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Preface

Volume 2 picks up where volume 1 left off, completing the major genres common to both the
Classical and Romantic periods: oratorio (chap. 1), part song (chap. 2), dramatic music (chap.
3), and the phenomenon of the choral symphony (chap. 4), which starts with Beethoven’s Ninth
Symphony and continues to the present. This music can, with varying degrees of success, be
put into categories that provide the illusion of control or taxonomy.

However, categorizing the music of our own time is a difficult and elusive task because
it has, as yet, no history. The discipline of history requires some degree of temporal separation
in order to recognize larger trends that may not be visible to contemporaneous musical activ-
ity. Moreover, in its disparity, the music of the twentieth and early twenty-first centuries defies
easy categorization by genre, compositional lineage, or chronology, resisting efforts to discuss
it systematically. Ultimately, the most efficient way to proceed was to retain those aesthetic
labels already in general use. Each of the first six chapters in volume 2 is devoted to a particular
genre or to a compositional approach. Chapters 5 through 8 examine different “-isms,” one per
chapter: French Impressionism and Avant-gardism; Schoenberg’s serialism, nationalism’s use
of indigenous ethnic materials as the basis for a new type of composition and, finally, the neo-
classicism of Stravinsky and Hindemith. After that, we turn to the radical experiments of the
avant-garde after World War 11, music of such difficulty that it required a new type of specialized
vocal ensemble that bore little resemblance to the choral groups of the past. Chapter 10 surveys
the response of a diverse group of composers whose response to the avant-garde involved the
conscious preservation of the inherited choral tradition, even if they added to it their own mod-
ernisms. Chapters 11 and 12 focus on the choral music of the United States and the British Isles,
nations that have not only produced a wealth of choral music but also share in common so
much history. The final chapter documents a new type of opposition to modernism, the return
to a kind of musical simplicity that is simultaneously contemporary and accessible.

As this book progressed, the difficulty of writing a book of “history” became increas-
ingly problematic. The technological revolutions of the past fifty years have radically changed
the ways we access information, interact with one another, and do research. The shrinking of
the physical and temporal distances that once divided us now presents us with unprecedented
access to literally any kind of music; but such easy access challenges the traditional notion
of a choral canon. The music discussed in volume 1 and the first four chapters of volume 2
once constituted a consensus common core of choral literature, but technology’s impact on
the recording industry, the music-publishing business, and the marketing of choral music and
performance calls into question even the validity of such a canon. In this author’s lifetime,
recording has progressed from vinyl records to cassette tape to compact discs and now to digital
streaming of both live and recorded music. The gradual impact of the innovations of such print-
ers of music as Gutenberg, Petrucci, Breitkopf, and Novello that once shaped music’s history
now takes place in a continuous virtual present that makes any kind of music from any culture
instantly available. All that this book can do is make the most sense of what historical certainty
we think we have, then try to acknowledge current trends that are changing day by day. At this
point, it is impossible to put the recent past into any meaningful or lasting historical context;
that task belongs to another author and another time.
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I must acknowledge the lack of a thorough discussion of the important contribu-
tions made by contemporary Canadian and Latin American choral composers. In the case of
Canada, I found no logical place to put such a discussion; the diverse and vibrant choral music
of Latin America is such that we don’t yet know whether it constitutes art music in the tradi-
tional Western sense or is merely a novelty that gives our performances the appearance of being
inclusive.

In the time of Palestrina or Bach, all composition was contemporary. Today, conduc-
tors have to contend with both historical repertory and an overabundance of new music tailored
to meet the needs of the market. As conductors, the task of balancing these competing reperto-
ries and their respective values makes it increasingly difficult for us to be what Eric Leinsdorf
called us to be, “the composer’s advocate.”

Chester L. Alwes
Mahomet, IL
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The Oratorio from Haydn to Elgar

During Joseph Haydn’s first visit to England (1791—92), he attended one of the series of
annual Handel Commemoration concerts in Westminster Abbey where he heard com-
plete performances of Messiah and Israel in Egypt, as well as excerpts from Saul, Esther, Judas
Maccabeus, and Deborah. While in England, Haydn received the libretto for his oratorio The
Creation, after having decided to compose an oratorio at the instigation of the impresario
Salomon, who organized Haydn's concert appearances. The strength of this work and its suc-
cessors (notably Mendelssohn’s Elijah) tends to obscure the fairly large body of late eighteenth-
century oratorios tied to neither Handel nor England.

THE ENGLISH ORATORIO AFTER HANDEL

There were, of course, English composers who eagerly took up Handel's mantle: Thomas
Augustine Arne (1710-78); John Christopher Smith, the younger; John Stanley (1712-86);
Charles Avison (1709—70); and Johann Christian Bach (1735-82).! Handel's popularity was so
great that these compositions were largely regarded as alternatives to his music rather than suc-
cessors. Indeed, pasticcios using Handel's music set to completely different texts (e.g., Samuel
Arnold’s Redemption [1770?]) were often preferable alternatives to mere imitations.

Across the Channel, oratorios employed either the Italian oratorio volgare or various
Protestant models. Throughout the second half of the eighteenth century, Italian composers
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wrote oratorios that were essentially opera seria based on sacred stories, which is precisely how J.
G. Walther defined the genre in his 1732 Musikalisches Lexikon.? Italian oratorio composers include
Leonardo Vinci, Leonardo Leo, Nicola Porpora, Niccolo Jomelli, Giovanni Paisiello, Baldassare
Galuppi, and, at the Catholic court in Dresden, Johann Adolf Hasse, the Czech composer Jan
Dysmas Zelenka (1679-1745), and Johann David Heinichen (1683-1729). The best known of
Hasse’s oratorios, according to Howard Smither, is La Conversione dell’ Santo Agostino (1750).3

Italian influence dominated oratorio production at the Viennese court, beginning with
Antonio Caldara. Along with Antonio Draghi and Marc’Antonio Ziani, Caldara introduced this
style to native Austrian composers: J. J. Fux, J. G. Reutter, and Florian Gassmann. The death of
Emperor Charles VI (1740) led to a decline in oratorio performances, but the genre resurfaced
in occasional performances (most often during Lent) of works by Giuseppe Bonno (171-88) and
Antonio Salieri (1750-1825).

In Vienna, the founding of the Tonkiintsler-Sozietit in 1771 led to a resurgence of the ora-
torio. This society provided another important link between Handel and Haydn: the influence
of Baron Gottfried van Swieten. In 1779 the Tonkiintsler-Sozietit's Lenten oratorio performances
included Handel's Judas Maccabeus, with a German translation by van Swieten. Beginning in
1786, van Swieten and a group of his peers arranged private performances of Handel’s oratorios
at the Imperial Court Library. This group, the Gesellschaft der Associerten, commissioned a choral
version of Haydn’s Seven Last Words, both oratorios, and Mozart’s orchestrations of Handel’s
oratorios (most notably Messiah). According to Georg Griesinger, an early Haydn biographer,
Haydn and Mozart alternated as musical directors for these performances.+

FRANZ JOSEPH HAYDN (1732—-18009)

Largely overlooked in Haydn’s career is his Italian oratorio Il ritorno di Tobia (1775), composed
for the Tonkiinstler-Sozietdt. The libretto by Giovanni Boccherini is based on a story from the
book of Tobit in the Apocrypha. Howard Smither states that “this is essentially a Metastasian
libretto: Boccherini observes the unities of time, place, and action; events which occurred
in another time and place are narrated in past tense; the libretto proceedes [sic] mainly by
alternation between recitatives and arias; the only ensemble is a duet; and each part closes
with a chorus.”s This description, a common template, fits any number of oratorios written
at that time.

Both Pietro Metastasio (1698-1782) and Apostolo Zeno (1668-1750) were the leading
opera and oratorio librettists at the Viennese court. In 1729, Metastasio replaced Zeno as court
poet, holding that post until his death. His work was so popular that those fifty years (1729-82)
became known as the “Metastasian era.” The primary influences on Metastasio were Petrarch
and his sixteenth-century imitators and the moral philosophy of René Descartes (Les passions de
I'dme). Metastasio’s libretti frequently combined plot lines from antiquity (including the Bible
for oratorios) with the Cartesian notion that virtue was best embodied in an individual’s ability
to control human passion.

The typical Metastasian libretto assumed some basic musical and structural needs such
as: (1) scene changes (in the operas) associated with the entrance or exit of a character; action
depicted primarily through dialogue (recitative) leading to a concluding aria; (2) arias with two
contrasting texts using the da capo aria form; and (3) ensembles or choruses (in nonoperatic
formats) that conclude an act (of which there are typically three in operas and two in oratorios).
Accordingly, Haydn’s oratorio Il ritorno di Tobia has two acts, each concluded by a chorus.
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Another important feature of Metastasio’s libretti was the preservation of the ancient
unities of time, place, and action. Taken to their most extreme form, use of these unities limited
the action to a single day and place. For example, in one of Metastasio’s more popular libretti,
Betulia liberata, which served as the bases of oratorios by Gassmann, Holzbauer, Jommelli,
Reutter, and Mozart, the deeds of Judith in the camp of the Assyrians (including the behead-
ing of Holofernes) are told in the past tense because they took place outside the city (Bethulia).
These limitations become more evident as we explore later oratorios.

DIE SCHOPFUNG (“THE CREATION”

Haydn’s two late oratorios, The Creation and The Seasons, are generally more highly regarded
than his earlier Italian work. These two oratorios are significant departures from typical Austrian
oratorios of the time. Most obvious is the enhanced role of the chorus, a change likely prompted
by Haydn’s exposure to Handel's music.® Haydn received the libretto in England and had it trans-
lated into German by van Swieten, who elaborated on his role as translator in a letter printed in
the Allgemeine Musikalische Zeitung of 1798.7 Haydn’s work on the oratorio occupied him for about
a year (1796-97), and the premiere took place in the Schwarzenberg Palace in Vienna on April
30, 1798. According to contemporary accounts, Haydn himself supervised from the keyboard the
large chorus and orchestra, which consisted of around 180 performing forces.® One of the con-
troversies surrounding this initial version of the oratorio involved the thorny question of how van
Swieten’s translation compared with the English text of the bilingual publication (1800).0

The layout of the libretto clearly departed from the Metastasian model, having three
(rather than two) parts and the action taking place over six days. The adoption of three parts was
another bow to Handel, whose oratorios typically had three parts. The English libretto drew on
three principal literary sources: (1) The biblical account of the Creation (Genesis 1and 2); (2) John
Milton’s poem Paradise Lost (especially Bk. 7); and (3) Psalm 19:1—5 and Psalm 104:277-30.

