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Abstract
Through the centuries many documents regarding sacred music were released by the Catholic
Church, notably in the 20th century. These documents are essential for the understanding of the
sacred music principles. This doctoral research project extracts the sacred music principles from
documents of the Catholic Church and didactically groups them into eight categories: purposes
and general principles of sacred music; types of sacred music; active participation of the faithful;
text and language; duration; solos; exclusion of profanity; and instruments. Then, this research
project presents the analyses of two compositions to exemplify how to determine the degree of
appropriateness of a piece for the liturgy, whether for the Ordinary Form of the Roman Rite, for
the Extraordinary Form, or for both. The two pieces analysed are from Brazilian composers of
the 20th and 21st centuries. The first piece analysed is Osvaldo Lacerda’s Missa Ferial, and the
second is João Guilherme Ripper’s Gloria Concertato. Ripper’s Gloria Concertato is a piece for
soloists, choir, organ, timpani and orchestra composed for concert, whereas Lacerda’s Missa
Ferial is a polyphonic choral piece for the Ordinary Form of the Roman Rite, but such an
analysis is not a black-and-white task. This doctoral research project may help composers,
clergy, music directors, and others to better understand the principles of sacred music and,
therefore, to better compose and choose the pieces to be executed in the liturgy.

Keywords: Catholic Church; Pope; composition; sacred music; principles; polyphony; Lacerda;
Missa Ferial; Ripper; Gloria Concertato.
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Chapter one:
Introduction
The Catholic Church describes sacred music in many ways. It is a “complementary part of the
solemn liturgy” (Tra Le Sollecitudini, 1903, n. 1). Sacred music is the music that, “being created
for the celebration of divine worship, is endowed with a certain holy sincerity of form”
(Musicam Sacram, 1967, n. 4, a). A sacred song united to the words “forms a necessary or
integral part of the solemn liturgy” (Sacrosanctum Concilium, 1963, n. 112). As much as sacred
music has been eulogized for its important qualities over the past millennia, questions have also
been raised regarding the appropriateness of using polyphonic music in the Catholic liturgy since
the development of sacred polyphony, and these concerns can be found in documents ranging
from Pope John XXII (1323) to Pope Benedict XVI (2007). The different papal legislations over
the past 700 years not only provide clarification regarding what is and what is not appropriate for
use in the liturgy, but by doing so they also provide the sacred music principles that can serve as
guidelines for analysing the appropriateness of polyphonic music for the liturgy.
Setting a sacred text to music does not automatically make the music appropriate for
liturgical use, though the blurring between secular and sacred musical forms is common in many
parishes. Furthermore, analysing for appropriateness in worship is not a black-and-white task, as
the rules for setting music are not always precise. To compound the challenge further, there were
significant changes to the liturgy in the 20th century. In the 1960s, the Second Vatican
Ecumenical Council (commonly referred to as Vatican II) took place and a new Missal was
promulgated. In 2007, Pope Benedict XVI affirmed in his motu proprio Summorum Pontificium
that there are two forms of the Roman Rite: The Ordinary Form, with the liturgical changes of
Vatican II (1962-65), and the Extraordinary Form, with the liturgical rules before Vatican II. The
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sacred music principles guide the music for both Forms of the Roman Rite, but there are specific
rules for each. As a result, composers nowadays have the additional challenge of composing
pieces that can be used in both Forms of the Roman Rite, or have to make a choice of one of
them for a particular piece.
Therefore, to aid in the task of understanding how to apply the rulings of the Catholic
Church on polyphonic music for the liturgy, this research project provides the analysis of two
pieces of Brazilian composers to determine how well they correspond to the principles of sacred
music extracted from the documents of the Church. These analyses may serve as a model for
other ones regarding polyphonic settings of sacred texts.
The two pieces analysed are Osvaldo Lacerda’s Missa Ferial (1966) and João Guilherme
Ripper’s Gloria Concertato (2017), inasmuch as they are considerably different from each other.
Lacerda’s Missa Ferial is a short a cappella musical setting for the texts of the Kyrie, Sanctus,
and Agnus Dei. Ripper’s Gloria Concertato is an extended orchestral setting of the Gloria text,
for orchestra, choir and soloists. Composers Osvaldo Lacerda (1927-2011) and João Guilherme
Ripper (b. 1959) were both born in Brazil and enrolled in a commission for sacred music in
Brazil. The choice of Brazilian composers was done because the author of this research project
was born and raised in Brazil, and because of the lack of studies in this field regarding Brazilian
composers.
As stated above, the two Brazilian composers were enrolled in a commission for sacred
music in Brazil. The National Commission for Sacred Music of the CNBB – Conferência
Nacional dos Bispos do Brasil1 – was founded in the 1960s and aimed to conduct the liturgical
music changes based on the documents of the Second Vatican Council (Almeida, 2014). Today

1

National Conference of Bishops of Brazil.
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the commission responsible for this subject is the Sector of Liturgical Music of the Episcopal
Pastoral Commission for the Liturgy of the CNBB.
In order to analyse the pieces of Lacerda and Ripper based on the sacred music
principles, a review of these principles is necessary. This Introduction provides an overview of
the history of sacred polyphony legislation. Chapter two focuses on 20th- and 21st-century
documents on sacred music and is divided into the following sections: general principles; types
of sacred music; active participation of the faithful; text and language; duration; solos; exclusion
of profanity; and instruments. Although the principles studied may be applied to different types
of sacred music, the focus is on sacred polyphony. Chapters three and four provide short
biographies of the two Brazilian composers along with the analyses of the two works mentioned
above. The analysis of both pieces is divided into seven items: overview, text and language;
duration; solos; exclusion of profanity and other principles; instrumentation; and conclusions.
Chapter five is the conclusion and summarises the results of the analyses and discusses the
importance of this research project for composers, clergy, music directors and others.

1.1 Overview of the documents on sacred music until the 20th century
For hundreds of years, the Catholic Church has raised questions related to the
appropriateness of the music used in its liturgy, including the use of polyphony. Two issues in
particular have been in the spotlight: the intelligibility of the text and the exclusion of profanity.2
The latter, in particular, has been one of the main concerns regarding sacred music up to present
time. This concern is already evident in De Vita et Honestate Clericorum (3; chp. 1) of Pope
John XXII (1316-1334).

2

Profanity here should be understood as things that do not belong to the temple.
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De Vita et Honestate Clericorum (1323):
By some, their melodies are broken up by hocheti or robbed of their virility by discanti (two parts),
tripla (three parts), motectus, with a dangerous element produced by certain parts sung on texts in the
vernacular. (…) These musicians run without pausing, they intoxicate the ear without satisfying it, they
dramatize the text with gestures and, instead of promoting devotion, they prevent it by creating a
sensuous and innocent atmosphere. (…)
Consequently We and Our Brethren (the cardinals) have realized for a long time that this state of
things required correction. And now We are prepared to take effective action to prohibit, cast out, and
banish such things from the Church of God.
Therefore, after consultation with these same brethren (the cardinals), We prohibit absolutely, for
the future that anyone should do such things, or others of like nature, during the Divine Office or
during the Holy Sacrifice of the Mass. (…)
However, We do not intend to forbid the occasional use – principally on solemn feasts at Mass and
at Divine Office – of certain consonant intervals superposed upon the simple ecclesiastical chant,
provided these harmonies are in the spirit and character of the melodies themselves, as, for instance,
the consonance of the octave, the fifth, the fourth, and others of this nature; but always on condition
that the melodies themselves remain intact in the pure integrity of their form, and that no innovation
take place against true musical discipline; for such consonances are pleasing to the ear and arouse
devotion, and they prevent torpor among those who sing in honor of God. (Pope John XII, apud
Hayburn 1979, pp. 20-21)

Two centuries later, the Council of Trent (1545-1563) also discussed the appropriateness
of music in church in its twenty-second (September 17, 1562), twenty-third (July 15, 1563), and
twenty-fourth (November 11, 1563) sessions. Although music was not the priority of the council,
there was particular concern with four musical matters: “the curtailment of liturgical texts, the
unintelligibility of the sacred words, the insertion of non-churchly songs, and worldly and
lengthy organ compositions”. (Hayburn 1979, p. 25). In the twenty-fourth session (November
11, 1563), after the acknowledgement of a request of the Spanish emperor Ferdinand I to not
banish polyphony, the following was stated in the Council of Trent:
Council of Trent – twenty-fourth session (1563):
The Provincial Council will prescribe, according to the custom of the country, the normative usage for
other things that concern the Divine Office. It will determine the right manner of chanting and singing
that must be observed, the rules of (canonical) Choir, and everything concerning the ministers of the
Church.
The Bishop, with the help of at least two Canons, one chosen by himself, and another named by
the Chapter, may organize and effect whatever he may judge useful and necessary. (Concilium
Tridentinum 6:754, apud Hayburn 1979, p. 29)

Although the Council of Trent did not detail many rules regarding sacred music, it
showed its concern regarding music in the liturgy. Approximately two centuries later, a new
document treated the subject in much more detail. Published in 1749 by Pope Benedict XIV
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(1740-1758), the encyclical Annus Qui Hunc addressed “the singing of the Divine Office, the use
of musical instruments, organ music, Gregorian chant, polyphony, and modern music” (Hayburn
1979, p. 92).3 Annus Qui Hunc (n. 9) stated that the meanings of the words should be perceived,
and it reminded the reader that the Council of Milan in 1565 and the Council of Toledo in 15664
spoke against the use of profane style in the churches (nos. 6, 8). Annus Qui Hunc also forbade
the use of some instruments, particularly those associated with theatre music (n. 11). Concerning
orchestral music, Annus Qui Hunc (n. 13) tolerated its use during Vespers and Mass where it was
already introduced, as long as it was serious and not too lengthy.

1.2 Overview of the documents on sacred music of the 20th and 21st centuries
In the 19th century, the Cecilian movement arose in the later half of the century, in an
effort to restore the older sacred music style in worship, notably Gregorian chant and Palestrina’s
counterpoint (Liebergen, 1981). The discontent with the state of sacred music also reached the
Vatican, and in 1903 Pope St. Pius X published a motu proprio on sacred music, Tra Le
Sollecitudini, addressing the appropriateness of music for liturgical use, detailing sacred music
principles and including statements that go against the operatic style in the liturgy.
The documents after Tra Le Sollecitudini (1903) until the Second Vatican Council (196265) provide updates and state specific norms, especially De Musica Sacra et Sacra Liturgia
(1958), which is the most up-to-date document guiding music for the Extraordinary Form of the
Roman Rite. After the Second Vatican Council, important changes were implemented in the
liturgy of the Catholic Church and a new Missale Romanum was promulgated. Although

3

Hayburn (1979) evaluates that Annus Qui Hunc may be considered the second most important document on
Church music, only behind the 1903 Tra le Sollecitudini of Pope Saint Pius X.
4
It is noteworthy that these two Italian Councils took place soon after the Council of Trent.
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Sacrosanctum Concilium (1963) from Vatican II emphasizes the importance of Gregorian chant
and of sacred polyphony, in addition to addressing religious singing by the people, Gregorian
chant and polyphony became less common in the Ordinary Form of the Roman Rite. In Brazil, in
particular, the liturgy is now mainly sung with popular religious singing, that is to say, simple
melodies with simple harmonies that are easy to be learned by the people.
The documents from the 20th century up to the Second Vatican Council that are discussed
in chapter two are St. Pius X’s Tra Le Sollecitudini (1903), Pius XII’s Mediator Dei (1947) and
Musicae Sacrae Disciplina (1955), and Sacred Congregation for Rites’ De Musica Sacra et
Sacra Liturgia (1958). The documents from and after the Second Vatican Council also discussed
in chapter two are St. Paul VI’s Sacrosanctum Concilium (1963) and Musicam Sacram (1967),
Sacred Congregation of Divine Worship’s Liturgicae Instaurationes (1970) and Voluntati
Obsequens – Minimum Repertoire of Plain Chant (1974), Congregation for Divine Worship and
the Discipline of the Sacraments’ Protocol Number 1251/87 Concerning Concerts in Churches
(1987), St. John Paul II’s Chirograph for the Centenary of “Tra Le Sollecitudini” (2003) and
Ecclesia de Eucharistia (2003b), Benedict XVI’s Address of His Holiness Benedict XVI to the
Roman Curia Offering Them His Christmas Greetings (2005) and Sacramentum Caritatis
(2007a), and the General Instruction of the Roman Missal for Brazil (2002) and for the United
States of America (2019).

