Star of sea and ocean, gateway to man’s haven 116
Smymﬂamhrdmpmywu, a.u-.-]uu 54y So19
Sweet sacrament divine ' : ng
Tar chugainn, a NaoimhSprid Bl:n':a.nn.utht o8
The bells of the angelus e S 112
The first Nowell thnmgﬂd;dm - bo
The of love my shepherd is g I
% Lord made known tollhrul e i e 50
Lord's my shepherd, I'll not want A ' 74 -
Therefore we Lefarn him kneeling % lﬂg
This is my will, my one command - 20
To Christ the prince of peace - <104
- To Jesus Christ our sovereign King =~ - EPRIARER S [
We gathered round our risen Lord e
chrnue}mua.ndﬂmnkywallhﬂlbmm o8
When creation was begun S 14

‘When [ behold the wondrous l:l"l:lI-
While shepherds watr.]lbd their flocks by night
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New Jubilate Deo (1974)

4
12

Contents: New Jubilate Deo
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Hymns Old and New (1974)

.# Hymns '
Old&New
nbook for4/; 3
= the rish Church &
N ‘

AIPA

HYMNS OLD AND NEW

A hymn book for the Irish Church

Edited by
FERGUS CLARKE,
DAMIAN LUNDY F.5.C.
and
KEVIN MAYHEW
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Salm Caintic Cruit (1992) — Veronica Ni Chinnéide
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Alleluia Amen (1978)

MUSIC FOR THE LITURGY
Edited by Margaret Daly
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Liks sivers in the desery, like springs from the rock
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Lord, vou have the wy
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BMoming hes brokes liks the st morning 90
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Pastoral Letter of the Archbishops and Bishops of Ireland page 7

HE ORDER OF MASS
page 15
*
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1 Mass of the Holy Eucharist (Phoenix Park, Dublin) 29
2 Liwrgy of the Word in honour of Saimt Oliver
Plunkeut (Drogheda) 36
3 Mass for Youth (Galway) 39
4 Mass of Our Lady of Knock (Knock) 45
5 Mass for the People of God (Limerick) 50
*
HYMNS
page 55

Hymns included in Celebrations

‘Ag Criost an siol’ — Sean O Riada

‘Be not afraid’ — Bob Dufford

‘Gift of finest wheat’ —Robert E Kreutz

‘Seek ye first” — Karen Lafferty

‘All the earth proclaim the Lord” — Lucien Deiss

‘Come and take the flesh of Christ” — Donal Murray

‘Dochas linn Naomh Padraig’ — Traidisiunta

‘Deus Meus’ — Maol losa O Brolchain

‘Failte Romhat a Ri na nAingeal’- Tradisilnta

‘Freely Freely’ — Carol Owens

‘Hail Redeemer King Divine’- Patrick Brennan/Henry Grattan Flood
‘Holy God we praise Thy Name’ — Ignaz Franz (English translation- C. A. Walworth)
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‘How Great Thou Art’- Carl Boberg/Stuart K. Hine

‘Lord of all hopefullness’- Jan Struther/ Tune — ‘Slane’ — Anonymous
‘Love is his word’- Luke Connaughton

‘Soul of my Saviour’- W. J. Maher

‘Bi a fosa im Chroise’ — Anonymous

‘T am the bread of life’ — Suzanne Toolan

Responsorial Psalms for Sundays and Major Feast Days — Fintan P. O’Carroll (1983)
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for
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and
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Fintan O Carroll

I.C.M.A.
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Hosanna (1987)

Contents: Hosanna
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Ihe references in square brackets are ¢
15. V = The Veritas Hy
luia! Amen!; 20C = The 2
Ik Hymnal

ompanime

AA=A

bide with me [V 140]

2 Ag Criost an siof |V.6]
Adeste fideles | V. 04|

4 All creatures of our God and King
5 Alletuia, for your Gospel [Sing for
the Lord 3)

6 Alleluis Psalm 150 [AA 112/114)
Al glory, praise and honour [V B5)
& All people that on carth do dwell | V.57)
7 All the earth proclamm the Lord
[AA110/001)
10 All you nations [AA.100/102]
I Almighty Father, Lord most high |V.11]
A losa bhiin [V.3)
I3 An rAisélri [V 98]
14 Angels we have heard on high [V.76]
15 A Rian Domhnaigh |V.50]
16 Attende Domine
At the cross her vigil keeping
18 Away in a mangor
19 Behold a virgin bearing him [V 62)
20 Be thou my vision [V.53]
Bi "loss im chroise [V 31]
Beannaigh sinn a Athair [V.3§]
Blest are the purc in heart [V.58)
Beatitudes |[AA 158
Bring all ye dear-bought mations [V 99]
Behold, O Lord, 1 come 1o do your will
1AA.131/133)
27 Caomhnaigh mé, s Thiarna |AA 126]
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62

64
65
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Cead mile fallte romhat |V 22]
Christ be beside me (V_19)
Christis alive [AA174/176)
Christ be near at either hand V.15

Criost hom |V, 17)

Clog dheascéal an aingil [V.126]
Come adore this wondrous pres
(Tantum Ergo)|V.137]
Come and take the flesh of Christ [V.15])
Come christians all, rejoice and sing | V. 101 )
Come, O Lord [AA.216)

Come to me, Lord [V.23)

Come Holy Ghost, creator, come [V, 106]
Come O crestor Spirit blest [V.108]
Come to me, all who labour [AA,238]
Day is done but love unfailing

Deus meus adiuva me [V 87]

Ding dong mernily on high

Déchas linn Naomh Padraig [V.135)
Fdilte romhat 2 Ri na nAingeal [V.25]
For all the suints [V.119)