The libretto unfolds logically: Part 1 covers the first four days of Creation, Part 2 the fifth
and sixth days, and Part 3 describes Adam and Eve in the Garden of Eden. Nicholas Temperley
points out that each day contains the following elements: prose (past tense) from Genesis and
set as recitative; poetic commentary (present tense) scored for either ensemble or chorus; prose
(past tense) set as recitative, which leads to a choral hymn of praise.* For days one, two, and
four, Haydn used this pattern literally; for days three, five, and six he expanded it by repeating
the first two elements before proceeding to the final two.

Table 1.1 confirms the alternation of the literary elements posited by Temperley: recita-
tive (from Genesis) and solo/ensemble/chorus, generally poetic, except for the texts of no. 13
“The Heavens are telling” and no. 277 “Achieved is the glorious work,” both of which are taken
from the book of Psalms. The text column reveals that the libretto did not set all of the texts of
Genesis 1, omitting vv. 5, 8, 12-13, 17-19, 23, 25, and 27-30. Many of these omissions result from
the librettist’s decision to abandon the Genesis formula of ending each day with “And there was
evening and there was morning, a (insert number) day.” The exclusive use of Miltonian poetic
texts for Part 3 represents an even more notable departure from the alternating text types of
Parts 1 and 2.

There are five vocal soloists, representing only three of the voice parts (S, T, and B).
The first three, appearing exclusively in Parts 1 and 2, have angelic names—Gabriel (S), Uriel
(T), and Raphael (B). Gabriel (“mighty one of God”) is believed to be the angel who delivered the
Koran to the Prophet Mohammed. Uriel (“my light is God”) is the archangel of the Apocrypha,
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Table 1.1 Haydn, The Creation, formal structure

Movements Text Key
Day 1: Accompanied Recitative (Raphael) Gen 114
Chorus Gen 114 Eb major
Accompanied Recitative (Uriel) Gen 114 Eb major-C major
Aria (Uriel) with chorus Poetic A major-C minor—-A major
Day 2: Accompanied Recitative (Raphael) Gen 1:6—7
Aria (Gabriel) with chorus Poetic C major
Day 3: Secco Recitative (Raphael) Gen 1:.9-10
Aria (Raphael) Poetic D minor/D major
Secco Recitative (Gabriel) Gen 11
Aria (Gabriel) Poetic Bb major
Secco Recitative (Uriel) (Quasi-biblical)
Chorus Poetic D major
Day 4: Secco Recitative (Uriel) Gen 1:14-16
Accompanied Recitative (Uriel) Poetic D major—-C major
Chorus and Trio Ps19 C major
Day 5: Accompanied Recitative (Gabriel) Gen 1: 20
Aria (Gabriel) Poetic F major
Recitative secco/Acc. (Raphael) Gen 1:21-22 D minor
Trio Poetic A major
Chorus with trio Poetic A major
Day 6: Secco recitative (Raphael) Gen 1:24
Accompanied Recitative (Poetic)
Aria (Raphael) Poetic D major
Secco recitative (Uriel) Gen 1:26
Aria (Uriel) Poetic C minor
Secco recitative (Raphael) Gens 1:31
Chorus Poetic Bb major
Trio (Gabriel, Uriel, Raphael) Ps 104:27-30 Eb major/minor
Chorus (reprise) Bb major
Part 3
Accompanied Recitative (Uriel) Poetic E major-C major
Duet (Adam and Eve) + chorus Poetic C major
Secco Recitative (Adam) Poetic
Duet (Eve and Adam) Poetic Eb major
Secco Recitative (Uriel) Poetic
Chorus (with SATB soli) Poetic Bb major

mentioned in Esdras 2; this angel also appears as a character in Milton’s Paradise Lost and in
Longfellow’s poem The Golden Legend. Raphael, another of the seven archangels, means “God
heals.” The other two soloists are Adam and Eve, who, understandably, sing only in Part 2. Often,
for reasons of economy, the same soloists sing Gabriel/Eve (S) and Raphael (B)/Adam (Bar).
The three angelic soloists of Parts 1 and 2 do not interact dramatically nor do Adam
and Eve engage in dialogue. These restrictions were not viewed as defects but as part of the
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essential difference between opera and oratorio. To compensate for the absence of dialogue,
costumes, and scenery, oratorio composers had historically used a narrator (historicus, testo). In
The Creation, the three angelic soloists fulfill this function, introducing the Creation events. But
even here they are not dramatis personae because the idiom itself precludes drama: How could
there be drama when no people yet exist? The angels are passive reporters, a quality unique to
this particular libretto.

In addition to providing the impetus for Haydn to write an oratorio, Handel’s influ-
ence also furnished a specific musical model that Haydn felt bound to follow. The complete
Handel oratorios that Haydn heard in 1791 were Messiah, which had already attained great
popularity, and Israel in Egypt; both are exclusively biblical and lack any action. Like Messiah,
The Creation is biblical (but not exclusively so), contemplative rather than overtly dramatic,
dominated by powerful choral writing, and devoid of the clearly defined presence of a histori-
cus. We can extend this comparison to include the substantial role that accompanied recitatives
play in both works. Haydn’s understanding of and attempt to emulate the Handelian oratorio
simultaneously defines his aesthetic orientation as well as the path that the nineteenth-century
oratorio took.

But Handel’s music was not the only influence that shaped Haydn’s The Creation. The
original librettist imbued the text with numerous markers of contemporary cosmology: the
text celebrated nature; in part, this resulted from the decision to use the text from Genesis 1
rather than the parallel account in Genesis 2. This emphasis also reflected the influence of the
Deists, a group whose belief in reason led them to question literal truth of the Bible. And too,
Enlightenment philosophy intersected with traditional Christianity, a meeting marked by many
clashes, but the Deists and the Christians agreed that God’s creation was an orderly process,
moving logically from simple (or macrocosmic) to complex (microcosmic).

Another group whose ideals affected the structure of Haydn’s oratorio was that of the
Freemasons, a movement begun in England in 1717 and which embodied the principles of the
Enlightenment. Nicholas Temperley suggests that the anonymous librettist of The Creation may
have been a Freemason.”? Haydn himself was a Mason, as was Mozart, and the symbolism of
Masonic ritual was as vital to his oratorio as it was to Mozart’s Die Zauberflste. The oratorio envi-
sions a Master Architect, one whose supreme knowledge brings order out of chaos, and this
orderliness also colors the oratorio’s structure. Although tripartite structure is also Handel’s
preference, the number 3 plays a prominent role in Masonic symbolism, manifested in the
libretto’s use of three angelic soloists.? Furthermore, the libretto divides the tasks of these solo-
ists in a rational way: Uriel sings of light (no. 2, nos. 1-12); Gabriel’s arias focus on the creation
of plants (nos. 8-9) and birds (nos. 14-15); Raphael’s texts detail the separation of land and sea
(and its inhabitants) and the creation of the other animals up to but not including man (nos.
21-22). Haydn's careful distribution of the arias (two for each soloist) was yet another manifesta-
tion of such Enlightenment planning.

The tonalities presented at the beginning of the work become archetypes for the entire
oratorio and musical symbols of the Enlightenment. Haydn set the “Depiction of Chaos” in
C minor, reserving C major for the creation of light. Even more striking is the juxtaposition in
Uriel's aria (“Now vanish before the holy beams the gloomy shades of night”) of A major and
C minor (“Despairing cursing Rage” as the remnant of chaos); the return to A major coincides
with the text “a new created world,” in which order and reason prevail.4

All of this juxtapositioning suggests a structure for the oratorio in which tonality plays
a significant role. If C minor represents chaos, its parallel mode, C major, embodies reason or
God, who divided darkness from light. This tonal dichotomy might well explain the libretto’s
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omission in Genesis 1:5 where the archetypes of darkness and light are explained as night and
day. The extended movements of Parts 1 and 2 tend toward keys closely related to the C minor/
major orbit.

The tonalities that mark the end of each day of creation form this sequence:

Part1:
A major (day 1); C major (day 2); D major (day 3); C major (day 4)

Part 2:
A major (day 5); Bh (day 6)

Part 1 favors C major. Beginning with Part 2, however, there is a pronounced shift toward flat
keys, beginning with no. 15 (F) and ending with the triptych that concludes Part 2 (B—E—B}).
The intervening nonrecitative items reprise the three central tonalities of Part 1: A (no. 19), D
(no. 22), and C (no. 24). The overall harmonic plan of the oratorio features a descent from C to
Bb within Parts 1 and 2, and again in Part 3.5 The result is the unprecedented phenomenon of
a classical composition that begins in one key and ends in another.”® First, C major replaces C
minor as God brings order out of chaos.” This same tonality dominates Part 1, ending the sec-
ond day (no. 5, “The marv’lous work beholds amazed”) and the fourth day (no. 13, “The heavens
are telling”). Haydn reserves the most important appearance of C major for the aria “In native
worth and honor clad,” highlighting that God created man “in his own image.”

The ensuing descent to Bb represents the Fall of Adam, a view reinforced by two sub-
sequent events. When Raphael joins the trio in no. 26, he sings “But as to them thy face is hid,
with sudden terror they are struck. Thou tak’st their breath away; they vanish into dust.” Haydn
illustrates mankind’s isolation from God by moving dramatically from E» major to E> minor.
The lengthy, descriptive orchestral introduction that opens Part 3 is in E major, a key removed
from the Bb conclusion of Part 2 by the interval of a tritone. Haydn uses this tonal remove—the
dreaded tritone—to contrast the tranquil portrayal of dawn on the first day of humanity in the
Garden of Eden with the impending disruption of the relationship between God and his cre-
ation fomented by Satan.