Chapter Two:
Sacred Music Principles
This chapter summarizes the sacred music principles based on documents of the Catholic Church
from the 20th and 21st centuries. Rules and general principles are discussed, and although this
analytical framework may be applied to different types of sacred music, the focus here is on
those rules and principles that may be applied to sacred polyphony and that are important to the
analysis of the pieces in the following chapters. Within this context, St. Pius X’s Tra Le
Sollecitudini (1903) is the most prescriptive and detailed document on sacred music principles
and serves as a basis for further documents. While later documents are usually not as precise as
Tra Le Sollecitudini (1903), they should be read in consonance with the sacred music tradition of
the Catholic Church as indicated by Pope Benedict XVI in Address of His Holiness Benedict XVI
To The Roman Curia Offering Them His Christmas Greetings (2005), in which he criticizes the
hermeneutics of discontinuity and encourages continuity of understanding.1 Indeed, the new
documents reinforce the importance of Gregorian chant and of polyphony; and although there are
novelties, there are also restrictive clauses linked to the traditional principles of sacred music,
notably the principle of avoiding profanity. Voluntati Obsequens (1974) also supports the
reading of the documents of the Second Vatican Council (1962-65) with the eyes of continuity;
while this letter from the Sacred Congregation for Divine Worship acknowledges changes made
by Vatican II, it also says that “the liturgical reform does not and indeed cannot deny the past.
Rather does it ‘preserve and foster it with the greatest care’”.2

1

Pope Benedict XVI was referring to the way to understand and interpret the Second Vatican Council in general and
not specifically to music. By reading the music documents before and after Vatican II with the eyes of continuity,
one can conclude that these music documents are not a rupture with the sacred music tradition but an enlarging of
options.
2
Quoting Sacrosanctum Concilium (1963), n. 114.
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For didactic purposes, this chapter is divided into eight sections, all extracted from
documents of the Catholic Church. The first two address some general concepts of sacred music,
whereas the third concerns a topic often debated nowadays but that is not specific to polyphony,
although polyphony is not completely excluded from this subject. The other five topics have a
direct influence on polyphony and will serve as the basis for the two analyses in the following
chapters. The eight sections are:
2.1 Purposes and general principles of sacred music;
2.2 Types of sacred music;
2.3 Active participation of the faithful;
2.4 Text and language;
2.5 Duration;
2.6 Solos;
2.7 Exclusion of profanity;
2.8 Instruments.

2.1 Purposes and general principles of sacred music
Sacred music has two main purposes: The glory of God and the sanctification of the
faithful. This is stated in Tra Le Sollecitudini (1903, n. 1) and is reinforced in Sacrosanctum
Concilium (1963, n. 112) and in Musicam Sacram (1967, n. 4). The first two points of Tra Le
Sollecitudini (1903) are of great importance for understanding the sacred music principles. They
show the purposes of sacred music, link it to the liturgy, and discuss its qualities and the
exclusion of profanity.
Tra Le Sollecitudini (1903):
1. Sacred music, being a complementary part of the solemn liturgy, participates in the general scope of
the liturgy, which is the glory of God and the sanctification and edification of the faithful. It

9
contributes to the decorum and the splendor of the ecclesiastical ceremonies, and since its principal
office is to clothe with suitable melody the liturgical text proposed for the understanding of the
faithful, its proper aim is to add greater efficacy to the text, in order that through it the faithful may be
the more easily moved to devotion and better disposed for the reception of the fruits of grace belonging
to the celebration of the most holy mysteries.
2. Sacred music should consequently possess, in the highest degree, the qualities proper to the liturgy,
and in particular sanctity and goodness of form, which will spontaneously produce the final quality of
universality.
It must be holy, and must, therefore, exclude all profanity not only in itself, but in the manner in which
it is presented by those who execute it.
It must be true art, for otherwise it will be impossible for it to exercise on the minds of those who listen
to it that efficacy which the Church aims at obtaining in admitting into her liturgy the art of musical
sounds.
But it must, at the same time, be universal in the sense that while every nation is permitted to admit
into its ecclesiastical compositions those special forms which may be said to constitute its native
music, still these forms must be subordinated in such a manner to the general characteristics of sacred
music that nobody of any nation may receive an impression other than good on hearing them.

It should be highlighted in number one of Tra Le Sollecitudini (1903) the direct relation
between sacred music and the liturgy; that it aims “to add greater efficacy to the text”; and that
the faithful should be “more easily moved to devotion”. Number two brings the principle of
universality and the exclusion of all profanity in the music and in its execution. This point is
discussed under section 2.7, below. Regarding the principles of sanctity and goodness of form
and of being true art, it can be said that sacred music should be based on beauty and that it
should be carefully composed.
Sacrosanctum Concilium (1963) and Musicam Sacram (1967) reinforce the purpose of
sacred music. The latter also reinforces the principle of sanctity and goodness of form, now
referred to as holy sincerity of form.
Sacrosanctum Concilium (1963):
112. (…) Accordingly, the sacred Council, keeping to the norms and precepts of ecclesiastical tradition
and discipline, and having regard to the purpose of sacred music, which is the glory of God and the
sanctification of the faithful (…).
Musicam Sacram (1967):
4. It 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]
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It is noteworthy that Ecclesia de Eucharistia (2003b) says that artistic inspiration is not
enough for sacred music. The document affirms that “the designs of altars and tabernacles within
Church interiors were often not simply motivated by artistic inspiration but also by a clear
understanding of the mystery” and that “the same could be said for sacred music, if we but think
of the inspired Gregorian melodies and the many, often great, composers who sought to do
justice to the liturgical texts of the Mass” (n. 49).
Concerning the singers, Tra Le Sollecitudini (1903) affirms that “only men of known
piety and probity of life are to be admitted to form part of the choir of a church, and these men
should by their modest and devout bearing during the liturgical functions show that they are
worthy of the holy office they exercise”; the document also affirms that singers should “wear the
ecclesiastical habit and surplice, and that they be hidden behind gratings when the choir is
excessively open to the public gaze” (n. 14). Additionally, Tra Le Sollecitudini (1903) states that
“singers in church have a real liturgical office, and that therefore women, being incapable of
exercising such office, cannot be admitted to form part of the choir”; for singing the soprano and
alto parts, the document says that “these parts must be taken by boys, according to the most
ancient usage of the Church” (n. 13).
More recent documents allow women to sing in the liturgy under certain conditions.
Musicae Sacrae (1955) affirms that “where it is impossible to have schools of singers or where
there are not enough choir boys, it is allowed that ‘a group of men and women or girls, located in
a place outside the sanctuary set apart for the exclusive use of this group, can sing the liturgical
texts at Solemn Mass, as long as the men are completely separated from the women and girls and
everything unbecoming is avoided’3” (n. 74). According to De Musica Sacra et Sacra Liturgia

3

Citation from Decrees of the Sacred Congregation of Rites, No's. 3964, 4201, 4231.
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(1958), the choir in the liturgy should be formed by men and boys, exercising “a liturgical
ministry which is direct, though delegated” (n. 93, c). However, the document also says that
“wherever such a choir cannot be organized, a choir of the faithful, either mixed or consisting
only of women or girls, can be permitted”, but under the condition that “such a choir should take
its place outside the sanctuary or Communion rail” and that “the men should be separated from
the women or girls so that anything unbecoming may be avoided” (n. 100). Musicam Sacram
(1967) affirms that “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” (n. 22), but the document also says that
“whenever the choir also includes women, it should be placed outside the sanctuary
(presbyterium)” (n. 23).

2.2 Types of sacred music
There are different types of sacred music, but the four-type classification identified by
Musicam Sacram (1967, n. 4) is an efficient summary. These are: Gregorian chant; sacred
polyphony (including homophony); sacred music for the organ and other instruments (discussed
under section 2.8, below); and sacred popular music (including hymns).
Other documents provide different classifications. De Musica Sacra et Sacra Liturgia
(1958) states that sacred music includes “a) Gregorian chant; b) sacred polyphony; c) modern
sacred music; d) sacred organ music; e) hymns; and f) religious music” (n. 4). Sacrosanctum
Concilium (1963) mentions Gregorian chant and “other kinds of sacred music, especially
polyphony” (n. 116), in addition to mentioning religious singing by the people (n. 118).
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2.2.1 Gregorian chant
It is noteworthy that Sacrosanctum Concilium (1963) affirms that “other things being
equal, it [Gregorian chant] should be given pride of place in liturgical services” (n. 116). This
echoes Tra Le Sollecitudini (1903), which states that the qualities of sacred music “are to be
found, in the highest degree, in Gregorian Chant, which is, consequently the Chant proper to the
Roman Church, the only chant she has inherited from the ancient fathers” (n. 3). Tra Le
Sollecitudini (1903) also affirms that Gregorian chant “has always been regarded as the supreme
model for sacred music” (n. 3) and sets a rule: “the more closely a composition for church
approaches in its movement, inspiration and savor the Gregorian form, the more sacred and
liturgical it becomes; and the more out of harmony it is with that supreme model, the less worthy
it is of the temple” (n. 3). The importance of Gregorian chant was also recently reinforced by
Pope Benedict XVI in Sacramentum Caritatis (2007a) who says it is “the chant proper to the
Roman liturgy” (n. 42).

2.2.2 Sacred polyphony
While Musicam Sacram (1967) states that sacred polyphony is admitted “in its various
forms both ancient and modern” (n. 4), Tra Le Sollecitudini (1903) explicitly names Palestrina
and the musical style of his generation. Albeit not the only style possible, one could argue that
the eulogies made to Palestrina’s works make them the model for sacred polyphony. This
argument is reinforced by the statement that Classic Polyphony agrees with the supreme model
of sacred music: Gregorian chant.
Tra Le Sollecitudini (1903):
4. The above-mentioned qualities (add greater efficacy to the text, sanctity and goodness of form,
exclusion of profanity, true art, and universality) are also possessed in an excellent degree by Classic
Polyphony, especially of the Roman School, which reached its greatest perfection in the sixteenth
century, owing to the works of Pierluigi da Palestrina, and continued subsequently to produce

13
compositions of excellent quality from a liturgical and musical standpoint. Classic Polyphony agrees
admirably with Gregorian Chant, the supreme model of all sacred music, and hence it has been found
worthy of a place side by side with Gregorian Chant, in the more solemn functions of the Church, such
as those of the Pontifical Chapel. (…)

2.2.3 Sacred popular music
Sacred popular music refers to texts set to relatively simple melodies, usually called
hymns. As such, it is not deeply discussed here as it is not as directly applicable to the pieces
analysed in the following chapters. It should be said, however, that De Musica Sacra et Sacra
Liturgia (1958) encourages hymn singing, but also raises concerns about the texts used in hymns.
De musica sacra et sacra liturgia (1958):
51. Hymns ought to be highly encouraged, and fostered, for this form of music does much to imbue the
Christian with a deep religious spirit, and to raise the thoughts of the faithful to the truths of our faith.
(…)
52. If hymns are to attain their purpose, their texts “must conform to the doctrine of the Catholic
Church, plainly stating, and explaining it. The vocabulary should be simple, and free of dramatic, and
meaningless verbiage. Their tunes, however brief, and easy, should evince a religious dignity and
propriety” (Musicæ sacræ disciplina (AAS 48 [1956] 20). Local Ordinaries should carefully see that
these ideals are observed.