Gabham molta Bhride [V.136]

Gift of finest wheat |[AA.210]

Gile mo chrof [V.115]

Glory to you my God this night [V, 11)
Cod, full of mercy [AAS.36)

God of mercy and compassson [V 84)
God of mercy and compasson falternative
waords) [V.84]

Grant tous, O Lord |AA.118/120]
God's blessing sends us forth [V.37]

Hall glorious St Patrick |V.113]

Hail Queen of heaven [V 125])

Hail, redesmer, king dlvine! |V .86]

Hail to the Lord who comes [V 112]
Hark, the herald angels sing [V.72]

Heart of Christ, we sing your praises
[V.116)

Holy Spint Lord of love [V.111]

Holy God we praise thy name |V 44|

1 am the bread of life [AA.160/162]

1'll sing # hymn to Mary | V. 131]

In fasth and hope and love [V.49)
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Into ope we are 2l gat
1 place all my trust in
IAA BD)

Is majth an bhean Muire mhoe (V. 124]
Jesus and Mary be your guests this hour
IV.140)

Jesus Christ is risen today [V.102]

Keep in mind [AA 146/147]

Jesus my Lord, my God, my all

Laudate Dominum

Let me sing of your law [AA67)

Let not your hearts be troubled [AA.201]
Let the earth rejoice and sing [V.105)
Listen to the Woad [AAS 18]

Like the deer that yearns [AA.90/92)

Lord accept the gifts we offer [V 13)

Lord dismiss us with your blessing [ V.42)
Logd let your face shine on us [AAS,40]
Lord of all hopefulness | V.47

Loving shepherd of thy sheep [V.111]
Love is his word [V.20;AA 229]
Maranatha, come, O Christ the Lord
[AA.142/144)

Make me a chanmel of your peace | 20C
Yol.1.35]

May Christ live 1n our hearts [AA.230/232]
May fights of angels [V.27)

May your love be upon us O Lord [AA.76]
Molalg: an Tearna [AA 98|

Méoradh duit a2 Rf na cruinne | V. 54)
Morning has broken [AA 212/213 V. 19]
My God accept my heart this day |V §]
My soul is longing for your peace [AA 117
Nearer my God 1o thee |V 142]

Now thank we all our God [V 411
Now the green dblade rises [V.104)

O come all ye fasthful [V 64|

O comfort my people [V.63.AA 266]
O come Emmanugel [V.60) 3
O cross of Chest imm Firee |V 8]
O help of christians, mother dear (V.3
Ojche chiin |V_65]

O sscrament most holy |V.33)




-l O\ Uh &

W ok B 1D B b b RS
@ 0

o Wr=-=0O

s
(-7

137
138
139
140
151
142
143
a4
145
146

O Lord | am not worthy |V 18]

O King « ndour [V 10]
em [ V.59
291

1's city {V.67]
sunded [V .95)

the Lord | V.29]

I who at thy eucharist didst pray

Pange lingua

Praise the Lord | Biblical Hymns & Psalms,
Vol |:38)

Praised be Christ's immortal body [V.90)
Pruise my soul the King of heaven [V.40)
Pratse 1o the Lord (V. 1]

Priestly people |AA 149]

Prasse 10 the holiess [V.82)

Prane God, from whom all blessings flow
vt

Reging cacl

Remember those, O Loed [V.58]
Receive O Father V. 14)

Rorate caeli

Salve Regina

Sancti venite |V, 15]

Show us Lord, the path of life [AAS.44)
See amid the winter's snow |[V.68]

'Sé& an Tiarna m'soire [AA 94)

See how the rose of Judah [V.73]

See us Lord, about thine altar [V.21]
Silent night | V.65]

Show us, Lord your mercy |[AA.68/70]
Sing praise 1o our creator [V.113]

Sing praise to the Lord all our days [V.78]

Sing to the Lord, alleluia [AA 84]
Siormholadh is gloir duit [V.133]

Soul of my saviour [V.32)

Stabat mater dolorosa

Stay with us, Lord, we pray you [V.24]
Stur of sea and ocean [V, 130]

Sweet sscrament divine [V, 35]

Tantum ergo [V.13,40,42,90)

The bells of the angelus [V.126]
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The church's one foundation

The light of Christ [AA 284/286]

T'he day thou gavest

¢ my shepherd is [ V.83
The fust nowell |V_70)

The Lord 15 my she pherd | AA. 288/ 289)
The Lord's my shepherd |V BS)

The Lord Jesus [AA.196]

The d made known Lo Israel |V.59)
Therefore we before him bending
[V.13404290]

The se s Chrast’s [V.6)

This day God gives me [V.19;AA.212/213)
Thisismy will [V.25AA.279]

To Christ, the prince of peace [V, 117]

To Jesus Christ our sov'reign king [V.118)
To thes, O heart of Jesus

Veni creator Spinitus

Ubi cantas

We praise you and thank you [V. 133

We three kings of arient are

We praise you God (Te Deum)[V.27)
Whatsoever you do [20C Vol.1.71

When | behold the wondrous cross | V.96
While shepherds watched [V.74)
Without secing you [AA.154/156)

Yes, | shall arise [AA 96/97)

You are the honour [AA 185]

Ceol an Alfrinn (Sedn O Riads)

A Mass for Peace (T. C. Kelly)

I'he king of

Cantate (1992-1994) years A, B and C

CANTOR-FRIENDLY
RESPONSORIAL PSALMS

SUNDAYS OF YEAR B

VERITAS

Contents: Cantate (Psalm Settings)
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In Caelo (1999)
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Lk Mo Hoar Your Yousce 13
Acelamations For Children 1