Haydn’s music is so well known and beautifully written that it scarcely requires more
adulation. There is one piece, however, that stands out for its innovative, audacious approach
to form, orchestration, and pictorialism—the oratorio’s overture “Representation of Chaos.”
Theorists and commentators have long recognized the special qualities of this extraordinary
movement. Nothing in Haydn’s earlier music prepared his audience for the powerful overture
depicting chaos by negating its obverse, order. In eighteenth-century music, order is manifest
in the use of periodic phrasing based on accepted tonal hierarchies. A well-known classical mel-
ody, not unlike Mozart’s Eine kleine Nachtmusik, features phrases that combine to form short
periods. For example, Nachtmusik’s opening phrase has two four-bar periods that use the same
rhythm to arpeggiate first an ascending tonic chord (C) and then a descending dominant (G7).
Together, these periods comprise an antecedent phrase to which Mozart provides the necessary
consequent phrase and then repeats (and varies) the process to grow the form. What makes the
music work is the predictability and regularity (four-bar phrases using alternation of tonic and
dominant seventh chords and identical rhythmic construction) of its construction.

Haydn, on the other hand, posits that chaos is expectation denied but achieved, in this case,
by avoiding any cadence that might establish a key. After an initial unison C, marked forte and spread
over four octaves, the first harmony is a quiet, tentative, first-inversion A major chord (ex. 1.1a).
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Example 1.1 a/b: Haydn, The Creation
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Haydn did not create a cadence until mm. 2021, and this is to Db, the Neapolitan of the pre-
sumptive tonic. The half-step motion implicit in this unexpected cadence (C-D) becomes a
unifying motive for the overture; the same melodic half step, everywhere present, also facilitates
his denial of harmonic expectation. A prominent rhythmic motive (ex. 1.1b) adds another layer
of chaos: because it appears in so many different orchestral voices, it produces a texture of mul-
tiple obbligato parts as opposed to the melodic/thematic dominance of the strings (especially
vln 1)—the hallmark of previous classical orchestration.

Haydn sustains this mysterious harmonic flux and unusual orchestral texture for
thirty-nine measures before cadencing to another unison C in m. 40. We hear this accented
repetition of the movement’s tonic as a recapitulation; the next six measures literally reprise
mm. 3-8. But the insecure harmonies of the opening reappear nine measures later (mm.
51-55), created by an extended chromatic bass line (F—E-E—D-D—C-B-C), which sets up
the long-anticipated cadence to C minor and Raphael’s solemn intonation of the first verse
of Genesis 1.8

Van Swieten’s musical suggestions to Haydn concerning this passage are interesting:
“In this chorus, the darkness should disappear little by little, but enough of the darkness should
remain so that the instantaneous transition to light is felt quite strongly. ‘Let there be light,” etc.
ought to be said only once.”9 Haydn followed van Swieten’s advice by indeed stating the text
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only once and making it strongly felt. Nonetheless, no one in the audience could possibly have
anticipated the now famous creation-of-light cadence. According to Frederik Silverstolpe, Haydn
kept the use of this device secret from even his closest friends:

That was the only passage of the work which Haydn had kept hidden. I think
I see his face even now, as this part sounded in the orchestra. Haydn had the
expression of someone who is thinking of biting his lips, either to hide his
embarrassment or to conceal a secret. And in that moment when light broke
out for the first time, one would have said that rays darted from the compos-
er’s burning eyes. The enchantment of the electrified Viennese was so general
that the orchestra could not proceed for some minutes.>°

The musical effect of this moment is as profound today as it undoubtedly was in 1798.
Of all the choruses in The Creation, none is more famous than “The Heavens are tell-
ing,” the text of which paraphrases Psalm 19:

The heavens are telling the glory of God;

The wonder of his works displays the firmament.
Today, that is coming, speaks it the day;

The night that is gone, to following night.

In all the lands resounds the word,

Never unperceived, Ever understood.

The chorus sings only the first sentence, the final two being the province of the solo trio. The
alternation of choral and solo textures creates a rondo-like form. The chorus begins attacca from
the conclusion of Uriel’s preceding recitative, which ends on a half-cadence to G. Although not
nearly as dramatic as the creation of light in the first movement, the cadence from the recita-
tive’s conclusion—this one to C—alludes to the creation of all the lights in the firmament.
Bruce MacIntyre has convincingly shown that the melodic curve of this chorus reappears in
melodies heard throughout the oratorio (ex. 1.2).»

Example 1.2 Haydn, The Creation, no. 14, mm. 1—4
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What makes this chorus so amazingly effective are the subtle variations of texture and tempo
that Haydn introduces with each return of the chorus. Each new entrance ratchets up the tempo,
creating exuberance in both this chorus and the first part of the oratorio.

The end of Part 2 succeeds in at least matching this impressive conclusion. To some
extent, its weight results from the sheer mass of the triptych—a solo trio flanked by two cho-
ruses that function as theme and enhanced variation. This chorus shares with “The Heavens
are telling” a use of paraphrases from Psalm 19 and Psalm 104:27-30. The two choruses use
the same key (Bb), tempo (Vivace), and text (lines 1 and 4 of the opening become lines 1 and 2
of the reprise). But the second chorus is three times as long as the first, due to Haydn’s inclu-
sion of a fugal texture, which provides further evidence of Handel’s influence. Haydn sets this
Trio in Eb and in triple meter (Poco adagio), apportioning the text in an appropriately orderly
fashion. Gabriel (S) and Uriel (T) sing v. 1; Raphael (B) sings v. 2; and all three soloists unite for
v. 3, creating a modified recapitulation of the opening music. If there were any doubts concern-
ing Handel’s influence, the resemblances between Haydn’s fugue subjects and the “Hallelujah
Chorus” surely dispel them (ex. 1.3).

Example 1.3 Haydn, The Creation, no. 27, mm. 9—13
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DIE JAHRESZEITEN (“THE SEASONS”

Within a year of the premiere of The Creation, Haydn set to work on another oratorio, The
Seasons, the libretto of which was based on the Scottish poet James Thomson’s (1700-1748)
poem celebrating the four seasons. As he had for The Creation, Gottfried van Swieten trans-
lated Thomson’s English poem into German. In some instances, van Swieten’s German
relied on an earlier translation (1745) by Barthold Heinrich Brockes (1680-1747), who was
principally known for his Passion oratorio texts set by Bach, Handel, Telemann, Stolzel, and
Mattheson. Van Swieten not only translated Thomson’s poetry but also crafted it to func-
tion as choruses, recitatives, and arias. In the process, van Swieten drastically shortened the
original poem, recasting it to fit the traditional musical forms associated with the oratorio
and, in the process, establishing new precedents for what constituted an oratorio. The clear-
est problem concerning this text is its lack of a structural template like the one successfully
employed in The Creation. In The Seasons there is no orderly progression toward a satisfying
and logical dramatic conclusion but rather a pictorial representation of events typical of all
four seasons. For example, the program of Spring (Der Friihling) unfolds as the transition
from “surly winter” to spring (both instrumental and vocal); followed by a pastoral chorus
welcoming the arrival of spring; then a recitative and aria for Simon (bass) celebrating the
farmer’s fieldwork; next the farmer’s prayer for “propitious” weather (recitative and aria for
tenor); an impromptu interlude follows in which Hanne (soprano) and Lukas (tenor) invite
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their companions to “wander 'mid the sweets of May,” where all is “lovely, all delightful, all
replete with joy”; and finally, a concluding hymn of gratitude and praise in “God of light!
God of life! Hail gracious Lord,” to which the addition of a fugue on “Endless praise to thee
we'll sing” seems a pro forma, obligatory response.

While the texts of mvts. 2 through 5 proceed logically, the concluding chorus seems
somewhat contrived. At the end of the duet and chorus, Simon injects a totally new thought:
“Every feeling, every longing from our Maker flows.” This awkward textual transition allows
Haydn to compose an ersatz sacred chorus. Although this chorus is beautiful and well crafted,
it lacks textual and formal coherence and ends in a different key than the one in which it began.

The text of Simon’s aria, Schon eilet froh der Ackermann (“With joy the impatient hus-
bandman”) illustrates this problem (Table 1.2); both van Swieten’s German text and a modern
translation reveal a somewhat consistent scansion but the lack of a rhyme scheme. While the
scansion of the two verses is quantitatively the same, they occur in different configurations (8-
6-8-6 and 8-6-6-8); the only rhyme is in the German text, and it is limited to the opening line
of each strophe.

Haydn sets the robust opening text in C major, with an appropriately muscular theme

(ex. 1.4).

Example 1.4 Haydn, The Seasons, part 1 (Spring), no. 3b, mm. 9—12
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But the strong cadence to C that ends v. 1 is immediately followed by A major (ex. 1.5), hinting
at C minor, the key in which v. 2 begins.
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Table 1.2 Haydn, The Seasons, part 1, 3b, Text

German English Syllable Rhyme
Count
Schon eilet froh der Ackermann With joy the impatient husbandman 8 a
Zur Arbeit auf das Feld, Drives forth his lusty team, 6 b
Im langen Furchen schreitet er To where the well-used plow remains, 8 C
Dem Pfluge fltend nach. Now loosened from the frost. 6 d
Im abgemessnem Gange dann With measured step he throws the grain 8 a
Wirft er den Samen aus, Within the bounteous earth. 6 f
Den birgt der Acker treu O sun, soft show’rs and dews! 6 g
Und reift ihn bald zur goldnen Frucht. The golden ears in plenty bring! 8 h
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Example 1.5 Haydn, The Seasons, part 1 (Spring), no. 3b, mm. 48—58
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After repetitions of the text in various tonal areas (Eb and C minor), Haydn reprises the opening
text and music to create a ternary form. This recapitulation omits most of the original first half,
concentrating on presenting lines 3 and 4 of the text in C major.

One specific musical detail reveals Haydn’s characteristic sense of humor. The happy
plowman whistles while he works; Haydn suggests that the farmer (and perhaps the listener) is
musically literate by placing the theme of his “Surprise” Symphony No. 94 in the piccolo part
(ex. 1.6).