2.3 Active participation of the faithful
The participation of the faithful, both internal and external, is a subject treated in different
documents of the Church. In Tra Le Sollecitudini (1903), Pope Saint Pius X wished that the
faithful could participate singing Gregorian chant. He said that “special efforts are to be made to
restore the use of the Gregorian Chant by the people, so that the faithful may again take a more
active part in the ecclesiastical offices, as was the case in ancient times” (n. 3). Sacrosanctum
Concilium (1963) recommends composers to think of small choirs and of the active participation
of the faithful, while producing “compositions which have the qualities proper to genuine sacred
music” (n. 121).4 The document also affirms that choirs must be promoted.

4

It is possible to have a polyphonic music that provides some moments for the singing of the people, for example,
by alternating polyphony and Gregorian chant in the Kyrie, and teaching the people to sing Gregorian chant.
However, this does not mean that every piece has to be sung by the people. What may be easier to achieve is to have
different types of sacred music in the same liturgy, for example, Gregorian chant, polyphony, and hymn.
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Sacrosanctum Concilium (1963):
114. The treasure of sacred music is to be preserved and fostered with great care. Choirs must be
diligently promoted, especially in cathedral churches; but bishops and other pastors of souls must be at
pains to ensure that, whenever the sacred action is to be celebrated with song, the whole body of the
faithful may be able to contribute that active participation which is rightly theirs, as laid down in Art.
285 and 306.

Musicam Sacram (1967) sets guidelines for the active participation of the faithful. The
document says that the active participation “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”
(n. 15, a); nonetheless, it says that it should be “external also, that is, such as to show the internal
participation by gestures and bodily attitudes, by the acclamations, responses and singing” (n. 15,
b). Still concerning the interior participation, the documents demands that “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” (n. 15). It also affirms that the people
should not be excluded “from those parts that concern them” (n. 16). Additionally, the document
says that “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” (n.
33).
While not using the expression “active participation”, Voluntati Obsequens (1974) also
treats the subject of the participation of the faithful in the liturgy. It indicates that this
participation can be achieved by the people singing Gregorian chant. This letter from the Sacred
Congregation for Divine Worship says that “those who are trying to improve the quality of
congregational singing cannot refuse to Gregorian chant the place which is due to it”. This

“In liturgical celebrations each person, minister or layman, who has an office to perform, should do all of, but only,
those parts which pertain to his office by the nature of the rite and the principles of liturgy” (Sacrosanctum
Concilium, 1963, n. 28).
6
“To promote active participation, the people should be encouraged to take part by means of acclamations,
responses, psalmody, antiphons, and songs, as well as by actions, gestures, and bodily attitudes. And at the proper
times all should observe a reverent silence” (Sacrosanctum Concilium, 1963, n. 30).
5
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recommendation from 1974 – therefore after the Second Vatican Council (1962-65) – is in
consonance with Tra Le Sollecitudini (1903).

2.4 Text and language
Tra Le Sollecitudini (1903) and De Musica Sacra et Sacra Liturgia (1958) treat the
subject of setting the sacred text into music. Tra Le Sollecitudini (1903) states that “the liturgical
text must be sung as it is in the books, without alteration or inversion of the words, without
undue repetition, without breaking syllables, and always in a manner intelligible to the faithful
who listen” (n. 9). De Musica Sacra et Sacra Liturgia (1958) affirms that “it is strictly forbidden
to change in any way the sung text, to alter or omit words, or to introduce inappropriate
repetitions” and that “each word should be clearly, and distinctly audible” (n. 21, a); it also says
that “it is explicitly forbidden to omit either the whole or a part of any liturgical text unless the
rubrics7 provide for such a change” (n. 21, b). Concerning the text itself, Sacrosanctum
Concilium (1963) affirms that the texts “must always be in conformity with Catholic doctrine;
indeed they should be drawn chiefly from holy scripture and from liturgical sources” (n. 121).
It is noteworthy that De Musica Sacra et Sacra Liturgia (1958) provides a solution for
choirs that “cannot sing one or another liturgical text according to the music printed in the
liturgical books”; it says that “the only permissible substitution is this: that it be sung either recto
tono, i.e., on a straight tone, or set to one of the psalm tones” and it also says that “organ
accompaniment may be used” (n. 21, c). This solution applies more specifically to the
Extraordinary Form of the Roman Rite, but it can also be used in the Ordinary Form.

Rubrics are “the rules laid down for the recitation of the Divine Office, the celebration of Mass, and the
administration of the sacraments” (Cabrol, 1912).
7
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De Musica Sacra et Sacra Liturgia (1958):
21. c) But if for some reason a choir cannot sing one or another liturgical text according to the music
printed in the liturgical books, the only permissible substitution is this: that it be sung either recto tono,
i.e., on a straight tone, or set to one of the psalm tones. Organ accompaniment may be used. Typical
reasons for permitting such a change are an insufficient number of singers, or their lack of musical
training, or even, at times, the length of a particular rite or chant.

As a general rule for the Extraordinary Form of the Roman Rite, the music must be in
Latin.8 Exceptions are mentioned in De Musica Sacra et Sacra Liturgia (1958, n. 14).
De Musica Sacra et Sacra Liturgia (1958):
14. a) In sung Masses only Latin is to be used. This applies not only to the celebrant, and his ministers,
but also to the choir or congregation.
“However, popular vernacular hymns may be sung at the solemn Eucharistic Sacrifice (sung Masses),
after the liturgical texts have been sung in Latin, in those places where such a centenary or immemorial
custom has obtained. Local ordinaries may permit the continuation of this custom ‘if they judge that it
cannot prudently be discontinued because of the circumstances of the locality or the people’ (cf. canon
5)” (Musicæ sacræ disciplina: AAS 48 [1956] 16-17).
b) At low Mass the faithful who participate directly in the liturgical ceremonies with the celebrant by
reciting aloud the parts of the Mass which belong to them must, along with the priest and his server,
use Latin exclusively.
But if, in addition to this direct participation in the liturgy, the faithful wish to add some prayers or
popular hymns, according to local custom, these may be recited or sung in the vernacular.

For the Ordinary Form of the Roman Rite, the music can be in Latin or in the vernacular.
Masses entirely in the vernacular are common, but Latin can also be used, as outlined in
Sacrosanctum Concilium (1963).
Sacrosanctum Concilium (1963):
36. 1. Particular law remaining in force, the use of the Latin language is to be preserved in the Latin
rites.
2. But since the use of the mother tongue, whether in the Mass, the administration of the sacraments, or
other parts of the liturgy, frequently may be of great advantage to the people, the limits of its
employment may be extended. This will apply in the first place to the readings and directives, and to
some of the prayers and chants, according to the regulations on this matter to be laid down separately
in subsequent chapters.
63. (…) a) The vernacular language may be used in administering the sacraments and sacramentals,
according to the norm of Art. 36.

8

One should notice that Kyrie and Alleluia are not Latin words, but in order to make it easier for the reader, they are
“included” in the Latin language in this research project.
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2.5 Duration
The duration of sacred music is not strictly defined and recent documents do not mention
this subject. Tra Le Sollecitudini (1903) provides the general concepts regarding duration. One
should bear in mind that it is the music that serves the liturgy, not the opposite.
Tra Le Sollecitudini (1903):
22. It is not lawful to keep the priest at the altar waiting on account of the chant or the music for a
length of time not allowed by the liturgy. According to the ecclesiastical prescriptions the Sanctus of
the Mass should be over before the elevation, and therefore the priest must here have regard for the
singers. The Gloria and the Credo ought, according to the Gregorian tradition, to be relatively short.
23. In general it must be considered a very grave abuse when the liturgy in ecclesiastical functions is
made to appear secondary to and in a manner at the service of the music, for the music is merely a part
of the liturgy and its humble handmaid.

Saint Pius X’s point that the Gloria and Credo ought to be relatively short is particularly
helpful in getting a sense of perspective on duration for polyphonic pieces. It is likely that he
mentioned specifically the Gloria and the Credo because these are the two longest texts amongst
the Ordinary of the Mass; indeed, the Kyrie, Sanctus (and Benedictus), and Agnus Dei have
much shorter texts. Therefore, as a general rule, the music for the Mass should be relatively
short. This interpretation is reinforced by his statement that “the Sanctus of the Mass should be
over before the elevation” (Tra Le Sollecitudini, 1903, n. 22). This relatively short duration is in
accordance to the Gregorian tradition. Although the duration of interpretations of Gregorian
chant have varied over the centuries, it is reasonable to think that a Gregorian Gloria of one page
in Gregorian notation may have a duration of two or three minutes. It is also reasonable to think
that a polyphonic piece may have a longer duration than a Gregorian chant for the same text.
However, this duration should be relatively short.
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2.6 Solos
The subject of solos is not mentioned in more recent documents, but Tra Le Sollecitudini
(1903) provides the general principles. Long solos, especially operatic ones, are not appropriate
for the liturgy; short solos are acceptable.9
Tra Le Sollecitudini (1903):
12. With the exception of the melodies proper to the celebrant at the altar and to the ministers, which
must be always sung in Gregorian Chant, and without accompaniment of the organ, all the rest of the
liturgical chant belongs to the choir of levites, and, therefore, singers in the church, even when they are
laymen, are really taking the place of the ecclesiastical choir. Hence the music rendered by them must,
at least for the greater part, retain the character of choral music.
By this it is not to be understood that solos are entirely excluded. But solo singing should never
predominate to such an extent as to have the greater part of the liturgical chant executed in that
manner; the solo phrase should have the character or hint of a melodic projection (spunto), and be
strictly bound up with the rest of the choral composition.

The General Instruction of the Roman Missal for Brazil (Instrução Geral do Missal
Romano, 2002) seems to allow longer solos for the Ordinary Form of the Roman Rite when it is
done by the cantor during the Responsorial Psalm10 (n. 63). Additionally, it also suggests that the
main function of the cantor, at least in many cases, is not to sing alone; rather, to lead the
people’s singing (n. 104).

2.7 Exclusion of profanity
Sacred music should not sound profane, neither in its composition nor in its execution. In
this context the word profane means music from outside the temple; in other words, secular or

9

A good example of an accepted solo length is a psalmody in Gregorian chant, in which the cantor(s) sings a phrase
and the choir responds. An example is Jubilate Deo (Introit for Easter): the opening phrase (“Jubilate”) from 0’ to
0’8’’, part of the psalmody from 1’23’’ to 1’35’’, and the beginning of “Gloria Patri” from 1’51’’ to 2’02’’ may be
sung solo. The ends of the solos in all those passages are marked with an “*”. However, when returning to the
antiphon “Jubilate Deo”, the full choir sings the first phrase and not only the cantor(s).
George, S. (2011, March 31). Jubilate Deo (Easter, Introit) [Video file]. Retrieved from
https://www.youtube.com/watch?v=r3N-BwmF1BE
10
In the Responsorial Psalm, the cantor and the people usually alternate. The cantor sings the verses and the people
sings the antiphon. Usually the cantor sings the antiphon the first time so the people can learn it.
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worldly music. This principle of avoiding profanity in sacred music is recurrently stated in many
of the documents of the Church.
Tra Le Sollecitudini (1903) states that sacred music “must be holy, and must, therefore,
exclude all profanity not only in itself, but in the manner in which it is presented by those who
execute it” (n. 2). While admitting the use of modern style at the very beginning of the 20th
century, the document warns us that these modern-style pieces “may contain nothing profane, be
free from reminiscences of motifs adopted in the theaters, and be not fashioned even in their
external forms after the manner of profane pieces” (n. 5). A special remark was made against the
use of theatrical style in the liturgy:
Tra Le Sollecitudini (1903):
6. Among the different kinds of modern music, that which appears less suitable for accompanying the
functions of public worship is the theatrical style, which was in the greatest vogue, especially in Italy,
during the last century. This of its very nature is diametrically opposed to Gregorian Chant and classic
polyphony, and therefore to the most important law of all good sacred music. Besides the intrinsic
structure, the rhythm and what is known as the conventionalism of this style adapt themselves but
badly to the requirements of true liturgical music.