Cathering/Entrance Songs
Christ Be Owr Light

Laudaie, Laudaie Domenum
Yous Merey Like Rasn

Tar Anuas, A Speoraid Nacktmb
All Yo Works OF God L
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Responsorial PFealms

Loed Yiow Are My Shephénd

Wio Gbird Thad, A Thiama

Lt Us Rusjosicr

Sew How The Lord Bliswes Those Who Fear Him
In You, Crreation Finds Jis Joy

HERER

Gospel Acclamations
Alleliss
Leriten Acclamalssn

Pulgrim Allebaia

Communion Songs

Jesias Chaist, Yesterday, Today And Forever
Ui Caritas

Mo Ghird-sa Mo Dhia

Let Us Be Bread
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Introductory Rites

Kyrie (XV1) ¥
Koyrie {Tasze 19) Ed
Gloria k-]
An Ghldar 41
Sprinkling Rite 42
Cammunion Rite

The Lord's Prayer 4
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Musie for The Office

Benedichus %
The Day You Gave Us, Lord, Is Ended &
Magnificat o
Weddings

Today 4

Funerals
There 1s A Flace

Other Hymns (Wards Only)

Ag Criost an Siol

Be Mot Afraid

Chirist Be Beside Me

Christ Be Mear Al Either Hand

Eat This Bread

Here I Am, Loed

How Great Thou Art

Let All The Peoples Praise You, O Lord
Holy God, W Praise Thy Mame
Jesws, Remember Me

]"[l:ll:|.I Ma:ry. Full OF Grace
Lord OF all

Make Me A Channel (f Your Peace
Salve Regina

On Eagle’s Wings

& An Tiarma M’ Anire

Shine, Jesus, Shine

Take And Eat

The Lord's By Shepherd

Veni, Creator

=
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Redemptorist Mission Hymns 1979

MISSION HYMNS

1
TO DO YOUR WILL

To do your will ix my desire ;
To Nve in you, Lord, is my life,

To spread your Voo . thi o' all the carth,
T L + . r i,

AL of mv duys | sug your praise,
They' all my nights you are my liy.
You will shine forth thru' all my yeun,
And joyously will bring me bome.

Thry' all this world 1 see your face,
In all my ways you guide my heart,
You touch my face and comfort me
1 love the life you gave lo me.

Secking a home from hate and strife,
I've found in you the stremgth to see
The ing of this bled life.

§ Ei;rsg
T
e

:
E §

H
£
|

Whose (rust, ever child-like, no cares could
destroy,
Be there at our W give we pray,

Loed of all Lord of all faith,

Whose strong hands were skilled at the plane
and the lathe,

Be there at our labours, and give us, we pray,

Your strength In our bearts, Lord, at the noon
of the day,

Lord of all kindlinness, Lord of all
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Refrain :

Give me faith in my Bbeart, keep me searching,

Refrain :

b

Give me hope In my heart, keep me striving.

Refrain 1

Give me love in my beart, koep me serving.

Refrain

mmm

Hullowed by thy mame. (2).

£,
s 1t
3 it
nnmw
m Mmms

Where there’s despair in life let me bring hope,

Make me a channel of your peace:
Where there Is darkmess omly

1

So much to be comsoled as to console |

To be undersiood a5 to understand,

And where there's sadness ever joy.
O Master grunt that T may wever seek

soul,

To be loved as to love with all my

-4

ACKNOWLEDGEMENTS

Gratitude is expressed to the followin

for per- i

mission to priat these hymns @ James &dmk SJ.

Geoffrey Chapman': Hymns nos. 2, 3, 6 and 19,

If we fail 10 acknowledge suthors we apologise
KEY PRINTING WORKS LIMERICK

Woald Library of Sacred Music, Gallard Ltd.
and will corfect the error in fulure reprints,
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Appendix C: Women Composers (1963-2024)

Irish female composers featured in the Irish Church Music Association Tutorials,

1998-2019

1998

Margo Lombard

Una Marie Mclaughlin
Veronica Ni Chinnéide
Mary Amond O’Brien
Siobhan Mullin

2000

Sue Furlong

2001

Moira Bergin

Ite O’Donovan

2002

Sr. Columcille

Sue Furlong

2003

Pauline Chambers
2004

Julianne Woods

Ite O’Donovan
Margaret Daly

2005
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Margaret Daly

2006

Patrice O’Connor

Ite O’Donovan

Margaret Daly

Sue Furlong

2007

Ite O’Donovan

2008

Marie Dunne

Margaret Daly-Denton
Ite O’Donovan

2009

Margaret Daly-Denton
Sue Furlong

Ite O’Donovan

2010

No Irish female composers
2011

No available information
2012

No Irish female composers
2013 -

No available information
2014

Mary McDonnell
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Moira Bergin

2015

Mary McDonnell
Moira Bergin

2016

Michelle Sutton Ryan
Moira Bergin

2017

Moira Bergin

Ite O’Donovan

2018

Margaret Daly-Denton
Sue Furlong

Maire Ni Dhuibhir
2019

Moira Bergin

Helen Walsh

Margaret Daly-Denton
Ite O’Donovan

Sue Furlong

2020 -

No meeting due to Covid 19 pandemic
2021

On Line due to Covid 19 pandemic
2022

No information available
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2023 -

No information available

Guest Directors list for ICMA Summer Schools shows one female guest director

PREVIOUS SUMMER SCHOOLS
VENUE GUEST DIRECTOR

Ma

Ddglan Park

All Haliow's College, Drumcondra
Galway

Gormanstown College, Co. Meath

Dungarvan
Redemptorist College, ln:)way

- Carysfort College, Dubl Abbé Paul Décha
Dungarvan John Cooke
)-h_'ryJ Immaculate College, Limerick 2
NUTU Colerain Churistopher Walker y
Maynooth Christopher Walker / Lucien Deiss
Ma Eric Sw