Example 1.6 Haydn, The Seasons, part 1 (Spring), no. 3b, mm. 1720
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Haydn'’s aria also captures the rustic quality of the Austrian countryside and peasantry. His fas-
cination with this topic is not limited to this aria or even this segment of the oratorio. Giorgio
Pestelli twice alludes to this rural quality, noting that

[tthe Mozartean accent that was noticeable in the best “London” sympho-
nies became more apparent in the works written during the early years of
Mozart’s posthumous fame. Many arias, especially in The Seasons, begin in a
manner fit for Papageno ... there is a note of the kind of bourgeois morality
that occurs in Goethe’s contemporary elegy Hermann und Dorothea (1797).
Hermann’s mother could easily live in the countryside of The Seasons, so neat
and tidy, as, worried about her son, she crosses the garden in a hurry, but
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not enough of a hurry to prevent her from tidying up a stake or removing a
caterpillar from a cabbage, “since an industrious woman never takes a step
without purpose.”?2

Pestelli suggests an attitude more romantic than classical. If Simon sings in a manner “fit for
Papageno,” he possesses, by inference, that sense of nobility that many authors (from Jean-Jacques
Rousseau on) attribute to such rural people. The naive bourgeois morality and sensitivity that The
Seasons projects, while perfectly amenable to Austrians, proved somewhat at odds with perceptions
elsewhere, which perhaps accounts for the work’s relative lack of popularity outside of Austria.

In The Seasons, Haydn’s central problem is the libretto’s lack of drama. Unlike The
Creation, in which both soloists and chorus had clearly defined roles within a consistent formal
plan, the texts of this oratorio (Thomson’s and van Swieten’s) are descriptive and contemplative.
The lack of drama that was understandable and forgivable in Creation becomes a problem here
in Jahreszeiten, and this forced Haydn to adopt a wider array of vocal textures to compensate for
the libretto’s bland, predictable poetry.

This is not to say that the work lacks wonderful choruses. In Part 3, Autumn (Herbst),
there are two—“Hort das laute Get6én” (no. 26) and “Juchhe! Juchhe! Der Wein ist da” (no. 28)—
filled with vivid musical effects summoned forth by the archetypal activities they describe (hunt-
ing, drinking, dancing). Although apt and colorful, the musical conceits of these choruses are
hardly those typically found in an oratorio. Despite the resulting palette of choral and orchestral
color, in these choruses Haydn seems to lack the inspiration evident in the choruses of Creation.
In the hunting chorus, for example, this traditionally male activity restricts the women of the
chorus to rather inane comments or repetition of text already sung by the male chorus.

More impressive is the drinking chorus “Juchhe! Juchhe! Der Wein ist da,” which
features frequent antiphonal exchanges between the male and female singers. While hardly
dramatic, this dialogue at least seems plausible given the existing social fabric. Haydn utilizes
interjections of the word “Juchhe!” (hurrah!) to move to increasingly remote tonal areas: to G
(m. 37), A minor (m. 43), E minor (m. 48), and, ultimately, F# minor (m. 53). The “Juchhe!”
chords (ex. 1.7) typically initiate a cadential progression, often to unexpected keys.

Example 1.7 Haydn, The Seasons, part 3 (Autumn), no. 16b, mm. 35-39
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Another masterful touch is his change of meter (to 6/8) and tempo (to Allegro Assai) to
signal the textual transition from a generic praise of wine to the activities associated with
making it. With typical humor, Haydn succumbs to tone painting implicit in the text (e.g.,
fife and drum and drones with chromatic appoggiatura for the bagpipe). The music whirls
and spins through a series of keys to suggest the increasing inebriation of the peasants, a
state humorously portrayed by Haydn’s skewed rhythmic treatment of the choral fugue’s
subject (ex. 1.8).

Example 1.8 a/b: Haydn, The Seasons, part 3 (Autumn), no. 16b

a. mm. 156-160
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The vocal bass’s errant presentation of the theme is proof positive that things are getting out
of hand.

Despite the problems of textual and formal coherence presented by its libretto, The
Seasons is the first significant oratorio based on a secular, nonbiblical text. As such, it becomes
the precedent for other nineteenth-century secular and/or nonbiblical oratorio-like works to
meet the demands of the increasingly large and diverse body of choral societies, which depended
on works with symphonic accompaniment (e.g., the Berlin Sing-Akademie [1791] and Vienna’s
Gesellschaft der Musikfreunde [1812]). Far from supplanting the traditional biblical oratorio, these
newer oratorios accommodate the increasingly secular literary tastes of the romantic era; they
provided an alternative to biblical texts that were less appealing to some or for whom Nature
itself was the new, enlightened religion.

FELIX MENDELSSOHN (1809—47)

Haydn’s successor in the English oratorio market was Felix Mendelssohn, whose rationale
for composing oratorios had less initially to do with Handel and England than his fascina-
tion with Johann Sebastian Bach. Haydn’s enormous popularity in England predestined the
success of his oratorios in that country. It also seems to have engaged the English to look
to the Continent for his and Handel’s successors in the burgeoning oratorio and cantata
market. In The Mirror of Music, Percy Scholes documents the growth of English choral fes-
tivals, choral societies, and newer denominations like Methodism whose volunteer choirs
lacked the resources of Anglican cathedrals. All of these things created a demand for new
choral music.? Not surprisingly, this rapid growth prompted advances in the new field of
“music education,” as people like Joseph Novello, John Curwen, John Hullah Pike, and oth-
ers designed pedagogical materials to increase the musical ability of these largely amateur
choruses.
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PAULUS, OP.30

In 1829 Mendelssohn lobbied his teacher, Karl Friedrich Zelter, to allow the Sing-Akademie to
perform Mendelssohn’s new orchestration of Bach’s St. Matthew Passion. Zelter himself was
acquainted with Bach’s music through his composition study with C. F. C. Fasch (1736-1800),
the harpsichordist at the Berlin court of Frederick the Great during C. P. E. Bach’s tenure there,
and J. P. Kirnberger. All were familiar to some extent with J. S. Bach’s works. Mendelssohn’s
motivations for pursuing this project are complex and numerous, and not unlike Mozart’s vari-
ous Handelian projects undertaken at van Swieten’s instigation. Old Bach represented a German
prototype for romantic composers following Austrian dominance in the Classical period.

Mendelssohn’s family background was German-Jewish aristocracy; his father, Abraham
Mendelssohn, had had his children baptized in 1816, most likely to ensure their assimilation
into German society. Felix’s interest in the music of J. S. Bach sparked an in-depth examina-
tion of that music as a model for Lutheran compositions (choral and organ) and gave rise to an
increasing awareness among both Protestants and Catholics in seventeenth- and eighteenth-
century music. Mendelssohn’s early successes in composing and conducting led him to the
prestigious posts of director of the Leipzig Gewandhaus, the Leipzig Conservatory, the Staats-
und Domchor Berlin, and the Berlin Opera Orchestra. He singlehandedly brought the German
chorale back into the spotlight by its inclusion in symphonic, organ, and choral compositions.
Richard Taruskin states that “he did more than any other single musician to reinvent not only
German, but all of modern concert life in the form that we now know it.”>4 Felix Mendelssohn
died at the ripe young age of thirty-eight, no doubt due to overwork.

Returning from Italy in 1831, Mendelssohn visited Johann Schelble, the founder and
conductor of the Frankfurt Cicilienverein, who first broached the idea of an oratorio based on
the life of St. Paul. This meeting was tantamount to a commission as Mendelssohn then began
corresponding with Julius Schubring, a Lutheran pastor in Dessau, about drafting a libretto.>
The composition of the oratorio occupied Mendelssohn from March 1834 through 1835; he com-
pleted the autograph score early in 1836 and sent it to the publisher Simrock, who printed
choral scores in time for the work’s premiere at the eighteenth Lower Rhein Music Festival in
Diisseldorf on May 22, 1836. Mendelssohn conducted, leading an enormous contingent of 356
singers and 172 orchestral musicians in that performance, which prompted the organizers of
the 1837 Birmingham Festival to invite Mendelssohn to conduct the oratorio in England.®

Paulus is scored for SATB soli, large mixed chorus, and a huge orchestra of paired
winds (plus contrabassoon and ophicleide), four horns, two trumpets, three trombones, tim-
pani, strings, and organ. Schubring’s libretto has two parts: the first recounts the martyrdom
of Stephen (nos. 1-11) and Paul’'s dramatic conversion (nos. 12—22); the second part details the
missionary journeys of Paul and Barnabas (nos. 23—45). Schubring drew the essential narrative
from the book of Acts, to which he added texts from the Hebrew Bible (Leviticus, Isaiah, and
various psalms), the New Testament (Matthew, Romans, James, and 2 Timothy,) and several
well-known Lutheran chorales.

Since the seventeenth century, oratorio had been distinguished from the historia by its
use of a text not limited exclusively to the Bible. Given the many textual omissions, conflations,
and insertion of texts other than those found in Acts, St. Paul definitely qualifies as an oratorio.
A particularly complex textual construction appears in no. 6, which contains recitatives for
soprano and tenor, a chorus, and a concluding recitative.
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By stitching together separate, unrelated verses from Acts 7, the recitative employs texts
that recount Israel’s relationship with God’s appointed prophets. Even more radical is the textual
construction of the chorus’s text, which contains three words from Acts 21:36 (“Weg mit ihm!”)
in addition to the proscription from Leviticus 24:16. The first text describes Paul’s possible fate at
the hands of the angry residents of Jerusalem; the second the punishment for blasphemy.