Mediator Dei (1947) affirms that music cannot sound profane, nor be “unbecoming to the
sacredness of the place and function”, nor can it “spring from a desire of achieving extraordinary
and unusual effects” (n. 193). Musicae Sacrae (1955) says that sacred music “must be holy” and
that “must not allow within itself anything that savors of the profane nor allow any such thing to
slip into the melodies in which it is expressed” (n. 42).
De Musica Sacra et Sacra Liturgia (1958) says that when modern polyphonic sacred
music “is composed specifically for liturgical use it must be animated by a spirit of devotion, and
piety; only on this condition can it be admitted as suitable accompaniment for these services” (n.
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7). Although the document eulogizes the benefits that religious music11 can bring to someone, it
also says that “since it was not intended for divine worship, and was composed in a free style, it
is not to be used during liturgical ceremonies” (n. 10).
Concerning religious singing in the Ordinary Form of the Roman Rite, Sacrosanctum
Concilium (1963) says that “religious singing by the people is to be intelligently fostered so that
in devotions and sacred exercises, as also during liturgical services, the voices of the faithful may
ring out according to the norms and requirements of the rubrics” (n. 118). The document also
fosters local music traditions in worship “in certain parts of the world, especially mission lands”,
saying that “a suitable place is to be given to it, not only in forming their attitude toward religion,
but also in adapting worship to their native genius” (n. 119).
Musicam Sacram (1967) affirms that “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”
(n. 43). While the document says that “the culture and traditions of individual peoples must be
taken into account” for the use of musical instruments, it also makes a restriction to this use by
saying that “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” (n. 63).

Religious music is not synonym of sacred music. De Musica Sacra et Sacra Liturgia (1958) says that “religious
music is any music which, either by the intention of the composer or by the subject or purpose of the composition,
serves to arouse devotion, and religious sentiments” (n. 10). The difference between sacred and religious music is
made clearer in the Protocol Number 1251/87 of the Congregation for Divine Worship and the Discipline of the
Sacraments (1987) concerning concerts in churches: “Sacred music, that is to say music which was composed for
the Liturgy, but which for various reasons can no longer be performed during a liturgical celebration, and religious
music, that is to say music inspired by the text of sacred scripture or the Liturgy and which has reference to God, the
Blessed Virgin Mary, to the saints or to the Church, may both find a place in the church building, but outside
liturgical celebration” (n. 9).
11

21

Chirograph for the Centenary of the Motu Proprio “Tra Le Sollecitudini” on Sacred
Music (2003a) affirms that in addition to Gregorian chant and polyphony, the Church also
“admits into celebrations even the most modern music, as long as it respects both the liturgical
spirit and the true values of this art form” (n. 10). The document reminds the words of Tra Le
Sollecitudini (1903) saying that “the particular Churches in the various nations are permitted to
make the most of ‘those special forms which may be said to constitute the special character of
[their] native music’12” (n. 10). It is noteworthy the reminder that, although Tra Le Sollecitudini
(1903) allows the use of such special forms of native music, it also says that sacred music should
remain universal, that “nobody of any nation may receive an impression other than good on
hearing them” (n. 2).

2.8 Instruments
The subject of the use of instruments in the liturgy is not a black-and-white one. Whilst it
is clear that the organ is allowed in the liturgy, except during specific liturgical seasons or days,
it is not easy to define the appropriateness or not of the use of other instruments in the liturgy.
Although not complete, Annus Qui Hunc (1749, n. 11) and Tra Le Sollecitudini (1903, nos. 1521) provide a list of instruments that can or cannot be used in the liturgy. More recent documents
do not provide such a list, but they should be read in consonance with the tradition of sacred
music in the Catholic Church. Bowed instruments have been eulogized in Musicae Sacrae (1955,
n. 59) and in De Musica Sacra et Sacra Liturgia (1958, n. 60), while Tra Le Sollecitudini (1903,
nos. 19-20) asks for caution in the use of wind instruments and to not use percussion instruments.
Therefore, after the voice, the organ is the most appropriate to be used in the liturgy; after the

12

This quote was taken from Tra Le Sollecitudini (1903), n. 2.
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organ, bowed string instruments, especially small ones such as the violin; and after bowed string
instruments, wind instruments. It is noteworthy that the choice of instruments should also take
into account the avoidance of profanity/secular associations, as is discussed further, below.
Tra Le Sollecitudini (1903) forbade the use of the piano and of “noisy or frivolous
instruments such as drums, cymbals, bells and the like” (n. 19). The document also forbade
bands13 to play in church. Regarding wind instruments, it says that “only in special cases with the
consent of the Ordinary will it be permissible to admit wind instruments, limited in number,
judiciously used, and proportioned to the size of the place provided the composition and
accompaniment be written in grave and suitable style, and conform in all respects to that proper
to the organ” (n. 20). Moreover, the document says that instruments should only sustain the
singing, and not oppress it (n. 16), The document also says that “it is not permitted to have the
chant preceded by long preludes or to interrupt it with intermezzo pieces” (n. 17).14 It should be
said that this rule for interludes regards pieces with singing and instruments. Traditionally,
however, there are moments in the liturgy that allow the use of instrumental music alone, as for
example after the Offertory Proper while the priest incenses the altar.
Pope Pius XII’s encyclical Musicae Sacrae (1955) affirms that “among the musical
instruments that have a place in church the organ rightly holds the principal position” (n. 58). It
allows other instruments “so long as they play nothing profane nothing clamorous or strident and
nothing at variance with the sacred services or the dignity of the place” (n. 59). Concerning these

Most likely, the term “bands” refers to concert and marching bands.
The document does not quantify what a long prelude is. However, the pieces should be relatively short as seen
above; therefore, in the case there is a prelude, it should also be relatively short. Additionally, one could interpret
that this rules of not having long preludes nor interrupt chant with intermezzo pieces would only apply to Gregorian
chant, not to polyphony. However, such an interpretation seems unlikely, as Gregorian chant is “the supreme model
for sacred music” (Tra Le Sollecitudini, 1903, n. 3).
13
14
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other instruments, it states that “among these [other instruments] the violin and other musical
instruments that use the bow are outstanding” (n. 59).
De Musica Sacra et Sacra Liturgia (1958) reinforces the importance of avoiding any
association with secular music and gives instructions for the use of instruments besides the
organ. The document says that “string instruments which are played with a bow, are easily
adapted to liturgical use” and that “there are some instruments which, by common estimation, are
so associated with secular music that they are not at all adaptable for sacred use” (n. 60, b). The
document also mentions how the instruments should be played and that the director or organist
should be trained not only in instrumental techniques but also in the laws of sacred music.
De Musica Sacra et Sacra Liturgia (1958):
68. Other instruments besides the organ, especially the smaller bowed instruments, may be used during
the liturgical functions, particularly on days of greater solemnity. These may be used together with the
organ or without it, for instrumental numbers of for accompanying the singing. However, the following
rules derived from the principles stated above (no.60) are to strictly observed:
a) the instruments are truly suitable for sacred use;
b) they are to be played with such seriousness, and religious devotion that every suggestion of raucous
secular music is avoided, and the devotion of the faithful is fostered;
c) the director, organist, and other instrumentalists should be well trained in instrumental techniques,
and the laws of sacred music.

De Musica Sacra et Sacra Liturgia (1958) also forbids the use of electronic/recorded
devices for music in the liturgy.
De Musica Sacra et Sacra Liturgia (1958):
60, c) Finally, only instruments which are personally played by a performer are to be used in the sacred
liturgy, not those which are played mechanically or automatically.
71. The use of automatic instruments and machines, such as the automatic organ, phonograph, radio,
tape or wire recorders, and other similar machines, is absolutely forbidden in liturgical functions and
private devotions, whether they are held inside or outside the church, even if these machines be used
only to transmit sermons or sacred music, or to substitute for the singing of the choir or faithful, or
even just to support it.
However, such machines may be used (…) in processions which take place outside the church, as a
means of directing, and supporting the singing of the people.

Concerning the organ, in addition to saying that “the principal musical instrument for
solemn liturgical ceremonies of the Latin Church has been and remains the classic pipe organ”
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(n. 61), De Musica Sacra et Sacra Liturgia (1958) also says that “the harmonium or reed organ
may also be used provided that its tonal quality, and volume are suitable for sacred use” (n. 63).
Additionally, the document says that “as a substitute, the electronic organ may be tolerated
temporarily for liturgical functions, if the means for obtaining even a small pipe organ are not
available. In each case, however, the explicit permission of the local Ordinary is required” (n.
64). Sacrosantum Concilium (1963) reaffirms the primacy of the pipe organ over the other
musical instruments, but it also admits the use of other instruments with the consent of the
competent territorial authority if the instruments are or can be made suitable for sacred use. The
document does not explain what be suitable or be made suitable for sacred use mean, but it
should be read in accordance with the Catholic tradition on sacred music. The General
Instruction of the Roman Missal for Brazil (2002) gives similar instructions for the use of
instruments in the liturgy (n. 393).
Sacrosanctum Concilium (1963):
120. In the Latin Church the pipe organ is to be held in high esteem, for it is the traditional musical
instrument which adds a wonderful splendor to the Church's ceremonies and powerfully lifts up man's
mind to God and to higher things.
But other instruments also may be admitted for use in divine worship, with the knowledge and consent
of the competent territorial authority, as laid down in Art. 22, 52, 37, and 40. This may be done,
however, only on condition that the instruments are suitable, or can be made suitable, for sacred use,
accord with the dignity of the temple, and truly contribute to the edification of the faithful.

Musicam Sacram (1967) states that “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” (n. 63). It
also says that the permitted musical instruments “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” (n. 63). Liturgicae Instaurationes (1970) says that “every attention is

25

to be given to the choice of musical instruments; limited in number and suited to the region and
to community culture, they should prompt devotion and not be too loud” (n. 3, c).
Joncas (1997) comments that Sacrosanctum Concilium (1963) indicates that “in cultures
that designate particular instruments for non-Christian cultic use, such instruments must be
purified of any pagan worship connotations before they can be employed in Roman Rite
worship” (p. 105). Concerning Musicam Sacram (1967), Joncas (1997) points out that “the
cultural associations of particular instruments must be taken into account if they are to be
introduced into Roman Rite worship” (p. 106).
Musicam Sacram (1967) emphasizes that the instruments should not overwhelm the
voices because of the text they are pronouncing, and it also allows musical instruments to
“accompany the singing of the choir and the people” (n. 65) and to “be played solo at the
beginning before the priest reaches the altar, at the Offertory, at the Communion, and at the end
of Mass” (n. 65), making a remark that “the same rule, with the necessary adaptations, can be
applied to other sacred celebrations” (n. 65). The document also says that musicians “should also
enter into and be thoroughly aware of the spirit of the liturgy” (n. 67). The General Instruction of
the Roman Missal for Brazil (2002) affirms that during Advent the organ and other instruments
should be used moderately; and during Lent the organ and other instruments can only be used to
support the singing, except on Laetare Sunday (fourth Sunday of Lent), Solemnities, and Feasts
(n. 313).
De Musica Sacra et Sacra Liturgia (1958) lists restrictions and exceptions regarding the
use of instruments in specific seasons and days in the Extraordinary Form of the Roman Rite:
De Musica Sacra et Sacra Liturgia (1958):
81. Accordingly, the playing of the organ, and all other instruments is forbidden for liturgical
functions, except Benediction, during the following times:
a) Advent, from first Vespers of the first Sunday of Advent until None of the Vigil of Christmas;
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b) Lent and Passiontide, from Matins of Ash Wednesday until the hymn Gloria in excelsis Deo in the
Solemn Mass of the Easter Vigil;
c) the September Ember days if the ferial Mass and Office are celebrated;
d) in all Offices and Masses of the Dead.
82. Only the organ may be used on the Sundays of Septuagesima, Sexagesima, and Quinquagesima,
and on the ferial days following these Sundays.
83. However, during the seasons, and days just mentioned, the following exceptions to the rule may be
made:
a) the organ may be played, and other instruments used on holy days of obligation, and holidays
(except Sundays), on the feasts of the principal local patron saint, the titular day, and the dedication
anniversary of the local church, the titular or founder’s day of a religious congregation, and on the
occasion of some extraordinary solemnity;
b) the organ only (including the harmonium or reed organ) may be used on the third Sunday of Advent,
and the fourth Sunday of Lent, on Thursday of Holy Week during the Mass of Chrism, and during the
solemn evening Mass of the Last Supper from the beginning to the end of the hymn Gloria in excelsis
Deo;
c) the organ only may be used at Mass, and Vespers for the sole purpose of supporting the singing.
Local Ordinaries may determine more precisely the application of these prohibitions, and permissions
according to the approved local or regional customs.
84. Throughout the Sacred Triduum, from the midnight before Holy Thursday until the hymn Gloria in
excelsis Deo of the Solemn Mass of the Easter Vigil, the organ or harmonium shall remain completely
silent, excepting the instance mentioned in paragraph 83b.
This prohibition holds even for private devotions during the Sacred Triduum; no exceptions or contrary
custom are to be tolerated.