Clongowes Wood College, Kildare Paul In

Clongowes Wood College, Kildare her Walker

Maynooth I&:cv;“d la’ml
& Al joncas
NLG Colerain Donal Doherty
Masmnooth David Saint
Maynooth John M %A
ynooth Christopher Walker
Maynooth Michae! Joncas
Maynooth Steve Wamer
Maynooth Donal
Maynooth Christopher Walker
. Maynooth Marty Haugen
Maynooth David Saint
Maynooth Orla B
Maynooth Christopher Walker
Maynooth Orla Bafr) / Liam Lawton
wtryrmot Ehrer-Smime
Maynoath .\hrrg;l:‘:xsm
Mag-nooth Orla
Weeney
Maynooth John O'Keeffe
Maynooth Andrew Mackriell
Maynooths Tom
Maynooth Michael Joncas
Maynooth Kevin O'Carroll
Maynoath Christopher Walker
H Orls Barry .
yToQ
Maynooth Paul Kenny
Maynooth David Saint
Maynoath Andrew Reid
Maynooth Tony Alonso
M Orla Barry
Yoo ORI e, T ST
Maynooth
Covid 19
Staynooth (2 Days) John O'Keetie | R
bopd tfe / Ronan McDonag?
Nayooth (3 Deyy) Christopher Welker e
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Guest Directors list for ICMA 1977-2019 contains one woman only.

Jowdes
Cany Lt follege
DM 19

Seeve Warner
Wiy ih, 1y

Yoy Renudzlo

My, vy

Christogiier Winlker
Svw Undwenly of
EhAn Cilernan

J990 Migmoee b, [T,
ANV IV T Muarty Hawgen,
Mapaoarh, 1995

2001 M2

Aevin O Carroll,
Moty 20y

MNE Clorgrseny -
Wonnl D 1

Ovila Darry,
Mg onnh, 1597
2000, 2008 0,

7 Laciow Dietyw,
MuyrsarA, 1984

Fr Pl Keman
Moyaoach, 2040

u. ey

- -

Pric Sweeney, Davi Naas, Amirew Reld,

Maynoath, 1l Mapwoorh. 1A Maywooed, 2015

Paul inwood,

Clengomwes Wosd Tomy Alonso,

Caliege, 1907 Ay et A
St Neft,
Mayvoain, iy

Fr Michael Jowcas, |

Mayruath, 2956, John O Reeffc. Philip Scopford.

1491, JOs, Mapweak, 2005 M Mawnoliy Jurs
Fr Muckaet fncas,
gl 2019
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International female liturgical composers:

Carol Browning, Jeanne Cotter, Dolores Dufner, Barbara Bridge, Bernadette Farrell, Dolores
Hruby, Donna Pefia, Anne Quigley, Sarah Hart, Lori True, Janét Sullivan Whitaker, Kate
Williams, M. D. Ridge, Suzanne Toolan, Kate Williams.

Gerard Gillen’s critique of Saint Benedict’s Mass by Margaret Daly-Denton in New Liturgy,
27, Autumn 1980

Notes and Noftices

Saint Benedict Centenary Mass by Margarer Daly. Inish
Institute of Pastoral Liturgy, College Street, Carlow, 1980.
People's card 30p (incl. VAT). Organ edition (£1.50-mel.
VAT). :

This Mass composed by Margaret Daly (until recently Director

of Music at the Irish Institute for Pastoral Liturgy) as much in
personal as institutional tribute to the considerable Benedictine
contribution to liturgical development in Ireland, is itself a
model of imaginative and skilful musical writing. It breaks
away refreshingly from the rather stereotyped*mould (unadven: .
turous clichéd harmony and folksy, singable but unmemorable
meleddic lines) which has characterized so much recent Irish
liturgical musical composition. A strong and singable melodic
line pervades Miss Daly's Mass, and her harmony is spicey and
modally flavoured, while the contrapuntal element is always, if
unobtrusively, to the fore. Her organ accompaniment is particu-
larly good and often guite independent of the vocal line. How
organists will bless her! -

The Mass iz set for cantor, congregation and refrain in the
by now familiar sequences. There are, however, (wo unusual
and noteworthy additional elements: first, the entire Eucharistic

" prayer (complete with choice of Prefaces) is set for the cele
brant in an attractive quasi gregorian style, and, second, there
is a very useful supplgment with chants and acclamations for
use during devotions and children’s Masses. In summary, the
entire setting is a real addition to our corpus of liturgical music
compaosition.

Gerard Gillen
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PO Jesiin is Risen Let us Sing [Gonsale £ Gansalve)

11, Ower My Head {Tow K

12 Cenon of Praise (Masterworks Choral Seried) | Mal Hopaar)
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15, Heoly Groend ({ Luw Ceda)

16 Jesus Loves Me™We are all Ged s Children | fanSinimed
17 Lt i Singg [ Vhace Ambroari]
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19 Bmegive the Power { Gay Sebdrism)

200 A Hymn for Bedtme @ Jem Cafaean)

21. Allelula « Song of the Spirii Ty Al

71 Gl i Lowe { trepal Frng)

2L Praise His Holy Mame (#niE Mampton)

24. Takoe O Take Me as | Sm | 5ol BaT)

25, Epemad is your Love | Lam Daisde)

= ad bkl —

B om o s

26, Come Feast AL this: Tahle (0 Sacrameni Must Hely) (4w Cailisen)

I7. Solise no Greine Linn [ Sjmar SoDaragpd)
. Coms: % the Wiers [ Lom T
29, Ky, Parrick's Breasiplabe { D $apht)

FARIAM G4 YHOR
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Appendix D: Music aids, vocal exercises and liturgical checklists

Exercise for syncopation:

1 2 and 3 and 4 and
Clap Clap Clap

Basic VVocal Exercises:

Vocal exercises are vital to developing vocal flexibility and accurate intonation and pitch.
Gentle humming with soft palate fully lifted: the tongue flat in the mouth and lips gently
together not only warms the voice but places the voice into the resonating cavities in the head

creating a focussed sound.