Mendelssohn’s musical setting is both interesting and informative. The soprano recita-
tive, though accompanied by strings, resembles the Evangelist’s recitatives in Bach’s Passions.
The textual prompt “Stephanus sprach” (m. &) leads to a brief instrumental passage, notable for
the addition of the bassoon’s color as it doubles the violin. This brief interlude appears three
times in the course of the recitative suggesting that it is a “recognition” motive associated with
Stephen (ex. 1.9).27

Example 1.9 Mendelssohn, St. Paul,
op. 36, no. 6, mm. 9-10
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Mendelssohn’s rubric above Stephen’s initial music indicates that the recitative should gradu-
ally get faster and louder to mimic Stephen’s increasingly animated discourse.?® The Allegro
molto at m. 38 coincides with a meter shift and a dynamic increase to fortissimo, mirroring
Stephen’s diatribe that culminates with the denunciation: “You have received the law through
the intervention of angels, and have not upheld it.” This stinging indictment provokes a brief
chorus (D minor, presto), the text (“Weg mit dem, er ldstert Gott, und wer Gott listert, der soll ster-
ben!”) and the music of which are clear relatives of the turba choruses in Bach’s Passions.

Most of the choral texts do not come from Acts, indicating a lack of texts suitable for
grand, oratorio-style choruses. Examples include such choruses as Siehe, wir preisen selig (James
1:12), Mache dich auf! Werde Licht! (Isaiah 60:1-2), and O, welch eine Tiefe des Reichtums (Romans
11:33, 36b). The bass arias Vertilge sie, Herr Zebaoth (no. 13), Ich danke dir, Herr (no. 19), and Gott,
sei mir gnidig (no. 17) all employ texts from the Psalms, the last an interesting appropriation of
Psalm 51 to express Saul’s misery prior to Ananias’s arrival.

The most intriguing additions are the Lutheran hymns interpolated at key points in
the narrative, suggesting yet another Bach reference. Some of the chorales—Allein Gott in der
Héh sei Ehr (no. 3) and Wachet auf, ruft uns die Stimme (no. 16)—are entire movements. The first
comes immediately after the opening chorus, while Wachet auf follows the “conversion” scene,
which in turn leads to another grand chorus (Mache dich auf, werde Licht!) with brass fanfares
placed between the phrases of the chorale. Curiously, Mendelssohn omits the repeat of the cho-
rale’s initial melodic section, perhaps because its text (Mitternacht heisst diese Stunde) is even less
relevant to the oratorio’s story than the part he chose to use.

More typically, Mendelssohn uses chorales as part of a larger musical complex, two
examples of which are found in Part 2. Two verses of the chorale O Jesu Christe, wahres Licht (see
ex. 1.10) follow the chorus Ist das nicht, der zu Jerusalem verstorte (no. 29).
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Example 1.10 Mendelssohn, St. Paul, op. 36, no. 29, mm. 78-82
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Within the musical complex (no. 306) that consists of the concluding fugal chorus, preceded by
recitatives for tenor (Barnabas) and bass (Paul), the bass aria (Wisset ihr nicht, dass ihr Gottes
Tempel seid) Mendelssohn inserts phrases of Luther’s paraphrase of the Nicene Creed, Wir
glauben all’ an einem Gott as a cantus firmus (ex. 1.11).

The most intriguing chorale usage involves the oratorio’s overture, which opens with
a fantasia on Wachet auf, followed by a fugue (m. 43f.) in which the hymn’s opening phrase
appears numerous times in different keys. Mendelssohn’s choice of Wachet auf, the prominent
placement he gave it, and his omissions of text and melody imply that Mendelssohn used it less
as a specific textual commentary than yet another generic reference to J. S. Bach.?9

St. Paul contains wonderful music, hardly any of which is known or performed today.
Part 2, however, contains two interesting choruses—the well-known “How lovely are the mes-
sengers” (Wie lieblich sind die Boten, no. 26) and the less familiar, penultimate chorus, “See what
love hath the Father bestowed on us” (Sehet welch eine Liebe hat uns der Vater erzeiget, no. 43). St.
Paul remains less popular than Elijah at least partially because Mendelssohn chose to re-create
Bach’s Passion music within a story that presented no plausible need for it.
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Example 1.11 Mendelssohn, St. Paul, op. 36, no. 36,
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ELIJAH, OP. 70

The success St. Paul enjoyed at the Birmingham Festival in 1837 provided Mendelssohn with a
commission for yet another oratorio. Again, he turned to Julius Schubring to create the libretto,
a task that presented problems different from those encountered in St. Paul. As a Hebrew Bible
figure, Elijah conformed to the Handelian tradition, but the story in 1 Kings 17-19 itself was not
that well known. Chapter 17 focuses on Elijah’s healing of the widow’s son, but the first fifteen
verses of chapter 18 recount an interaction between Elijah and Obadiah and do not figure promi-
nently in the oratorio. The remainder of chapter (18:16—406) provides the principal drama of the
oratorio—Elijah’s confrontation with the Baalites. In chapter 19:1-15a, Queen Jezebel attempts
first to discredit, then to destroy Elijah. The scarcity of usable dramatic text forced Schubring
to draw on other biblical texts—Deuteronomy, Exodus, 1 and 2 Samuel, 1 Chronicles, Psalms,
Malachi, and Matthew—to an even greater extent than he did in St. Paul. The text from Matthew
was the result of Schubring’s insistence that Elijah was more compelling and acceptable as
a precursor of the Messiah than as a character in his own right. Therefore, the oratorio was
extended past its original conclusion (no. 38) to include Schubring’s “Christian” additions (nos.
39—41), which, in turn, required a new concluding chorus (no. 42).

Schubring’s libretto recounts the story from 1 Kings as a series of discrete scenes (Table 1.3).
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Table 1.3 Mendelssohn, Elijah, op. 70, scenic construction

Part 1

God’s Curse—Famine:
“Widow’s Scene”:
“Baal Scene”:

“Miracle of Rain”

Part 2

“Queen’s Scene”
Elijah’s exile

God’s appearance
Elijah’s Transfiguration
and Ascension
Christian Addendum
Final Chorus

Introduction, Overture, and mvts. 1-5

mvts
mvts
mvts

mvts
mvts
mvts

mvts
mvts

.6—9
.10-18
.19-21

.22-24
. 25-32
- 33735

.36-38
-39-41

mvt. 42

The libretto illustrates the lack of temporal coherence increasingly found in nine-
teenth-century oratorio libretti in sharp contrast to the earlier adherence to the Metastasian
unities of time, place, and action, mostly seen and heard in opera seria. Mendelssohn’s solution
to these often abrupt shifts of time and place is to provide a web of motives to provide dramatic
coherence. The most important of these appear in the oratorio’s introduction.

The first motive (see ex. 1.12), a solemn fanfare for winds and brass, announces Elijah’s

appearance.’®

Example 1.12 Mendelssohn, Elijah, op. 70, Introduction
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The prophet’s first words are sung to an ascending octave arpeggio signifying the “strength of
God.”® But the most dramatic motive is Elijah’s pronouncement of God’s curse (famine) upon
Israel realized musically as three descending tritones (sung and played). Finally, the recitative
concludes as it began, with the fanfare for Elijah, God’s prophet, who pronounced this judg-
ment. The reappearance of these motives (and several others) throughout the oratorio mitigate

the story’s lack of dramatic cohesion.
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Fig. 1.1 Facsimile of the score of Felix Mendelssohn’s oratorio Elijah
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While the motive depicting God’s strength occurs more frequently (it is also used for the
god of the Baalites), the curse motive is more dramatically and formally significant. Its return in
mvt. 5 (“His curse hath fallen down upon us”) highlights the children of Israel’s indifference to
Obadiah’s pleas to repent. It also figures prominently in the Baal scene (mvts. 10-17), identifying
idolatry as the curse’s genesis. But the tour de force is Mendelssohn’s bold presentation of that
motive in the basses of the chorus and orchestra on the ultimate page of the score (ex. 1.13).

Example 1.13 Mendelssohn, Elijah, op. 70, no. 42,

mm. 113-19
o #

Bass : ' . [o | I |
A men, A men, A men,

Amid the jubilant “Amens,” the reappearance of the curse motive seems odd, unless
Mendelssohn intended to suggest that a similar fate awaits the Israelites should they abandon
Yahweh in the future.3?

Ultimately, Mendelssohn’s use of a tonal symbolism reminiscent of Haydn's The
Creation is more important than these several motives. There is no evidence to suggest that
Mendelssohn was aware of Haydn’s tonal scheme; nonetheless, it is interesting that he chose
C major to represent God and C minor to portray his curse. A whole array of tonal symbolism
derives from the functional relationship of other tonalities to the “God/curse” duality. A minor,
the relative minor of C, represents God’s anger (nos. 2,17, 24, 30, and 33), while its parallel mode,
A major, symbolizes the people’s growing trustin God in Part 2 (nos. 25, 277, and 40). Conversely,
the relative major of the curse motive (Eb) symbolizes the trust in God required to end the curse
(4, 10, 1415, 19—20) (see Fig. 1.1).

Following the classical hierarchy, the tonality next in significance after C is its domi-
nant (G), which Mendelssohn uses to represent the people’s trust in God (Part 1, nos. 7, 9, and
Part 2, no. 22). The subdominant of C (F) comes to represent trust in Jehovah (Part 2, nos.
32-33) o, alternatively, in Baal (Part 1, no. 11). Mendelssohn seems to have used D minor (rela-
tive minor of F major) at the beginning of the oratorio to represent man’s lack of trust in God
(introduction; overture, and no. 1). Conversely, D major, Handel’s “God” key, plays a similar role
in Mendelssohn’s tonal cosmology, reserved for choruses in Part 2 (nos. 28-29 and 41—42) that
praise God’s name and power.