During the III International Meeting of Choirs which took place in November 2018 in the
Vatican, according to Gambassi (2018), composer Rev. Marco Frisina, the music director of the
choir of the diocese of Rome, commented the use of guitars in the liturgy, which has become
very common nowadays. In this meeting, Rev. Frisina indicated that the guitar is a delicate
instrument that is not very appropriate for a large celebration with a big choir. He also said that,
if there is no organ in small communities, the guitar could be used out of necessity, but he also
affirmed that it should not be played in pop music manner.
Concerning orchestral Masses, Mahrt (2009) discusses the appropriateness or not of their
use in the liturgy in his article “Viennese Classical Masses?”. Before getting deeper into this
subject, he mentions that there are Renaissance Masses that borrow materials from vernacular
tunes, whether more directly or transformed, and that he prefers to use Masses based upon a
motet “since the borrowed material is more securely sacred” (p. 3). The main issue is the
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avoidance of profanity into sacred music. Although in a concerted style, the Masses of Mozart,
Haydn and others were composed for and executed regularly in the liturgy – one could argue that
there is a tradition of orchestral Masses in the liturgy, at least in some places, although this
concerted-Mass repertoire was mainly composed before the publication of Tra Le Sollecitudini
(1903). Mahrt points out four hallmarks in favour of the use of orchestral Viennese Classical
Masses in the liturgy: they are in Latin, which is considered a sacred language; they have
simultaneous choral declamation in some passages, showing a unity different from opera; they
present contrapuntal style in some other passages, which in the Baroque had become known as
stile antico or stile ecclesiastico; they avoid da capo repeats, which is different from the usual
ABA form of operatic arias – the repetition of the A section being usually heavily ornamented.
One should notice that Mahrt is referring to the Ordinary of the Mass, not to Antiphons, which
often have repetitions, although not with operatic ornaments.
However, it should be said that Annus Qui Hunc (1749) did not grant a free pass for
orchestras in the liturgy; rather, it tolerated its use where it was already been introduced, under
the condition that the music be serious and not too lengthy (n. 13). Additionally, one could argue
that, after the publication of Tra Le Sollecitudini (1903), it became clearer that orchestral Masses
in a concerted style are not preferable for the liturgy, notably due to the prohibition of percussion
instruments (n. 19) and to the restrictions for the use of wind instruments (n. 20), as well as to the
demand for the music to be relatively short (n. 22) and solos never predominate (n. 12), and to
the prohibition of long preludes preceding chant and of interrupting the chant with intermezzo
pieces (n. 17). Notwithstanding the important comments made by Mahrt (2009), the
instrumentation employed, the long instrumental passages and vocal solos, and the long duration
of many of those orchestral Masses are not in full accordance with Tra Le Sollecitudini (1903).
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Yet one should not completely exclude the use of orchestral Masses in the liturgy. Indeed,
orchestral Masses have recently been included in the liturgy in the Vatican.15
In sum, any instrument that is not the organ should first be approved by the competent
territorial authority; the organ is approved a priori.16 After the organ, bowed instruments as the
violin are the most appropriate. Wind instruments should only be used in special cases. Although
it is not clear if percussion instruments, piano and concert bands are still totally prohibited, they
should not be used in the liturgy.17 Instrumental passages should be short, except at the entrance
procession, at the Offertory and at Communion (but not during the Propers), and at the end of
Mass, when music can be only instrumental; and some seasons and days have more restrictions
regarding instruments and instrumental music.

15

PapalMusic. (2014, December 25). Credo III - Et incarnatus est... (Mozart) [Video file]. Retrieved from
https://www.youtube.com/watch?v=a8IrK72t9jI
16
One could argue that for the Ordinary Form of the Roman Rite even the organ would need approval of the
Conference of Bishops to be used in the liturgy, as it is written in the General Instruction of the Roman Missal for
Brazil (2002) that it is up to the Conference to judge which “musical instruments may be lawfully admitted into
divine worship, insofar as these are suitable or can be made suitable for sacred use” (n. 393). But it also says: “The
organ and other lawfully approved musical instruments (…)” (n. 313). This, in addition to the tradition of using the
organ in the liturgy and its approval in many documents of the Church, seems to indicate that the organ is approved
to be used in the liturgy a priori, except in specific seasons or days.
17
It is noteworthy that the General Instruction of the Roman Missal for the United States of America (2019)
authorizes the use of percussion instruments if they are truly apt for sacred use or if they can be made apt for it.
“While the organ is to be accorded pride of place, other wind, stringed, or percussion instruments may be used in
liturgical services in the dioceses of the United States of America, according to longstanding local usage, provided
they are truly apt for sacred use or can be rendered apt” (n. 393).

Chapter three:
Analysis of Lacerda’s Missa Ferial
This chapter will provide a short biography of composer Osvaldo Lacerda and an analysis of his
Missa Ferial. The objective of the analysis is to find out to what extent the piece is appropriate
for use in the liturgy, whether in the Ordinary Form of the Roman Rite, in the Extraordinary
Form, or both. The analysis is divided into seven sections: overview, text and language; duration;
solos; exclusion of profanity and other principles; instrumentation; and conclusions.

3.1 Biography of Osvaldo Lacerda
Osvaldo Costa de Lacerda (1927-2011) was born in São Paulo, Brazil. He started
studying piano with nine years old. In the 1940s, he studied Harmony and Counterpoint with
Ernesto Kierski, and vocal technique with Olga Urbany de Ivanow (Concertino, 2015).
In the 1950s and beginning of the 1960s, Lacerda studied composition with Camargo
Guarnieri in Brazil. In 1961, he obtained his bachelor’s degree in Law at Universidade de São
Paulo (Faculdade do Largo São Francisco). In 1963, he studied with Vittorio Giannini and Aaron
Copland in the United States. In 1965, he was chosen by the Ministério das Relações Exteriores
– the Brazilian Ministry of Foreign Affairs – to represent Brazil in the United States at the InterAmerican Composers Seminar at the University of Indiana, and at the III Inter-American Music
Festival in Washington. The following year, he was invited by the American Composers
Orchestra to participate at the Festival “Sonido de las Américas: Brazil” in New York
(Concertino, 2015).
Lacerda’s works have been published and recorded in Brazil and abroad. Amongst those
works, there are pieces for voice, voice and piano, choir, chamber ensembles, orchestra, and
band. His style has a refined Brazilian nationalism and a mastery of modern composition
29
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techniques (Concertino, 2015). Two of his most famous works are Concerto for Piccolo and
Strings and Quatro Peças Modais – Four Modal Pieces (Lacerda, 2011).
Lacerda won many composition awards in Brazil. He was a member of the Academia
Brasileira de Música and one of the founders of the Centro de Música Brasileira (Lacerda, 2011).
The Centro de Música Brasileira promotes Brazilian art music in São Paulo and in other cities in
Brazil. Lacerda also founded other artistic societies in Brazil (Concertino, 2015). Additionally,
Lacerda was a member of the Comissão Nacional de Música Sacra – National Commission of
Sacred Music – in Brazil from 1966 to 1970 (Academia Brasileira de Música, 2018).

3.2 Analysis of Lacerda’s Missa Ferial1
3.2.1 Overview
Lacerda’s Missa Ferial, for SATB, was composed in 1966, a transitional period between
the Second Vatican Council and the current translations of the Roman Missal for the Ordinary
Form of the Roman Rite. The work sets to music the text of the “Kyrie”, “Sanctus” (and
“Benedictus”), and “Agnus Dei”, all in Portuguese. Father José Geraldo de Souza2 wrote a note
printed on the score of Lacerda’s Missa Ferial (Lacerda, 2011), by means of the Comissão de
Música Sacra do Departamento Regional de Liturgia da C.N.B.B., Sul-1 – a regional commission
for sacred music of the Brazilian National Conference of Bishops. In this note, he said that

Lacerda, O. (Composer). (2011). Missa Ferial – Para coro misto a 4 vozes [Music score]. Rio de Janeiro, Brazil:
Academia Brasileira de Música.
Costa, P. J. (2019, June 14). Madrigal Vocale canta a ‘Missa Ferial’ de Osvaldo Lacerda [Video file]. Retrieved
from https://www.youtube.com/watch?v=5wP_OE5MCXo
2
Father José Geraldo de Souza was born in Aparecida, SP, Brazil, and studied at Instituto Salesiano de Pedagogia e
Filosofia, at Conservatório Dramático e Musical de São Paulo (composition and conducting), at Pontificio Istituto di
Musica Sacra (musicology and master’s and doctoral degrees in Gregorian chant) and at Pontifícia Universidade
Gregoriana - Pontificia Universidade Lateranense. He was a professor of Gregorian chant and other subjects at
Instituto Pio XI - Studium Theologicum, in São Paulo, Brazil, and in other institutions in Brazil (Bispo, 1991).
1
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Lacerda’s Missa Ferial would be in accordance to Vatican II, having a Brazilian musical
expression with art and balance, solemnity and emotion.
The score of M. Prof. Osvaldo Lacerda – ‘Missa Ferial’, presented at the II National Meeting of
Liturgy and Music (Vitória, ES, VI/1966) stands out for the nobility of the melodic line and of
techniques of harmony and counterpoint, within an up-to-date polyphony.
Additionally, by interpreting the sacred text with solemnity and emotion, it resolves, with art and
balance, the problem of a ‘Brazilian musical expression’ in the liturgy in vernacular language, in
accordance with the spirit of the Second Vatican Ecumenical Council (Lacerda, 2011).3

Below, each movement – “Kyrie”, “Sanctus”, and “Agnus Dei” – is analysed separately.
For this overview, the focus is on modes and on general harmonic aesthetics.
The “Kyrie” is written in B Dorian, or in the Gregorian mode 1 pitched in B. The first
three statements of the “Kyrie” are sung by the altos in unison. The three statements of the
“Christe” and the three last statements of the “Kyrie” are polyphonic. The “Kyrie” ends with an
open-fifth chord, a practice common in Medieval and in some Renaissance sacred music.
Figure 1: “Kyrie” from Lacerda’s Missa Ferial (mm. 8-15), from unison to polyphony