Mm - ma - ah._ Mm - ma - ah. Mm - ma - ah.

e 4 ¢ . : ——

Ma-ny, ma-ny, ma-ny, ma-ny, ma-ny, ma-ny, ma-ny, ma-ny, men.

Exercises for the tongue muscle.

3 e e e

La-dy, la-dy, la-dy, la-dy, la-dy, la-dy, la-dy, la-dy Ilen.
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The simple exercise on the vowels will ensure the clarity of the five main vowels, Ah which is

an open vowel, the tongue vowels Eh and Ee and lip vowels Oh and Ooh.

f)
e
G e
) -

Ascending Perfect 4" — “We wish you a merry Christmas’

f)
|
UV (@]
e >

Ascending 4" - ‘Here Comes the Bride’
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e

D4

e) o o

Ascending Perfect 5" — ‘Twinkle twinkle’

Ascending Minor 6™ — ‘The Entertainer’

Ascending Major 6™ — ‘Dashing through the snow’

f)
D%

LY -

Ascending Octave — ‘Somewhere over the rainbow’

f
e |

LY

Descending Minor 3™ — ‘Hey Jude’

Descending Major 3" — ‘Swing low, sweet chariot’
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-

Descending perfect 4" — ‘O Come all ye faithful’

==

<4
Py o o

Descending Perfect 51" — “Flintstones, meet the flintstones’

o)

g

LY

Descending Minor 6™ — “‘Where do | begin’

Pentatonic scale

e

|1

ol

| THER
| 108
|

TN

Parallel 4ths

;

3

i g i i
L

"Wl
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CHECKLISTS:

A Strategy for the Promotion of Congregational Singing
The following points may help those preparing the litargy to improve congregational singing:

1. People sing short refrains much more easily than long verses,

X Some music will need to be repeated from week to week if the congregation is to
grow accustomed o singing,

3. The more important chants of the Mass have popular settings which in fact use
refrains, for examnple, the Gospel Acclamation, the Acclamation after the Institution
Marrative, the Great Amen and the Responsorial Psalm, It is wise to begin working
on congregational singing by EW“‘“"”E om just one or two of these for some weeks.
As the texts are well known, hymnals or sheets are not normally needed for these
pieces.

4. Tick very easy settings to start.

5. Acertain minimumm number of pieces should be repeated for a month, a season or
even a whole year.

6. Itis quite permissible, for the sake of congregational singing, to use the same
Responsorial Psalm over a period of weeks. Obviously the psalm will need to be
carefully chosen if thiz approach is adopted. The Lectionary offers a selection of
common psalms in vol. 1, pp 949-963,

7. People are more inclined to sing if there is a cantor who is able to rehearse them
brietly in one or two pieces before Mass and can continue to encourage them to sing
during the celebration itself, This person need not be a good singer, but must be a
good encourager!

B. Ifaleaflet is being used, those parts which are to be sung by everyone should be
clearly marked. When the word ‘choie” appears after a title the congregation is less
likely to join in, Words such as ‘All sing” are helpful before the appropriate refrains,

9. Ifpeople do not know the words of a particular text off by heart, it is not fair to
expect them to sing unless a text is provided for them,

10, Tt takes a long time to educate a ‘passive’ congregation into active participation
in music and considerable persistence is often needed in the face of apparently
minimal progress, In such cases substantial progress may take years,
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A MUSIC PLANMING SHEET FOR SUNDAYS AND FEASTS

Sanday/ Feastday

Canters

Orrganist/ Accompankst/ Music Group:

First Reading Responsorial Pealm | Second Reading Gaspel

Responsarial Pralm

Gospel Acclamation

Profession of Faith

Prayer of the Faithful

Preparation af the Gifts

Samcius

Acclamation after the Institution Narrative

Greak Amen

Lord’s Prayer

Agnus Dl

Cammuanion Song

Somg of Praise after Communion

Recessional Song
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WEDDING MUSIC CHECKLIST

Wedding of and Date: Time
Wedkding Maas 7] o Litaegy of the Woed []

Names and coneact detaiks of

Triost

Muuc may be used ot all o soene of the folhawisg tremests during the weddag Murgy:

.

The thcks ¥ i the left hand colamn ( Selont’) skow momests where music s sormally
pecfocnad when there % just 3 selont svailable.

1f youe congregation is likdy to sing, the ticks « in nest column (‘Congregataon ] shew the
more unportant pieces which might be corsidened for theis participation.

The Saurth colunn,'Deseription of Each Optin’ gives all the opeases avadable.
hm&'umh«uﬂd—&n&umumwﬂnhm
takes plice cutesde Mass.