The tonality of F# minor conveys the despair resulting from misplaced trust either
in Baal (Part 1, nos. 12-13) or Queen Jezebel (Part 2, no. 26), as well as Elijah’s depression,
“It is enough” (no. 26). That same key also provides a link (via the circle of fifths) to two
other significant tonalities—B minor and E major. Part 2 begins in B minor with “Hear Ye,
Israel” symbolizing Jezebel's attempt to placate the people. In the circle of fifths, that key
comes between F# (the key signifying the people’s rebellion against Yahweh) and E (the key
representing God’s appearance to Elijah [Part 2, no. 34]).3 Three brief premonitions of this
key acknowledge God’'s power and mercy. The first occurs in the opening chorus (“Will then
the Lord be no more God in Zion?” mm. 35-41), the second as Elijah prays for mercy for the
widow’s son (Part 1, no. 8 mm. 66-84), and the last in the Baal scene (Part 1, no. 16, mm.
83—93) when the Israelites acknowledge that “Our God is one God and we will have no other
Gods before the Lord.”
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Save for the absence of the Lutheran chorale, the musical genres used by
Mendelssohn in Elijah are similar to those found in St. Paul; they become more dramatic in
Elijah because the story from the Hebrew Bible precluded any imitation of Bach’s Passions.
That said, Elijah is not a flawless work. Despite its dramatic music, the work possesses an
aimless story articulated in an antiquated English text that in itself demands more famil-
iarity with the Bible than a modern secular audience might have. Finally, the length of the
work (approximately two hours and fifteen minutes) frequently requires cuts that inevitably
impact the drama. In reality, Elijah should never have become a modern success. Yet, Elijah
is surpassed only by Messiah in terms of its popularity among singers and audiences. If the
most famous chorus is “He watching over Israel” (with the charming trio “Lift thine eyes”
that precedes it), the chorus’s role as protagonist in the Baal scene is often referred to as one
of the great moments in history of oratorio. No less wonderful is the solo writing, as Elijah
constitutes the premier bass-baritone role in the canon. Mendelssohn hardly neglects the
other soloists, providing each with at least one great aria: “If with all your hearts” (T), “O
rest in the Lord” (A), and “Hear ye, Israel” (originally written for the soprano Jenny Lind, the
“Swedish nightingale”).

BEETHOVEN AND BERLIOZ

Mendelssohn’s death in 1847 broke the oratorio’s direct line of descent from Handel. In the
first half of the nineteenth century, oratorios began to appear that transcended the traditional
definitions of the genre. These included singular oratorios produced by two of the most promi-
nent composers of early romanticism—Ludwig van Beethoven (1770-1827) and Hector Berlioz
(1803-69). Beethoven’s oratorio, Christus am Olberge, op. 85 (Christ on the Mount of Olives), was
composed hastily (1803, rev. 1804) in response to a request for an opera for the Theater-an-der-
Wien. Franz Xavier Huber’s libretto consisted of only six numbers, all of which emulate the
template used in Haydn’s The Creation. Like that work, there are only three named characters,
Jesus (T [instead of a bass as was common in the German Passion/oratorio tradition]), Peter
(B), and the Seraph (S). Most of the oratorio’s music has been forgotten, save the powerful
“Hallelujah” chorus that closes the work.

Berlioz’s oratorio L'Enfance du Christ op. 25 (The Childhood of Christ) stretched even far-
ther the notion of what an oratorio can be. Like later exponents of the genre, Berlioz struggled
with what to call the work, eventually settling on the accurate, if somewhat generic, description
“trilogie sacré,” the three components of which are “Herod’s Dream,” “The Flight into Egypt,”
and “The Arrival at Sais.” The well-known “Shepherds’ Farewell” that closes the second portion
of the oratorio played a seminal role in the work’s genesis. If Berlioz’s veracity can be trusted,
he originally sketched this music as an “Andantino for organ” during a somewhat dull social
evening in 1850. He eventually added words appropriate to a group of shepherds serenading the
departure of the Holy Family. A little ritornello for winds imitating the shepherds’ pipes pro-
motes this pastoral impression. To create interest in his piece, Berlioz passed it off as the work
of an obscure seventeenth-century composer, Pierre Ducré, but Berlioz’s supposed discovery
was pure fabrication. When Berlioz realized that people genuinely liked this little chorus, he
expanded it by adding an overture and a tenor solo. This scena, in turn, became the cornerstone
of what is perhaps an odd example of a nineteenth-century oratorio. The completed “oratorio”
received its premiere in 1853.
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ROBERT SCHUMANN, DAS PARADIES UND DIE PERI, OP. 50

The evolution begun by Beethoven and Berlioz continued in two well-known composers not
usually associated with the genre: Robert Schumann (1810-56) and Franz Liszt (18u-86). Both
produced large works for chorus and orchestra that expanded the notion of just what an oratorio
was. In a review written in 1841, Robert Schumann expressed his fear that with a few notable
exceptions (Mendelssohn’s St. Paul being one), the oratorio was in danger of becoming extinct.3+
John Daverio dubs 1843 as Schumann’s “Oratorio Year,” alluding to the scholarly tendency to
view Schumann’s output in terms of his focus on a particular genre (e.g., Lieder, symphony,
chamber music, and the like, in a particular year). At about the same time Mendelssohn was
composing Elijah, Schumann completed Das Paradies und die Peri, op. 50, a project that dates
back to at least 1840. In December of that year, Schumann listed in his book of future compo-
sitional projects three of the four tales contained in Thomas Moore’s epic poem Lalla Rookh
(pub. 1817).5 Schumann was ambivalent about the precise compositional treatment the texts

Fig. 1.2 [llustration from the 1861 edition of Thomas Moore’s Lalla Rookh
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would require: “concert piece,” “opera,” and “oratorio” were among the options he considered.
Like Mendelssohn, Schumann was obsessed with composing an opera; he declared in his diary
that “An opera will be my next work, and I'm fired up to proceed.”s® But Schumann ultimately
concluded that the tale of the Peri was not suitable for operatic treatment, as he makes clear in
a letter written prior to the completion of its sketches: “At the moment, I am involved in a large
project, the largest I've yet undertaken—it’s not an opera—I believe it well-nigh a new genre
for the concert hall. I plan to put all my energy into it and hope to have finished it within the
year.”¥ In retrospect, one wonders why a work so highly valued by Schumann remains virtually
unknown and unperformed by contemporary critics and audiences.

In part, this neglect derives from Schumann’s uncertainty regarding the nature of the
work. Based on a poem rooted in Persian mythology, the text had no connection to the Bible or to the
sacred stories that formed the foundations of the oratorio. Thus Schumann decided that the work
was unsuitable for operatic treatment. So what kind of piece did Schumann believe he was creating?

On the title page of the published score, Schumann called the work “Dichtung” (poetry).
Although Clara Schumann referred to it as an oratorio, Robert himself, while affirming the work’s
novelty, saw its only precedent in several didactic oratorios of Carl Loewe, an eighteenth-century
composer, conductor, and singer.® Franz Liszt viewed it as a “secular oratorio,” which he regarded
(along with the keyboard miniature) as one of the central contributions of Schumann’s oeuvre.o
In a letter written in June 1843, Schumann states that the work is “an oratorio, though not for the
chapel, but rather for ‘cheerful folk.”+° Carl Dahlhaus has argued that such genres as the dramatic
cantata, the choral ballad and ode, and the secular oratorio are primarily achievements of the nine-
teenth century.# If the work is not one of these, the fact that it is based on a lengthy English poem
might suggest Haydn’s The Seasons as a possible model. As far as we know, though, Schumann
neither espoused such a view nor acknowledged any awareness of Haydn’s work.

The safest path is to place Paradise and the Peri among that rather amorphous body of
nineteenth-century choral/orchestra music: dramatic in nature and intended for the concert
hall. Nonetheless, the story of the Peri resonates with such typical romantic notions as redemp-
tion and exoticism, particularly as expressed in stories drawn from non-Western culture.#* John
Daverio said it best:

Indeed, the theological scheme of the Peri tale—Originary bliss-Fall-Paradise
regained—readily maps onto the historical scheme—classical antiquity—
contemporary critique-redemptive future—articulated in the fragments and
essays of the early framers of Romanticism, Novalis and the Schlegel broth-
ers among them. Schumann too subscribed to this tripartite philosophy of
history ... the Neue Zeitschrift fiisr Musik rested on a critical foundation in
which preservation of the past, recognition of the deficiencies of the present,
and hope in the future interlock and mutually support one another.#

The libretto of Paradise and the Peri has three parts, each with two large scenes. The “heroine”
(the Peri) is the offspring of a fallen angel and a mortal, a lineage that bars her entry to Paradise
(Fig. 1.2). In Moore’s poem the Peri is promised admission by the gatekeeper upon the presenta-
tion of a suitable gift. Her three attempts to find such a gift provides the structure of the libretto.
The story itself exemplifies an ultimate romantic archetype—the visionary quest, here given a
somewhat religious slant (original bliss, “Eden” in The Creation, the “fall” from perfection, and
ultimate redemption through an act of selfless love). Such an interpretation is the only pretext
for viewing Schumann’s work as an “oratorio.”
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Musically, Schumann likely wanted to demonstrate his ability to create a large-scale
work in which elegant detail and structural integrity found a satisfying balance, and, to judge
from the unanimous praise of contemporary critics, he succeeded. Schumann eschewed the
motivic complexity Mendelssohn had used in Elijah by seeking a “new path,” one that synthe-
sized numerous contemporary trends.4 John Daverio specifically cites the influence of H. A.
Marschner (specifically, his Kldnge aus Osten); Carl Loewe’s attempted synthesis of opera and
oratorio (in Johannes Huss®); Berlioz (who visited Schumann early in 1843); Carl Maria von
Weber (especially Oberon and Euryanthe); and Mendelssohn’s secular cantata/ballad Die erste
Walpurgisnacht, the final rehearsal and premiere of which Schumann attended in early 1843.
While these diverse compositions may have indeed influenced the genesis of Paradise and the
Peri, all were trumped by Schumann’s desire to create a new musical continuity based on har-
monic and metric relationships that bound one movement to another. It is this technique that
has marked Paradise and the Peri as one of Schumann’s truly innovative works.

Schumann deliberately identified the Peri and other named characters with specific
soloists (the alto and tenor soloists as the principal narrators), countering that constancy with
the changing identity of the chorus (warriors, spirits, etc.) and precise attention to details of
orchestral color. Schumann’s successful balancing of these elements of structure led Daverio
to assert that “of the nineteenth century’s larger creations for vocal and orchestral forces, only
Wagner’s Parsifal equals the Peri in dispositional logic and symmetry.”4°

Despite its variety of harmony, texture, meter, and orchestration, Paradise and the Peri
remains a series of miniatures fused into an aural unity, which the listener either accepts or
denies. It was this formal fusion that Schumann regarded as innovative, though, as he told
Franz Brendel, the resulting continuity occasioned critical disapproval.#7 Instrumental transi-
tions (reminiscent of Beethoven) or certain harmonic connections, which become apparent
only when repeated in a new movement, mold the sections into a seamless continuity, as the
layout of Part 3 of the “oratorio” illustrated in Table 1.4.