3

Translated by the author of this research project.
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The “Sanctus” is written in F mixing the modes Mixolydian, Ionian, and Lydian. It starts
with SATB in octaves, and the polyphony begins on the last beat of measure 2 immediately after
the second statement of “Sanctus”. The “Benedictus”, written in a fugato form, starts on measure
36 and is written in F Dorian until the Hosanna, which starts on measure 56, where it returns to
the modal ideas of the “Sanctus”. It is noteworthy that the use of the Mixolydian and of the
Lydian modes, as well as a combination of both, the Lydian b7 scale, is typical of Brazilian
folk/regional music from the Northeast.4
Figure 2: “Sanctus” from Lacerda’s Missa Ferial (mm. 1-4), Mixolydian mode

4

According to Pinto (1994), in the music from the Northeast of Brazil there is a type of melody with modal
characteristics and another type mainly tonal. He also mentions that the modal melodies of the Brazilian Northeast
influenced the art music of some of the most famous Brazilian composers, as in pieces of Nepomuceno, Guarnieri,
Gnatalli, and Guerra-Peixe.
Roberto, N. (2017, March 30). Asa Branca – Luiz Gonzaga # [Video file]. Retrieved from
https://www.youtube.com/watch?v=nQm4uJn0090
Taubkin, M. (2012, December 20). “Arranjadores” – Duda do Recife – Suíte Nordestina (Duda do Recife) [Video
file]. Retrieved from https://www.youtube.com/watch?v=_WxNOkUwY1I
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As with the “Kyrie”, the “Agnus Dei” is written in B Dorian, or in the Gregorian mode 1
pitched in B. It starts with an alto-tenor duo, switching to a soprano-bass duo on measure 9, until
the four voices sing together from measure 13 to the end.5 The piece ends on a B major chord.
Figure 3: “Agnus Dei” from Lacerda’s Missa Ferial (mm. 21-14), ending

3.2.2 Text and language
The text of Lacerda’s Missa Ferial is written in Portuguese. The text of the “Sanctus”
(and “Benedictus”) and of the “Angus Dei” in Lacerda’s Missa Ferial are slightly different from
the current official Roman Missal for Brazil in Portuguese (2010) for the Ordinary Form of the
Roman Rite. Most likely these differences are due to the fact that Lacerda’s Missa Ferial was
composed in 1966, a transitional period between the Second Vatican Council and the current
Roman Missal for Brazil in Portuguese (2010). Although the author of this research project does
not know the exact Missal Lacerda took the texts from, the texts he used are found in a Missal in

5

The piece is written for choir; the word duo was used to indicate that only two parts are singing.
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Portuguese – which also has some parts in Latin – from 1965, the only difference being the
spelling of one word (“aquele” in Lacerda’s Missa Ferial; “aquêle” in the 1965 Missal). Table
two compares the texts used in Lacerda’s Missa Ferial to the texts in the current Roman Missal
for Brazil in Portuguese (2010) for the Ordinary Form of the Roman Rite – the differences are
marked in bold and italic.
Table 1: Texts of Lacerda’s Missa Ferial compared to the current Roman Missal in
Portuguese for Brazil
Lacerda’s Missa Ferial (1966)
Kyrie

Senhor, tende piedade de nós.
Cristo, tende piedade de nós.
Senhor, tende piedade de nós.
Sanctus
Santo, Santo, Santo
and
É o Senhor Deus do Universo!
Benedictus Céus e terras estão cheios da vossa
glória.
Hosana nas alturas!
Bendito aquele que vem em nome do
Senhor!
Hosana nas alturas.
Agnus Dei Cordeiro de Deus,
que tirais os pecados do mundo,
tende piedade de nós.
Cordeiro de Deus,
que tirais os pecados do mundo,
tende piedade de nós.
Cordeiro de Deus,
que tirais os pecados do mundo,
dai-nos a paz.

Current Roman Missal in
Portuguese for Brazil (2010)6
Senhor, tende piedade de nós.
Cristo, tende piedade de nós.
Senhor, tende piedade de nós.
Santo, Santo, Santo,
Senhor, Deus do universo!
O céu e a terra proclamam a vossa
glória.
Hosana nas alturas!
Bendito o que vem em nome do
Senhor!
Hosana nas alturas!
Cordeiro de Deus,
que tirais o pecado do mundo,
tende piedade de nós.
Cordeiro de Deus,
que tirais o pecado do mundo,
tende piedade de nós.
Cordeiro de Deus,
que tirais o pecado do mundo,
dai-nos a paz.

The musical setting for “Céus e terras estão cheios da vossa glória” (“Pleni sunt celi et
terra gloria tua”) on measures 30-31 is unusual, even if it does not jeopardize the audibility of the
text. While the soprano, followed by the alto, sings this text, the other voices sing “Santo”
(“Sanctus”) homophonically in sevenths and fifths. Repetition of the text is common in sacred
6

Conferência Nacional dos Bispos do Brasil (2010). Missal Romano (14th ed.). São Paulo, Brazil: Paulus.
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music; however, the traditional practice is to repeat words, complete phrases or member of
phrases. Therefore, it is not traditional to sing “Pleni sunt coeli et terra” over “Sanctus”,
especially omitting the phrase in between (“Dominus Deus Sabaoth”), although this phrase was
sung before.
Figure 4: Lacerda’s Missa Ferial (mm. 25-31), unusual setting for the text of the
“Sanctus”

Throughout the piece, the text is clearly audible. Most of the time the text is first
presented with the choir changing the syllables together or in unison and then some repetitions of
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the text occur. On measures 17-20 of the “Agnus Dei”, however, there is another unusual
repetition, as it happened to the “Sanctus”. The words “Cordeiro de Deus que tirais os pecados
do mundo” (“Agnus Dei qui tollis peccata mundi”) are sung by the alto section while the other
voices keep singing “de nós” (“nobis”). The fact that this is done in the middle range of the alto
could make it not as audible as if it were in the soprano – as happened for the unusual repetition
of the “Sanctus”. However, the triplets on the alto line against the dotted half notes on the other
voices make the phrase quite audible.
Figure 5: Lacerda’s Missa Ferial (mm. 17-20), unusual setting for the text of the “Agnus
Dei”

3.2.3 Duration
The total duration of Lacerda’s Missa Ferial is approximately 5’40’’.7 The duration of
the “Kyrie” is approximately 2 minutes. The duration of the “Sanctus” is approximately 2’40’’
(1’20’’ for the “Sanctus” and 1’20’’ for the “Benedictus”). The duration of the “Agnus Dei” is

7

The duration was obtained by using a metronome according to the tempos indicated on the score (Lacerda, 2011).
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approximately 1 minute. These short durations are appropriate for the liturgy, especially in
Brazil, as it is not a current Brazilian custom to have long polyphonic pieces sung in the liturgy.

3.2.4 Solos
There are no solos in Lacerda’s Missa Ferial. The longest passage for one voice alone is
the beginning of the “Kyrie”, which has eleven measures in a slow tempo for alto voice.
However, this is not a solo, rather a unison of the alto section.
Figure 6: “Kyrie” from Lacerda’s Missa Ferial (mm. 1-3), beginning

3.2.5 Exclusion of profanity and other principles
The principle of the exclusion of profanity, as well as other principles such as
universality and to help move faithful to devotion, are often not easy issues to evaluate, as in
many cases there may be a degree of subjectivity in such evaluation. The sacred music tradition,
nonetheless, helps in this discernment, although it does not fully eliminate subjectivisms in the
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analysis of such issues in modern music. However, tracking direct relationships to
operatic/theatrical music and to folk music is a useful tool for such an analysis.
Lacerda’s Missa Ferial has a direct relation to the liturgy and is set in a choral style.
Additionally, Lacerda’s Missa Ferial mainly has a universal character, that is to say, it could
probably be sung in different countries with different cultures without causing feelings of
discomfort or strangeness, at least to a great extent. Nonetheless, there are some passages that
sound typical of Brazilian music, especially regional/folk music from the Northeast of Brazil.
Those passages, however, are relatively discreet and may not jeopardize the principle of
universality, as the possibility of conciliating native music forms with the principle of
universality by subordinating the former to the latter appears in Tra Le Sollecitudini (1903): “it
must, at the same time, be universal in the sense that while every nation is permitted to admit
into its ecclesiastical compositions those special forms which may be said to constitute its native
music, still these forms must be subordinated in such a manner to the general characteristics of
sacred music that nobody of any nation may receive an impression other than good on hearing
them” (n. 2). Finally, it should be noted that the piece is beautiful, with smooth but wellelaborated melodies, often followed by crafted processes of imitation, notably in the fugato in the
“Sanctus” (mm. 36-56).
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Figure 7: “Sanctus” from Lacerda’s Missa Ferial (mm. 21-24), Brazilian flavour (Lydian
and typical melodic cadence); and the ending of Asa Branca, one of the most famous
Brazilian Northeast music by Luís Gonzaga and Humberto Teixeira
“Sanctus” from Missa Ferial (Osvaldo Lacerda)

Asa Branca (Luís Gonzaga and Humberto Teixeira)

3.2.6 Instrumentation
Lacerda’s Missa Ferial is written for SATB choir a cappella, which is in accordance with
the purely vocal nature of sacred music (Tra Le Sollecitudini, 1903, n. 15).

3.2.7 Conclusions
Lacerda’s Missa Ferial presents many characteristics in accordance with the sacred
music principles. It is a beautiful high-quality work written in modal style. The beginning of the
“Kyrie”, in particular, is chant-like. The durations of the pieces are relatively short, and this is
positive for their use in the liturgy. There is a Brazilian flavour, but Brazilian secular rhythms
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were not employed. It remains quite universal in style, although it would be understandable if
one argues that the Brazilian flavour makes it more local than universal. It seems unlikely that
the manner this Brazilian flavour was employed would be decisive to consider that there is
profanity in the music, although this possibility is not excluded.
The instrumentation being choir SATB a cappella is appropriate for a sacred piece,
because, although the use of instruments is allowed, purely vocal music is the music proper of
the Church (Tra Le Sollecitudini, 1903, n. 15) and it is characteristic of the Roman School of
Classic Polyphony – notably in Palestrina’s works – which is eulogized by Saint Pius X in Tra
Le Sollecitudini (1903, n. 4). The text in Missa Ferial is clearly audible. The language employed
is Portuguese, therefore the pieces from Lacerda’s Missa Ferial, which are part of the Ordinary
of the Mass, cannot be used in the Extraordinary Form of the Roman Rite. Although vernacular
language for the Ordinary of the Mass may be used in the Ordinary Form of the Roman Rite, the
translation of the texts may be an issue. The texts of Lacerda’s Missa Ferial appear on a 1965
Missal, but there are some differences compared to the texts of the “Sanctus” (and “Benedictus”)
and of the “Agnus Dei” from the current official Roman Missal in Portuguese for Brazil (2010).
Moreover, arguably the unusual setting of the text of the “Sanctus” and of the “Agnus Dei” –
especially the former – may not be very appropriate. This type of setting of the text is not
traditional in sacred music.
Therefore, due to all issues stated above, Lacerda’s Missa Ferial is not appropriate for the
Extraordinary Form of the Roman Rite. However, it would likely be appropriate for the Ordinary
Form of the Roman Rite in present date, but perhaps the small differences in the texts –
compared to the current official ones – should be changed.

Chapter four:
Analysis of Ripper’s Gloria Concertato
This chapter provides a short biography of composer João Guilherme Ripper and analyses his
Gloria Concertato. On an e-mail from April 10, 2019, the composer affirmed that, although he
considers that the piece may be used in the liturgy, it was written to be performed in a concert.
The objective of the analysis is to find out to what extent the piece is appropriate for use in the
liturgy, whether in the Ordinary Form of the Roman Rite, in the Extraordinary Form, or both.
The analysis is divided into seven sections: overview, text and language; duration; solos;
exclusion of profanity and other principles; instrumentation; and conclusions.