)

f T Musicdl hen Descripticn of Lach Opeion Cheice for Your Wedding

with Refram fae the cosgregation, oe
choclorsh sagig_

Lond have meecy” Revted, or wang with peophe sesponding,
o yarg bry 3 char

Glow” Ny be vurg

Exchurge of Risgs
v A the Preparation of | Chroral or solo uzglag, ¢ inswusertsl
Se Offcoap” mranc
« | Maly Holy" Seteg wiih purticipation of the

| Aom" Sarg with participation of the
Sonpregitien, ce rected.
Owr Father Sang by al, or recied
Lambaf God® Surg with the partictpation of the
congregation, or aumg by chaks or caar
dheoe e secited
v Holy C: Sogog l

Afes Final Blesizg | Singing o wtrumental sk

Mesic List Checked and Approved for use by

FUNERAL MUSIC CHECKLIST

Fuseral of

Dase: Tane of Reception of the Body
“Tiswe: of Funeral Mass

Names and detsile of

The Bereaved (coatact perurn)

Faneral Underta Priest

Mmhuﬂldumﬂ&cﬁh—gwmthﬂw

 The ticks ¢ in the left hand colmn [ Solost’) how moments whese mosic is noemaly
performed when there is pust 2 soloit available

+ Wyour congregation is Meely to sng, the ticks ¢ i pest cobamn (Coagregation’) show the
maee Important pieces which might be comsidered foe ther participaton

* T fovarth coburres, Dieacrigtion of Each Optaor’ gives all the options svailable.

Reception of the Body

i

Masical e Descripeion af Each Ogasn Choice

A the congregaion | toatrunenal Musk: {opescnsl) T
pders

v | v |EBstrance Processon e, or Blyren, oc Soag
with Refran Sor the comgregation, o=
chodormlouaghg

v R 0 Pades a

Sueg, mith people rewp % O g
without & pefrain foe the
peugle, oc

v | Gespel Acclamation | Sung, sabl, ¢ my be senitad

Resporne 1o the ‘Lord, huse mercy ‘A Thisrea dean
Ly tedcare ur 'Kyrie Beveon’ oc 3 diler
rosponse oy be surg

Oue Father [orrTp——

Maron Arehest Sang with the particpation of the
:umuvughchww

Adterthe bungy b | Senging or instrarereal mis,
conduded ¥
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Masic List Checked and Appraved for use by

E Masical Ttem Description of Each Optian Cholce
v Entrance Procession | Instrumental masic, or Hyma,

ar Sang with Refrain for the

congregation, or choral or salo

Loed have mercy® | Recited, or sung with people
responding, or sung by a chair

Respansorial Psalm | Sung, with people responding, or
sung without a refrain for the people,
or recited,

Gospel Acclamation | Sung, or omitted

v At the Preparation | Choeal or solo singing, or

of the Offerings | music

Holy Holy Sung with participation of the
congregation, or recited.

Acclamation Sung with participation of the

after Institution congregation, of recited.

Narrative

Amen Sung with participation of the
congregation, or recited.

Lamb of God Sung with the participation of the
congregation, or sung by choir or
cantor alone, o recited

v Holy Communion | Singing or instrumental music

While the Coffin | Saints of God sung by cantor with

i sprinkled and congregational response, or recited.

incensed An alternative song sung by cantor,
choir or congregation,

v Final Procession | Singing or instramental music,
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Appendix E: Photos and works of Fintan P. O’ Carroll, Margaret Daly-Denton,
Liam Lawton and Bernard Sexton

Fintan P. Q’Carroll

List of works:

Responsorial Psalms for Sundays and Major Feast Days, (Carlow: Irish Church Music
Association 1983), (iii)

The Collected Masses of Fintan P. O ’Carroll (Dublin: Veritas Publications, 2012)
This collection contains Mass of the Angels (1969)

Missa Salve Regina (1974)

Mass of the Immaculate Conception (1977)

Mass of the Annunciation (1980)

Responsorial Psalms for Sundays and Major Feast Days, Paul Kenny (ed.), (Carlow: Irish
Church Music Association 1983)

‘S¢ an Tiarna M’aoire’ in Margaret Daly-Denton (ed.), Alleluia! Amen !
(Dublin: Veritas Publications, 1978), 49
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Margaret Daly-Denton

List of works:

Alleluia! Amen! Music for the Liturgy (Dublin: Veritas Publications, 1978)

Alleluia! Amen! Supplement (Carlow: Irish Institute of Pastoral Liturgy, 1980)
St Benedict Centenary Mass (Carlow: Irish Institute of Pastoral Liturgy, 1980)
Kainos Mass (Carlow: Irish Institute of Pastoral Liturgy, 1986)
Music for Your Wedding (Dublin: Veritas Publications, 1991)

Nunc Dimittis (Dublin: Veritas, 1991)

Cantate: Cantor Friendly Psalms (Dublin: Veritas Publications, 1991-1993)

The Good Friday Reproaches (Dublin: Veritas Publications, 1993)

Exultet (Dublin: Veritas Publications, 1993)
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Psalmody: A Living Tradition of Worship (1997)
David in the Fourth Gospel: The Johannine Reception of the Psalms (1999)
Psalm-shaped Prayerfulness (2010)

John, an Earth Bible Commentary: Supposing Him to Be the Gardener, (2017)

COMPOSITIONS:

Alleluia! Amen! Music for the Liturgy (Dublin: Veritas, 1978)

Alleluia! Amen! Supplement (Carlow: Irish Institute of Pastoral Liturgy, 1980)
St Benedict Centenary Mass (Carlow: Irish Institute of Pastoral Liturgy, 1980)
Kainos Mass (Carlow: Irish Institute of Pastoral Liturgy, 1986)

Music for Your Wedding (Dublin: Veritas, 1991)

Nunc Dimittis (Dublin: Veritas, 1991)

Cantate: Cantor Friendly Psalms (3 vols, Dublin: Veritas, 1991-3)

The Good Friday Reproaches (Dublin: Veritas, 1993)