This information, while useful, fails to convey the novelty of Schumann’s fusion of
multiple musical segments because the music itself resists traditional labels. The simplest
movements, like O heil'ge Trinen, innwger Reue (no. 24) use a single meter, tonality, and scoring
throughout. Movements for solo voice, however, defy such conventional labels as recitative, aria,
and the like. Initially, Schumann tried many different labels to describe the solo movements,
but the only term used in the full score is Rezitativ; all the other movements bear the generic
rubric of “solo.” Daverio comments that “Still, the notion of the ‘Rezitativischer Gesang,’
a syntactically flexible vocal line supported by a motivically rich orchestral texture, appropri-
ately describes the writing in a large number of the oratorio’s movements (e.g., sections of
nos. 1, 3-5, 7, 9-12, 14, 16, 19, 20, and 25).”# It is in precisely such movements as these that
Schumann employs instrumental themes to unify disjunct segments.

An example of this flexible vocal style is mvt. 20, which Daverio classifies as a recitative-
and-aria.#® The movement’s beginning and end are the locus of Schumann’s innovative continu-
ity. Its initial tempo indication, noch langsamer (even slower), presumes a proportional relation
to the tempo of the preceding movement, a blend of recitative and aria (itself marked etwas
langsamer), which, after describing the Perfs anticipation of the beauties of paradise, takes a
foreboding turn, as the angel (alto solo, m. 45) announces the insufficiency of the Peri’s second
gift. The Peri’s realization that her second gift has been deemed inadequate explains the ambiva-
lent tonality of mvt. 19 with its prominent use of semitone inflections and a motive built on the
Baroque “sigh” motive (ex. 1.14b), as well as the reprise (ex. 1.14¢) in mvt. 20 of an orchestral
motive portraying her dejection, first heard in the opening measures of the oratorio (1.14a).
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Table 1.4 Schumann, Das Paradies und die Peri, op. 50, 18-206, overview

Movement Text Key Meter Scoring
18. Chor der Houris Schmiicket die Stufen zu G-V/G A S, A, ssaaww,

Allahs Thron br, str
19.Trand A Dem Sang von ferne G-D ] T, A + str, ww,
(Engel) soli lauschend hn and tbns
20. S 1 (Peri) Verstossen! Verschlossen =~ B-D % S, ww, hn and str

auf’s new’ das Goldportal! 3
21. Bar Jetzt sank des Abends F# minor 3 Bar, ww, hn, str

gold’ner Schein
22. T, Chor des Peris,  Und wie sie niederwiirts B minor 3 T, Br, ssaa, WW,
Bar sich schwingt hn, str
23. Soprano (Peri), Hinab zu jenem E minor-A-E minor— % S, T, MS, Bar,
Tenor, Mezzo, Tenor, Sonnentempel! E major-G-B minor 3 ww, br & str
Baritone
24. Chor O heil'ge Tranen, innger G 3 SATB satb, ww,

Reue hn, str
25. S (Peri), T, satb  Esfiillt ein Tropfen aufs  E minor-V/G i S, T, satb, hn,

Land Agypten ww, str
26. Finale Freud, ew'ge Freude, mein A7-D-G 2 S, satb, Full

Werk ist getan! orchestra

Example 1.14 a—c Schumann, Das Paradies und die Peri, op. 50
a.mvt 19, mm. 11-13 .
R — B e——— S S e S
b. fvt. 20, mm. 1-4
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For the aria portion of mvt. 20, a D major Allegro (alla breve), Schumann contrives a quasi-
rondo form, the ebullience of which is reminiscent of his “Spring” Symphony No. 1, op. 38.
The audible thematic repetition (see ex. 1.15) provides the movement’s loose form but in no
way impedes Schumann’s seemingly effortless depiction of the Peri’s indefatigable optimism.

Example 1.15 Schumann, Das Paradies und die Peri, op. 50, mvt. 20,
mm. 22-29
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This strong expression of the Peri’s optimism ends, obviously inconclusively due to a
deceptive cadence to B minor (m. 158). This prompts an orchestral “postlude” based on stretto
entries of a melody, which incorporates the movement’s two principal tonalities—B minor (rec-
itative) and D major (aria), and resembles the lachrymose motive seen in example 1.16.5°

Example 1.16 Schumann, Das Paradies und die Peri, op. 50,
mvt. 20, mm. 158—70

T~
) Vin. 1 : é | A
oo T - — 1 ~ T ]
A s 1 = — 1 1 —T—%F 1 ]
e | == ——————=C : :
o Dolce
o o . 4
7] e — }
Car 1 T f | a— 13 ) trer T 7T 1
17— T 1 T 1 T 1 Tt 1 ]
P Dolce ~—~—
Qe e e
/x Vin. 1 —
gy 4 d—d J > ey 4 s o
A7 - T T & T T T T T ]
Gt } e ! : I :
\QJU T 1 1 T 1 T |
Fng’ = F' r o
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Schumann uses A as a common-tone connection of the aria’s D major and the Ff minor of the
next movement, no. 21. Once again, Schumann indicates a temporal relationship, suggesting
that the half note of no. 20 (slowed via ritardando) should become the quarter note of no. 21.

Choruses comprise ten of the twenty-six movements of this oratorio; in addition to its
three main parts, the chorus takes the part of the dramatis personae as warriors, Nile spirits, Peris,
and the like, as needed. Even if none of these choruses ranks among the pantheon of oratorio
choruses, Schumann demonstrates considerable craft as a choral composer. Particularly affecting
is the chorus Weh, weh, er fehlte das Ziel (no. 8), a lament on the death of the youth who challenges
the oppressor Gazna in Part1 (ex. 1.17) and O heil'ge Trinen, innge Reue (no. 24), in which the chorus
marks the tears of the repentant criminal that provide the Peri entry into paradise (ex. 1.18).

Example 1.17 Schumann, Das Paradies und die Peri, op. 50, mvt. 8, mm. 1-11
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Example 1.18 Schumann, Das Paradies und die Peri, op. 50, mvt.
24, mm. 1-9
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Schumann’s indebtedness to Handel-via-Haydn is evident in the fugal chorus that
ends Part 1. What begins as the choral equivalent of a symphonic finale becomes an immense
fugue (m. u5), which looks backward to those of Handel and Haydn and forward to those of
Brahms.s' The esoteric story and unabashed lyricism of Paradise and the Peri may prevent it from
joining the “canon” of the Romantic-era oratorio repertory, but this music (despite its resistance
to being excerpted as concert pieces) deserves the attention of contemporary choral societies.

FRANZ LISZT (1822-86)

Discussions of Masses (chap. 12) and liturgical choral music (chap. 14) in vol. 1 showed Franz
Liszt to be an unexpectedly prolific composer of choral music. During his years in Rome
(1861-69), Liszt composed two oratorios, Die Legende von der heiligen Elisabeth (1857-62)
and Christus (1866—72). Liszt’s first oratorio—his nod to the burgeoning growth of nation-
alism—venerated his county’s patron saint, Elizabeth (1207-31). Otto Roquette, a profes-
sor at the Darmstadt Polytechnikum, wrote the text, but Liszt had some difficulty deciding
precisely what kind of work this would eventually be. He proffered his thoughts on the
essence of oratorio in a discussion of Adolph Bernhard Marx’s oratorio Moses: “Why call it
an ‘oratorio?’ Is its nature not something entirely different? ... For this work has little to do
with worship, as do former works with such a title; it revolves around fantasy rather than
a belief.... The character of oratorio is markedly epic; accordingly, lyric and dramatic ele-
ments only appear episodically.”s?

Here Liszt elucidated the central problem surrounding the nineteenth-century orato-
rio. For him, it resided in a certain mixture of lyric, dramatic, and epic qualities. His criticism of
Marx’s oratorio could have been applied just as easily to his own work since lyric elements pre-
dominate. Liszt’s notion that an oratorio had “little to do with worship” reflected how far con-
temporary reality had diverged from historical tradition. Determining what “oratorio” meant
had become increasingly problematic. From its inception in the late sixteenth century, the ora-
torio had been differentiated from opera, becoming, in the nineteenth century, more reliant
on those qualities Liszt called “lyric” and “epic.” As the narrator became less important, the
genre placed new emphasis on orchestral color, recognition motives, and other purely musical
devices to compensate for the absence of those elements essential to opera—dialogue, action,
costumes, scenery, and staging.

More than any work discussed thus far, The Legend of St. Elizabeth abandoned the tried-
and-true Metastasian unities of time, place, and action. To fashion a musical composition out
of six paintings chronicling events that were literally years apart required Liszt to conjure up
a new type of musical unity. Liszt's acknowledgments to those who helped him assemble the
various musical materials describe the collection of melodies that became the thematic under-
pinning of his entire oratorio. First, Liszt became familiar with liturgical music for the feast of
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St. Elizabeth, specifically citing items from sixteenth- and seventeenth-century breviaries and
choral books.5

I have used from these liturgical treasures two chief motives in particular,
which from ancient times have had religious and historical relationship with
St. Elizabeth. For the exact statement of both motives, besides their use in my
composition... I hereby proffer my sincere thanks to the same sources.