4.1 Biography of João Guilherme Ripper
Born in Rio de Janeiro, Brazil, in 1959, composer and conductor João Guilherme Ripper
is currently a professor at Escola de Música da Universidade Federal do Rio de Janeiro (UFRJ),
for which he was the Director from 1999 to 2003. Ripper obtained a doctorate in composition
from The Catholic University of America (Washington, DC), having studied with Helmut
Braunlich and Emma Garmendia. He did his master’s and undergraduate degrees at Escola de
Música da UFRJ, studying with Henrique Morelenbaum, Ronaldo Miranda and Roberto Duarte.
He also studied conducting in Argentina with Guillermo Scarabino and Economy and Financing
of Culture at Université Paris-Dauphine. Ripper was the director of Sala Cecília Meireles at Rio
de Janeiro for eleven years since 2004, and in 2005 he became a member of the National
Commission for Sacred Music of the CNBB - National Conference of Bishops of Brazil. From
2015 to 2017 he was the President of the Fundação Theatro Municipal do Rio de Janeiro. He is
currently the Vice-President of the Academia Brasileira de Música.
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Among his most famous works are From My Window, commissioned by the Artist
Program of Kean University (USA); Desenredo, commissioned by the Orquestra Sinfônica do
Estado de São Paulo; Jogos Sinfônicos, commissioned by the Orquestra Filarmônica de Minas
Gerais; Piedade, an opera performed at Teatro Colón in Buenos Aires, Argentina, during the
2017 season; and Gloria Concertato, which concluded the I Congresso Internacional de Música
Sacra in Rio de Janeiro, Brazil.1

4.2 Analysis of Ripper’s Gloria Concertato2
4.2.1 Overview
Ripper’s Gloria Concertato, for soloists, choir, organ, timpani and orchestra, was
composed for the first International Congress of Sacred Music at UFRJ in 2017, in Rio de
Janeiro, Brazil. The world premiere of the piece, conducted by Roberto Duarte, took place on
July 22, 2017 by Orquestra Sinfônica Nacional da Universidade Federal Fluminense (UFF) and
Coro do I Congresso Internacional de Música Sacra da UFRJ.
The name “Concertato” refers to the organ part, which is in concertante style – including
solos.3 According to Kidd (2001), the term concertante signifies “music that is in some sense
soloistic, with a contrasting element, or ‘concerto-like’”. Kidd (2001) also states that the terms
concertante and concertato were more or less interchangeable sometimes in the Baroque period,
describing “a group of mixed musical forces, generally vocal and instrumental or comprising a
larger ensemble and a smaller one”. In addition to the organ solos contrasting with the orchestra,

1

Biography taken from Academia Brasileira de Música (2018a) and Ripper (2018).
Ripper, J. G. (Composer). (2017). Gloria Concertato: Para solistas, coro, órgão, tímpano e orquestra [Music
score]. Rio de Janeiro, Brazil: Duarte Produções de Arte, Ltda.
Ripper, J. G. (2017, July 28). Gloria Concertato (2017) [Video file]. Retrieved from
https://www.youtube.com/watch?v=xbQsc1slvBE
3
According to Ripper’s e-mail of April 10, 2019.
2
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the vocal solos in Ripper’s Gloria Concertato contrast with the choir. Hence, the piece is indeed
in concertante style.
Ripper’s Gloria Concertato is mainly centered in D and features harmony in fifths,
seventh chords, and traditional voice-leading. The piece can be divided into three parts:
Introduction (mm. 1-156), Development (mm. 157-379), and Conclusion (mm. 380-end). The
Introduction can be divided into two sections: Section 1 (mm. 1-62) and Section 2 (mm. 63-156).
The Development can also be divided into two sections: Section 3 (mm. 157-295) and Section 4
(mm. 296-379). The conclusion has only one section: Section 5 (mm. 380-end).
Section 1 (mm. 1-62) can be subdivided into three subsections: A-B-A’. Subsection 1-A
(mm. 1-27) is based on an orchestral tutti, starting instrumental until measure 10, when the choir
enters with the text “Gloria in excelsis Deo”. Subsection 1-B (mm. 27-53) is characterized by a
lighter orchestration, starting with an organ solo. The choir enters on bar 37 with the beginning
of the text until “bonae voluntatis”. Subsection 1-A’ (mm. 54-62) recalls the beginning of the
piece, only with the word “Gloria”.
Figure 8: Ripper’s Gloria Concertato (mm. 9-14), harmony in fifths
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Section 2 (mm. 63-156) can be subdivided into three subsections: A-B-C. Subsection 2-A
(mm. 63-89) starts with a transition until measure 70, when the choir enters again with the text
“Et in Terra Pax hominubus bonae voluntatis” with longer notes and a light orchestration.
Subsection 2-B (mm. 90-124), with the text “Laudamus te (…) adoramus te”, is based on a
delicate call and response amongst tenors-basses and sopranos-altos. Subsection 2-C (mm. 125156), with the text “Gratias agimus tibi (…) gloriam tuam” starts with a great contrast compared
to the previous subsection, with an orchestration recalling the beginning of the piece; the
subsection gradually looses intensity and ends calmly with long notes.
Figure 9: Ripper’s Gloria Concertato (mm. 95-103), call and response

Section 3 (mm. 157-295) can be subdivided into four subsections: A-B-B’-A’. Subsection
3-A (mm. 157-182) is an organ solo. Subsection 3-B (mm. 183-230) is a baritone solo, with an
orchestration that gradually becomes denser; the text of this section is “Domine Deus (…) Fili
Unigenite”. Subsection 3-B’ (mm. 231-268) is also based on the baritone solo, but the
orchestration suddenly becomes lighter – strings only – when “Jesu Christe” is sung; the text of
this subsection is “Jesu Christe (…) Filius Patris”. Subsection 3-A’ (mm. 269-295) is another
organ solo.
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Figure 10: Ripper’s Gloria Concertato (mm. 206-212), baritone solo

Section 4 (mm. 296-379) can be subdivided into three subsections: A-B-A’. Subsection
4-A (mm. 296-317), with the text “Qui tollis peccata mundi miserere nobis”, is based on
imitative style, fugato for the choir. Subsection 4-B (mm. 318-363), with the text “Qui tollis (…)
Qui sedes ad dexteram Patris, miserere nobis”, features a soprano solo. Subsection 4-A’ (mm.
364-379) resumes the fugato, imitative style for the choir, with the addition of the soloists.
Figure 11: Ripper’s Gloria Concertato (mm. 296-304), imitative style, fugato

Section 5 (mm. 380-end) can be subdivided into three subsections: A-A’-B. Subsection 5A (mm. 380-398) features an instrumental passage until measure 388, when the choir enters
within an orchestral tutti that recalls the beginning of the piece; the text of this subsection is
“Quoniam (…) Jesu Christe”, but it omits the phrase “Tu solus Altissimus”. Subsection 5-A’
(mm. 380-398) is a repeat of the previous subsection, but this time the text has the phrase “Tu
solus Altissimus” and omits the phrase “Tu solus Dominus”. Finally, Subsection 5-B (m. 399end), with the text “Cum Sancto Spiritu (…) Amen”, resumes the imitative style, this time with
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coloratura in a festive character; the final statements of “Amen” is grandiose accompanied by an
orchestral tutti.
Figure 12: Ripper’s Gloria Concertato (mm. 393-398), modulating harmony emphasizing
the words “Jesu Christe” in a grandiose manner

Figure 13: Ripper’s Gloria Concertato (mm. 399-404), fugato with coloratura
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4.2.2 Text and language
The text of the “Gloria” in Ripper’s Gloria Concertato is the official text of the Gloria in
Latin.
Table 2: Text of the “Gloria”4
Gloria in excelsis Deo.
Et in terra pax hominibus bonæ voluntatis.
Laudamus te. Benedicimus te. Adoramus te. Glorificamus te.
Gratias agimus tibi propter magnam gloriam tuam.
Domine Deus, Rex coelestis, Deus Pater omnipotens.
Domine Fili unigenite Jesu Christe. Domine Deus, Agnus Dei, Filius Patris.
Qui tollis peccata mundi, miserere nobis.
Qui tollis peccáta mundi, suscipe deprecationem nostram.
Qui sedes ad dexteram Patris, miserere nobis.
Quoniam tu solus Sanctus. Tu solus Dominus. Tu solus Altissimus, Jesu Christe.
Cum Sancto Spiritu in gloria Dei Patris. Amen.

Textual repetition is common in polyphonic sacred music, often repeating words or
phrases before moving to the next word or phrase. This can be seen, for example, in the “Gloria”
of William Byrd’s Mass for Four Voices. Byrd repeats the phrase “glorificamus te” a few times
before moving on to “Gratias agimus tibi”, and other similar repetitions occur during the piece.
The “Gloria” of Beethoven’s Mass in C major, Op. 86, repeats full phrases before moving to
other ones – including the repetition of the phrase “glorificamus te” as in the above-mentioned
Byrd’s “Gloria”. However, there is an unusual repetition in Beethoven’s “Gloria” – after stating
“Deus Pater omnipotens”, Beethoven repeats this phrase omitting the word “Pater”. In the
“Gloria” of the Coronation Mass, Mozart does a similar type of repetition. After stating the
phrases “Quoniam tu solus Sanctus. Tu solus Dominus”, Mozart repeats these two phrases but
omits the “Tu solus” before “Dominus”.

4

The text of the “Gloria” was taken from the Baronius Press edition of the 1962 Daily Missal, 2011.
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Ripper’s Gloria Concertato also presents unusual repetitions of the text. In total, there are
five unusual repetitions of the text in the piece. The first unusual repetition occurs in measures
54-62. After singing the phrase “Et in terra pax hominibus bonæ voluntatis,” the “Gloria” comes
back on measure 54, but the “in excelsis Deo” is omitted, and the text jumps from “Gloria” to
“Et in terra pax hominibus bonæ voluntatis” on measures 70-89, with an instrumental interlude
in between (mm. 65-69).
Figure 14: Ripper’s Gloria Concertato (mm. 58-75), omission of “in excelsis Deo” in the
“Gloria” repetition
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The second unusual repetition of the text in Ripper’s Gloria Concertato occurs on bar
226. In this repetition, the text jumps from “Domine Deus, Rex coelestis” to “Fili Unigenite”,
omitting the words “Deus Pater omnipotens. Domine”.
Figure 15: Ripper’s Gloria Concertato (mm. 223-230), omission of “Deus Pater
omnipotens. Domine” in the “Domine Deus, Rex coelestis” repetition

The third unusual repetition of the text occurs on measure 248. After repeating “Jesu
Christe. Domine Deus, Agnus Dei, Filius Patris” a few times, Ripper repeats “Jesu Christe” one
more time, omitting the “Domine Deus, Agnus Dei, Filius Patris” before moving on to the phrase
“Qui tollis peccata mundi, miserere nobis” on measure 296, after a long instrumental passage,
first with strings (mm. 253-268), then with the organ (mm. 269-295).
Figure 16: Ripper’s Gloria Concertato (mm. 243-255), omission of “Domine Deus, Agnus
Dei, Filius Patris” in the “Jesu Christe” repetition

The fourth unusual repetition of the text occurs on bar 388. After singing “Qui tollis
peccata mundi, miserere nobis. Qui tollis peccáta mundi, suscipe deprecationem nostram. Qui
sedes ad dexteram Patris, miserere nobis”, the piece returns to “Qui tollis peccata mundi,
miserere nobis” on measure 364 but omits “Qui tollis peccáta mundi, suscipe deprecationem
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nostram. Qui sedes ad dexteram Patris, miserere nobis”, jumping after some measures of
instrumental music to “Quoniam tu solus Sanctus”.
Figure 17: Ripper’s Gloria Concertato (mm. 376-389), omission of “Qui tollis peccáta
mundi, suscipe deprecationem nostram. Qui sedes ad dexteram Patris, miserere nobis” in
the “Qui tollis peccata mundi, miserere nobis” repetition

The fifth unusual repetition of the text setting in Ripper’s Gloria Concertato occurs on
measures 392-393. Firstly, there is an extra “Quoniam” in the text, which should not appear
before “Tu solus Dominus” nor before “Tu solus Altissimus” according to The Daily Missal and
Liturgical Manual with Vespers for Sundays and Feasts (2011). Furthermore, these two phrases
should appear one before the other and only then should the text move onto the words “Jesu
Christe”. Instead, there is an alternation between these two phrases as this subsection repeats
(mm. 380-398). In other words, “Tu solus Altissimus” is omitted in the first time, whereas “Tu
solus Dominus” is omitted in the second time.
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Figure 18: Ripper’s Gloria Concertato (mm. 392-393), extra “Quoniam” in “Tu solus
Dominus” and in “Tu solus Altissimus”, and alternation between these two phrases when
repeating the subsection

4.2.3 Duration
The duration of Ripper’s Gloria Concertato is approximately 20 minutes.5 This can be
considered very long for use in the liturgy, especially in Brazil, as usually Brazilian Catholics are
not used to long polyphonic pieces for the Ordinary of the Mass.