Exsultet (Dublin: Veritas, 1993)

BIBLIOGRAPHY

Patrick O’Donoghue: ‘Music and Religion in Ireland’, IMS iii: Music and Irish Cultural

History, ed. Gillen and White (Dublin: Irish Academic Press, 1995), 116-52

Helen Phelan: ‘Laus Perennis: The Emergence of a Theology of Music with Reference to

Post-Vatican II Irish Catholicism’ (PhD, UL, 2000), 249, 254-5, 273-5

Margaret Daly-Denton: ‘Entrance Psalm: “Let the peoples praise you, O Lord”’, IMS vi: A
Historical Anthology of Irish Church Music, ed. Gillen and Johnstone (Dublin: Four Courts

Press, 2001), 269-95

List of names and places for inclusion in index:
Gillen, Gerard

Griffiths, Vernon

International Commission on English in the Liturgy
Irish Institute of Pastoral Liturgy

Mews, Douglas
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New Zealand

St Patrick’s College, Maynooth
Trinity College, Dublin
University of Auckland

University of Canterbury (N2Z)
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Liam Lawton

List of works:

Masses in the Irish Language
Molaise, (1990)
Aifreann Mhuire na nGael, arr. Mark Cahill, James Quinn, (Seol Music Publishing, 2012)

English Masses

Sacred Story (Mass for Edmund Rice) arr. lan Callanan, (Dublin: Maelruain Publications,
1996). This Mass includes ‘Laudamus te’, ‘Mo Ghrasa mo Dhia’, ‘Pity then the child” and
Psalm 34 ‘The God of Life’.

Mass of the Celtic Saints (Dublin: Veritas Publications, 1998)
The Glendalough Mass arr. Paul A. Tate (Chicago: GIA Publications, 2010)
Mass of St Patrick arr. Paul A. Tate (Chicago: GIA Publications, 2017)

Collections of Music
Light the Fire, Dublin: Veritas Publications, 1996)
Contents:

‘Could it be’
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‘Gather’

‘The Martyrs’ Theme (I rejoiced)
‘How can | repay the Lord’ -Psalm 116
The Eucharist

‘Every Heart’

‘Song for Oran’ (Glory to God)

‘The darkest hour’

‘Pilgrim Song’

‘The Weaver’

‘A Celtic Rune’

‘Kyrie’ (Celtic and Greek)

‘Pater Noster’

‘Peace Prayer’

‘The Hermit Song’

‘Light the Fire’ (St Brigid’s Anthem)

Collection: The Clouds Veil - The song of the Celtic soul (1998)
Contents:

Mass of the Celtic Saints

‘Sing a song to the Lord Psalm 95’

‘The Clouds Veil’

‘Holy is God’

‘I will be the vine’

‘On the Journey’

Canticle — Revelations 15:3-4

‘Hiding Place’ Psalm 17

‘Sail the soul’ based on the prayer of St Columcille.

Collection: ‘High is the Heaven’ (Chicago: GIA Publications, 2020)
Contents:
‘The Lord hears the cry of the poor’

‘As you bring your gifts to the altar’
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There’s a star

In the presence of the angels

How lovely is your dwelling place
What marvels the Lord worked for us

High is the Heaven

Songs:

There’s a place (In Caelo) (1999)

Magnificat - | will glorify the Lord (1999)
The Lord will heal the broken heart -Psalm 34 (1996) (In Caelo)
Paidir na Triondide (1995) In Caelo

Let every human heart (2001)

In the quiet (2000)

The maiden and her child (2000)

Ave Maria

Exultet (2001)

So longs my Soul 2002 (From Into the quiet)
In the quiet (2002)

Breast plate (2004)

As you go (2005)

The House of the Lord (2006)

You are the light (2006)

The valley of the Lord (2006)

Far beyond (2006)

Faithful is the Lord (2006) (traditional —-Mo Giolla Mear adaptation)
Sing of a lady (2006)

Rose in December (2006)

The Lord is my shepherd (2006)

In Silence and Peace (2009) (Psalm 131)
Heal us Lord (2009)

There are many rooms (2009)

Into the quiet (2010/12) (From Castle of the soul)
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Christ has no body now but yours (2011) (From Castle of the Soul)

Holy Ground (2013) (From Eternal)

Pilgrim (2014)

Rise Up (2014)

A true encounter (2014)

The Fountain of Life (2014)

Where two or three are gathered (2015) (From The Best of Liam Lawton)

In the presence of the Angels (2017)

Faithful is the Lord

You are not alone (2020)

Benedictus

Bless the Lord - Psalm 102/103

CDs

The Clouds’ veil, Eagan Recording Studios, Minnesota USA, 415, 1997
Ancient Ways, Future Days Airwave Recording Studios, Chicago, USA, 475, 2000

Eternal, Crookedwood Studios, Navan, Co. Meath, Ireland, 917, 2014
High is the Heaven, Crookedwood Studios, Navan Co. Meath, Ireland. 10099, 2020
Castle of the Soul, Los Angeles Recording Studio, USA, 863, 2011

Pilgrim, Los Angeles Recording Studio, USA, 929, 2014

Beyond Words (2003/2016)
Another World (2005) 632

Time (2005)

Christmas Song (2006)

Sacred Land (2006)

Song of the Celtic Soul (2007)
Healing Song (2009)

The Best of Liam Lawton (2015)
Bethlehem Sky (2015)

Catholic Irish Classics (2015)

259



Orchestral arrangements:

Lumina Vol. 1 (2016), Lumina Vol. 1l (2017)

Hymnals:

Lawton, Liam, (ed.), In Caelo, (Dublin: Veritas Publications, 1999)
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Bernard Sexton