5

According to Ripper’s e-mail of April 29, 2019.
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4.2.4 Solos
Long solos in sacred music are not in accordance with Tra Le Sollecitudini (1903), which
stated that “solo singing should never predominate to such an extent as to have the greater part of
the liturgical chant executed in that manner; the solo phrase should have the character or hint of a
melodic projection (spunto), and be strictly bound up with the rest of the choral composition” (n.
12).
Ripper’s Gloria Concertato presents two long vocal solos. The baritone solo starts on
measure 185 and lasts for 67 bars until measure 252, including instrumental passages between a
few phrases. The soprano solo starts on the pickup to measure 318 and lasts for 45 bars up to
measure 363, including instrumental passages between a couple of phrases.
Figure 19: Ripper’s Gloria Concertato (mm. 322-331), soprano solo

It is noteworthy that Ripper’s Gloria Concertato also presents long instrumental
passages, which are not ideal for a “Gloria”, as can be inferred from Tra Le Sollecitudini (1903):
“it is not permitted to have the chant preceded by long preludes or to interrupt it with intermezzo
pieces” (n. 17). In Ripper’s Gloria Concertato, there are two organ interludes of approximately
25 bars each (mm. 157-182 and mm. 269-295).

4.2.5 Exclusion of profanity and other principles
Ripper’s Gloria Concertato was composed for concert, although the composer did not
exclude its use in the liturgy, as stated in the e-mail of April 10, 2019. The long solos and long
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instrumental passages may make the music sound as theatre music, albeit with a sacred text.
However, the style is universal, and the beauty of the melodic lines is remarkable. Additionally,
the style has sobriety and gravity of character.

4.2.6 Instrumentation
Ripper’s Gloria Concertato is scored for soloists, choir, organ, timpani and orchestra.
The two soloists are a soprano and a baritone. The choir is SATB. In addition to the timpani, the
orchestra is formed by one flute, one oboe, one clarinet in Bb, one bassoon; one horn in F, one
trumpet in Bb, one trombone; and strings (violins I and II, viola, cello, and double bass).
Annus Qui Hunc (1749) did not completely forbid the use of orchestral Masses in the
liturgy, but it restricted their use to the places it had already been introduced, as long as the piece
was serious and not too lengthy (n. 13). The instrumentation restrictions in Tra Le Sollecitudini
(1903, nos. 15-21) suggest that orchestral Masses are not ideal. As discussed in chapter two,
Mahrt (2009) gave some arguments in an article that may be used in favour of the use of
orchestras in the liturgy, although he did not affirm in that article that orchestras are ideal for the
liturgy. Additionally, one could infer that using a full orchestra is typical of theater music and
that therefore it should not be done in the liturgy, even if it may sound very beautiful.
Nevertheless, another argument that could be made is that there is a tradition of orchestral
Masses in the liturgy in some places. Furthermore, as mentioned in chapter two, orchestral
Masses have been executed in the Vatican recently. It is noteworthy, however, that Ripper’s
Gloria Concertato gives emphasis to the timpani. This emphasis on this percussion instrument
may constitute one more argument for the piece not being appropriate for the liturgy.
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4.2.7 Conclusions
João Guilherme Ripper’s Gloria Concertato is a piece composed for concert, as the
composer confirmed in the e-mail of April 10, 2019. However, the piece presents some
characteristics of liturgical music. It is a high-quality and beautiful piece, a major work of the
composer. The style is universal and has sobriety and gravity of character. The text of the
“Gloria” is in Latin and is clearly audible, therefore, in principle, it could be sung both in the
Ordinary Form and in the Extraordinary Form of the Roman Rite. However, the five occurrences
of unusual repetitions of the text, including one additional word and omissions of texts in
repetitions, raise questions about its appropriateness.
The length of the piece is another major issue. A twenty-minute “Gloria” is much longer
than an average Renaissance “Gloria”.6 Nowadays, especially in Brazil, a twenty-minute
“Gloria” would be perceived as being very long. The instrumentation also raises questions about
the appropriateness of its use in the liturgy. The use of an orchestra could be considered typical
of the theatre, and therefore not be considered appropriate for the liturgy, although this point is
debatable. One could argue that the use of orchestra in the liturgy could be allowed with the
permission of the Conference of Bishops. The timpani is the instrument that raises more
questions regarding appropriateness, especially because it is not in the background, but has a
preeminent role in the piece. The long solos and the long instrumental passages are also issues
that make Gloria Concertato more of a concert piece than a liturgical one, as they go against the
instructions of Saint Pius X in Tra le Sollecitudini (1903).

6

It is worthy recalling that Tra le Sollecitudini (1903) eulogized the Classic Polyphony of the Roman school (n. 4).
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Hence, in the opinion of the author of this research project, João Guilherme Ripper’s
Gloria Concertato is not very appropriate for liturgical use in either the Ordinary or the
Extraordinary Forms of the Roman Rite. However, its high artistic value is remarkable.

Chapter five:
Conclusion
Composing sacred music is a complex art. Indeed, composers should not only be gifted in
musical skills, but they should also be aware of the sacred music principles. Such a study,
however, is not simple, as the documents on sacred music are many, and some documents of the
20th and 21st centuries are not very precise. Yet the tradition of sacred music helps to better
understand the grey areas of the norms, in opposition to doing the hermeneutics of discontinuity.
The subject of musical instruments, in particular, is not a black-and-white one. Nonetheless,
general principles could be extracted from those documents and summarized in a table in the
appendix, which may be an effective tool to start studying the subject. Additionally, the division
of the principles into eight topics in chapter two is very didactic. Therefore, this research project
may be of help to composers, clergy, music directors, and others.
The Introduction shows the growing importance of sacred music documents through the
centuries due to the development of music, and that two principles have always guided sacred
music: the intelligibility of the text and the exclusion of profanity. Chapter two links different
documents on sacred music from the 20th and 21st centuries in order to extract the main
principles from them both for the Ordinary and Extraordinary Forms of the Roman Rite. The
study of the documents on sacred music in chapter two is divided into eight topics: Purposes and
general principles of sacred music; types of sacred music; active participation of the faithful; text
and language; duration; solos; exclusion of profanity; and instruments. These sacred music
principles are summarized in the table in the appendix.
The analysis of Lacerda’s Missa Ferial in chapter three and the analysis of Ripper’s
Gloria Concertato in chapter four may also be useful in order to consolidate theorical knowledge
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learned in chapter two. These analyses are concrete cases of how the study of the principles of
sacred music may be applied to decide how appropriate a piece is to be used in the liturgy,
whether in the Ordinary Form or in the Extraordinary Form of the Roman Rite, or in both.
Lacerda’s Missa Ferial is a SATB a cappella piece that sets the texts of the “Kyrie”,
“Sanctus” (and “Benedictus”), and “Agnus Dei” in Portuguese; therefore, it cannot be used in the
Extraordinary Form of the Roman Rite. The beauty, modal style, short duration, and clarity of
the text make it likely appropriate for the Ordinary Form of the Roman Rite. The Brazilian
flavour does not seem to sound profane and remains universal in style, although a contrary view
on this would be understandable. However, an actualization in its texts may be necessary, as the
text of the “Sanctus” (and “Benedictus”) and of the “Angus Dei” are not exact the ones that
appear in the current Roman Missal in Portuguese for Brazil (2010).
Ripper’s Gloria Concertato was composed for concert. Yet the text being in Latin and
being clearly audible could, in principle, be used in both the Ordinary and the Extraordinary
Forms of the Roman Rite; and the beauty, sobriety, gravity, and high artistic value of the music
are remarkable. However, the long vocal solos, the long instrumental passages, the unusual
repetitions of the text – including the addition of a word and the omission of some texts in the
repetitions –, and the length of the piece are not in full accordance with the sacred music
principles as shown in the documents of the Catholic Church, making the piece not very
appropriate for liturgical use. The instrumentation – a full orchestra with choir, soloists, organ,
and timpani – is also a delicate point, especially the emphasis on the timpani.
There is a notorious lack of knowledge concerning the principles of sacred music in view
of the current music repertoire sung in most parishes around the world, notably in Brazil. In most
cases, the repertoire sung is mainly religious singing by the people, which is usually very simple.
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However, even in those cases the quality of the hymns sung in so many parishes may improve
considerably if there is greater awareness of the importance of the principles of sacred music. By
studying the principles, the interest for Gregorian chant and for sacred polyphonic music may
also increase, and art music composers may be particularly interested in writing sacred pieces
that are appropriate to be used in the liturgy. Therefore, the divulgation of the teachings of the
Catholic Church concerning sacred music is highly necessary, and hopefully this research project
may be a contribution to such an objective.

Appendix
Table 3: Summary of the principles of sacred music
- Purpose: The glory of God and the sanctification of the faithful.
- Directly related to the liturgy, intended for divine worship.
- It must be holy and, therefore, exclude all profanity in the music and in its execution.
- Add greater efficacy to the text, help move faithful to devotion.
- Universal.
- Beauty, true art (high quality), excellence, sobriety and gravity.
- Only men of known piety and probity of life are to be admitted in the choir.
- It is preferable that the choir is formed by men only or by men and boys; if women sing, the choir should
be placed outside the sanctuary (presbyterium) and men should be separated from women and girls.
- Gregorian chant is the supreme model of sacred music.
- The closer to Gregorian chant, the more sacred the music is.
- If the choir cannot sing one or another Gregorian chant melody, it can sing the liturgical text recto tono
(one repeated note) or set to a psalm tone. Organ accompaniment may be used to help the choir.
- Palestrina as model for sacred polyphony.
- The liturgical text must be sung as it is in the books.
- Strictly speaking, texts from the liturgy; broadly speaking, texts in conformity with the Catholic doctrine.
- Repetitions of the text are allowed as long as they are not inappropriate.
- The sacred text should be clearly audible and cannot be omitted unless indicated by the rubrics.
- Although polyphony is usually longer than Gregorian chant, it should be relatively short.
- Music serves the liturgy, not the opposite.
- Language: Latin: For both the Ordinary and the Extraordinary Forms of the Roman Rite;
Vernacular: As a general rule, only for the Ordinary Form of the Roman Rite.
- Solos should be short, length of a musical phrase (exception for the Ordinary Form: Cantor during the
Responsorial Psalm).
- The competent territorial authority may authorize the use of instruments in divine worship, as long as these
instruments are suitable or can be made suitable for sacred use; the organ is approved a priori.
- Voice > organ > bowed instruments > wind instruments.
- Wind instruments: Should only be used in specific cases.
- Percussion, piano, concert band: Should be avoided.
- Instrumental passages should be short, except at the entrance procession, at the Offertory (after the
Proper), at Communion (after the Proper), and at the end of Mass, when music can be only instrumental.
- Some liturgical seasons and specific days have more restrict rules concerning instruments in the liturgy.
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