Biography: Bernard Sexton

UCD 1992 BMus
DIT 1993
University of Chichester 2022

ANIMA, directed by Bernard Sexton, was formed in September 2008. The group sang a wide
range of music and performed in a number of Dublin venues including University Church, St.
Stephen’s Green and the Church of St. Nicholas of Myra, Francis Street. In May 2011
ANIMA participated in the AIMS Choral Festival in New Ross where they were awarded
First Prize in the Chamber Music Competition and First Prize in the Sacred Music
Competition. The choir was also a finalist (three times)in the RTE Lyric FM Choirs for
Christmas competition. In November 2014, the choir was awarded 2" prize in the mixed
choirs competition at the Sligo International Choral Festival. ANIMA were awarded 1% prize
in the Sacred Music competition and 1% prize in the Jazz and Popular Music competition at
Arklow Choral Festival in March 2016. The choir's final concert was in May 2016. The choir
presented concerts in Sicily and Denmark and won praise, nationally and internationally, for
its unified sound and mastery of a range of choral styles.

List of works: Bernard Sexton

Works for SATB Accompanied

A Gaelic Blessing (GIA)
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For the Beauty of the Earth (GIA)
Be Thou My Vision (GIA)

Ubi Caritas (GIA)

Shepherd Song (Sheet Music Plus)

May the Lord Bless (SMP)

The Greatest of These (SMP)

May the Lord Bless You and Keep You_ (GIA)

The Lord is my Shepherd (GIA)

Works for SATB Unaccompanied

Prayer of Cardinal Newman (SMP)

Prayer of St. Patrick (GIA)

Ave Maria (available now from Cailino)

Ave Verum Corpus (SMP)
Stabat Mater (SMP)
Evening Prayer (SMP)

Do Not Be Afraid (SMP)
Deep Peace (GIA) -

Set Me as a Seal

Peace | Leave with You

O Magnum Mysterium - Cailino
Ubi Caritas (2018) - Cailino
In Paradisum

Locus Iste

God Be in My Head

If Ye Love Me
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Tota Pulchra Es

This Marriage

Secular SATB

Molly Malone (Cailino)
Wayfaring Stranger (SMP)
She Walks in Beauty (SMP)
Song of Wandering Aengus
Now You Will Feel No Rain
I Am Not Yours

Down By The Sally Gardens

Christmas SATB

In A Stable (GIA)

Dormi Jesu (GIA)

Welcome Carol (SMP)

Silent Night arr. (SMP)

On Christmas Night (SMP)

Rejoice and Be Merry -Gallery Carol (Cailino Publishers)
O Little Town of Bethlehem ( GIA)
Ring Christmas Bells (SSA)

Hush My Dear(GIA)

Love Came Down at Christmas (GIA)
Angels from the Realms of Glory (GIA)
O Nata Lux

Song of Mary and Verbum Caro
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Christmas SAB

The Huron Carol (Calino )

Works for SA/ SSA/ SSAA
God Be In My Head (GIA)
Hymn for the Jubilee of Mercy

Shepherd Song (SMP)

Take, Lord, and Receive —Suscipe (GIA)

Huron Carol SA/ SSA (Cailino)
Suantrai Chriost (Cailino)

In the Bleak Midwinter- Cailino
Ave Maris Stella SSAA

Exulta Filia Sion SSAA

Ave Maria (SSA)

Ding Dong Merrily on High (SSA)
Silent Night (SSA)

Tantum Ergo (SSA)

Works for TTBB
Vigils
Mo Ghile Mear

Wild Mountain Thyme

Liturgical Music
Come and Praise (GIA)

This is the Day (GIA)
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Father of All (GIA)

Laudate Omnes Gentes (SMP)

This is the Bread (SMP)

God's Holy Gifts (SMP)

May Your Love Be Upon Us- Psalm 32 (SMP)
Mass of Renewal (Veritas/ SMP)

Mass of St. Colman (available from Cloyne Diocese)
Penitential Act/ Gloria/ Sanctus/ Agnus Del
Celtic Mass (Columba Press)

Sanctus/ Kyrie/ Gospel Acclamation/ Gloria
Though We Are Many

Criost Liom (SMP)

God of Hosts - Psalm 79 (SMP)

May the Lord Bless us - Psalm 127 (SMP)
Sing to the Lord (SMP)

The Last Supper GIA

Maranatha, Come, Lord Jesus

Credo in Unum Deum

O Blessed are Those (Psalm)

Our Father SATB

Beannacht Leat Do Mhuire/Praise to God Around Us
Do Not Be Afraid (GIA 2020)

Cantate Domino (available soon GIA)

Come To The Table

Festive Blessing (available soon GIA)

Behold What You See
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The Lord is My Light and My Salvation

Taste and See

God Will Wipe Away All Tears - full accompaniment and instrumental parts
Gather Us Lord

Lord Hear Our Prayer ( General Intercessions)

The Word of God

Where Two or Three are Gathered

Instrumental Music
On the Shores of Lough Arrow (violin and piano)
Famine — Eviction (violin and piano)

Three Irish Hymn Tunes (violin and piano)

Inter-generational Music (from Grow in Love)
There are Many Rooms

Hymn to St. Brigid

Let Us Gather Before Him (Collection of Music for First Communion with all
accompaniments)

Huron Carol (Cailino publishers)

God Has Given Us the Earth

Prepare Ye the Way of the Lord

A New Commandment

Caring for God's World

The Lord, He is My Shepherd

Welcome Holy Spirit, Welcome

Who Do You Say That | Am?
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Ready to Forgive

Trust in the Lord - Psalm 37
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