Likewise I owe similar thanks to Edward Remenyi (of Pest) and
Mr. Gottschalk (Cantor of Tieffurth in Weimar), for the kind delivery of two
folk-melodies which I have employed in my work.5s

Example 1.19 a—e Liszt, Die Legende von der heiligen Elisabeth

a. Quasi Stella matutina (Elizabeth’s motive)

T i 1 - o i
z = | etc.

b. “Cross” motive

booo

c. Crusader’s Hymn (Schoenster Herr Jesu)
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The Gregorian antiphon proper to the feast of St. Elizabeth becomes the saint’s musical
signature (ex. 1.19a) wherever she is the focus of the story or mentioned by someone else.
The second motive is a generic Gregorian incipit (ex. 1.19b) that Liszt used in other composi-
tions (the Graner Festmesse, the final chorus of the “Dante” Symphony, the tone poem Die
Hunnenschlacht, and, especially, Via Crucis) to symbolize the cross. In Part 3 it represents the
Crusaders, which Elizabeth’s husband, Ludwig, joined. This association generates another
melodic reference—the “Crusader’s Hymn” (ex. 1.19c) Schénster Herr Jesu, the hymn tune
of which is, in this case, St. Elizabeth (Schlesische Volkslieder, 1842). One of the folk tunes
(for which Liszt thanked Remenyi) symbolizes Elizabeth’s (and Liszt's) Hungarian nation-
alism (ex. 1.19d) The other melody (ex. 1.19e) is an old hymn that Liszt uses in the fifth
and sixth scenes to recount Elisabeth’s deeds of charity. Although Liszt does not use these
motives (and subsidiary themes like the one representing Landgrafin Sophie) as Leitmotiven
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in the Wagnerian sense, he fashions them into a melodic narrative that guides the listener
through the story. As in Mendelssohn’s Elijah, motives such as these are attached to signifi-
cant actors in the drama and religious archetypes, and help compensate for the libretto’s
disjunct nature.

These kinds of problems became even more acute in Christus because Liszt had to
compile his own libretto; he also had the mistaken assumption that his audience would know
and recognize the plainsong themes that were to create the form. If anything, Christus is less
amenable to modern performance than St. Elizabeth given its duration (ca. 3 1/2 hours without
cuts), enormous forces, and self-sufficient nature of mvts. 6 (the “Beatitudes”) and 12 (“Stabat
Mater”).56

ORATORIO IN NINETEENTH-CENTURY ENGLAND

The oratorio flourished in nineteenth-century England due in great part to the growth of
amateur choral societies and festivals, and the demand for new music for them to sing. The
most famous of these festivals were the triennial Three Choirs’ Festival (est. 1767) and the
Birmingham Festival (est. 1784). After Mendelssohn, the English oratorio market was domi-
nated by foreign composers like Charles Gounod, Antonin Dvotak, and the other composers in
this selective list of popular oratorios in nineteenth-century England (Table 1.5):

Table 1.5 Oratorios performed in nineteenth-century England

Continental Composers

Louis Spohr
Gioacchino Rossini
Lorenzo Perosi
Anton Rubinstein
César Franck
Camille Saint-Saéns
Horatio Parker

English Composers
William Crotch
Michael Costa

W. Sterndale Bennett
John Frederick Bridge
George Macfarren
Alexander Mackenzie
Alfred R. Gaul
Arthur Sullivan

John Stainer

Frederic H. Cowen
Samuel Coleridge-Taylor
C. Hubert H. Parry
Edward Elgar

H. Walford Davies
Granville Bantock

Calvary 1839; The Fall of Babylon, 1842
Mosé in Egitto, 1855

La Trasfigurazione di Cristo, 1898
Paradise Lost, 1870

The Beatitudes, 1879

The Deluge, 1879; The Promised Land, 1913
Hora Novissima, 1893

Palestine, 1839

Naaman, 1864

The Woman of Samaria, 1867

Mt. Moriah, 1874

The Resurrection, 1876; St. John the Baptist, 1880
The Rose of Sharon, 1884

The Holy City, 1882

The Golden Legend, 1886; The Light of the World, 1873
The Crucifixion, 1887

Ruth, 1887

The Atonement, 1903; The Song of Hiawatha, 1898
Job, 1892; King Saul, 1894; The Soul’s Ransom, 1906
The Dream of Gerontius, 1900

The Temple, 1902

Gethsemane, 1910; King Solomon, 1937
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EDWARD ELGAR (1857—-1934)

Another important figure in the evolution of the English oratorio is Edward Elgar. That he
composed oratorios at all resulted from his participation (as violinist) in the Three Choirs
Festival. From the pit he had ample opportunity to see what worked and what didn’t; conse-
quently, his oratorios possessed an innate sense of dramatic pacing and provided the desid-
erata of both audiences and performers. In 189o Elgar conducted his Froissart Overture at the
Three Choirs Festival in Worcester. This success led to additional conducting opportunities
and, more importantly, to a series of “festival” compositions, including the Serenade for Strings
(1892), The Black Knight (1893), Scenes of the Bavarian Highlands 1896), Lux Christi (1896;
revised in 1899 as The Light of Life), King Olaf, Te Deum, and Benedictus (1897), and Caractacus
(1898). The premiere of the orchestral Enigma Variations, op. 36 (1899), established Elgar as
an English composer worthy of Continental notice; it also resulted in a commission tendered
by the Birmingham Festival for a new oratorio to be the centerpiece of its 1900 festival. Elgar
began setting a poem that had haunted him for a decade—]John Henry Newman’s poem The
Dream of Gerontius (Fig. 1.3). Initially, his choice did not prove popular. In early March, the
Leeds Mercury reacted to the forthcoming work with what must have been typical distaste:
“Newman’s poem does not exactly ‘yearn’ for musical treatment, but there are many possibili-
ties about it and Mr. Elgar, who may be described as in thorough sympathy with the poet and
his views, can be trusted to make the utmost of them.”s”

Fig. 1.3 John Henry Newman (1801-90)
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If today The Dream of Gerontius is considered Elgar’s masterpiece, such approbation
did not result from its first performance. Even before its composition, controversy surrounded
the text, which was both unconventional and contrary to the staunchly anti-Catholic sentiment
of nearly everyone involved in its premiere. Percy Young commented that

in retrospect, it is remarkable that the Birmingham Festival Committee
approved the choice of The Dream of Gerontius for the 1900 Festival. The com-
poser was, in their view, well qualified to write the music for a work which, if
not an oratorio, would give some appearance of belonging to that genre. As
with opera in the eighteenth century, the nature of a libretto, more often than
not, was a matter of indifference. But Newman’s poem had within it the seeds
of politico-religious divisiveness.s®

From the outset, problems plagued the work’s path to performance, most of which resulted
from Elgar’s overly optimistic assessment of the chorus’s ability. Difficulties in the printing and
distribution of the parts, as well as the untimely death of the chorus master (an ardent admirer
of Elgar and well acquainted with his style) only made matters worse. The first performance
(October 3, 1900) was a catastrophe. As the Observer noted in its review: “The shortcomings of
the choir were especially to be regretted, because Mr. Edward Elgar’s sacred cantata, The Dream
of Gerontius, the outcome of eight years’ thought, and a choral masterpiece, was presented in so
faulty and pointless a manner as to seriously jeopardize its success.”s?

In retrospect, it is amazing that the oratorio survived its premiere to become as highly
esteemed among English choral singers as Handel's Messiah. Its theology notwithstanding, the
sheer novelty of Elgar’s approach to drama and form, coupled with such difficult choral pas-
sages as the fugue on “Dispossessed, Aside thrust” conspired to make the oratorio’s reception
less than auspicious. The work’s ultimate success is a testament to Elgar’s masterful manage-
ment of the large choral and orchestral forces along with the ingenious way he manipulates
the handful of themes, the successive presentations of which are skillfully disguised or varied
enough to avoid monotony.

THE DREAM OF GERONTIUS, TEXT

Newman wrote his lengthy The Dream of Gerontius while convalescing from a serious illness,
one that caused him to consider his own mortality. The poem first appeared in the May and
June 1865 issues of The Month, a Jesuit magazine published in London. The original poem
contained nine hundred lines arranged in seven sections. The first, describing Gerontius’s last
hours on earth, became the first part of Elgar’s oratorio. Charles Edward McGuire offers this
synopsis of the remainder of the poem:

Paragraphs 2—5 introduce Gerontius’ Soul to various aspects of the afterlife in
succession: his Guardian Angel, the Soul’s purpose in Heaven (to be judged),
Demons and Angels.... These paragraphs are extremely descriptive, but
mostly static. Real action does not occur until the sixth paragraph, where the
Angel of the Agony (the Angelic Witness to Christ’s trial in the Garden of
Gethsemane) pleads for Gerontius’ Soul and the Soul is judged by God. After
the Judgment, the Soul is “consumed, yet quickened by the glance of God” and
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cries for release to Purgatory. The Angel places the Soul in Purgatory in the
seventh paragraph, and then bids it farewell, though promising a quick return
to bear it to Heaven.®°

The poem’s first section presents Gerontius as an aged Everyman, ignorant and fearful of
what will happen to him after death.®" Because of its reliance on Newman’s poem, Part 1 of
the oratorio gives the impression of greater drama and unity than does the second part. The
radical excisions made for Part 2 shifted the textual focus from the beauty and wonder of
heaven to a contemplation of death and judgment, topics whose universality transcends the
poem’s dogma.

THE DREAM OF GERONTIUS, MUSIC

Percy Young notes that in Gerontius, Elgar “broke away from the conventions and, follow-
ing the principle of Wagnerian music drama, constructed a completely unified whole, in
which no single section was independent.”®* There are many points of similarity between
Elgar’s oratorio and Wagner’s music dramas: the presence of a thematically essential pre-
lude; the frequent use of recognition motives; music that unfolds continuously in avoidance
of traditional set pieces (recitative, aria, chorus, etc.); and the prominent role that chromatic
harmony plays in the musical design. McGuire again notes the presence of several “set-
pieces”—music conceived with independent performance in mind.® Specifically, he cites
the “Prelude and Angel's Farewell” performed in 1901, published in 1902, and recorded by
Elgar in 1917:

Even with the relatively large number of music festivals and other performing
organizations in existence at the time, most composer and publisher profits
came from the publication of vocal scores and smaller, excerpted selections
for church services, amateur choral societies and household consumption.
Publishers bought oratorios with this sort of segmentation in mind. A prime
example is John Stainer’s Crucifixion. For this composition, two contracts
exist, signed the same day: one for the oratorio itself, and one for the rights to
publish a hymn from it separately.®4

Subsequent publication of several excerpts from Gerontius—“The Angel's Song” (1900),
Sanctus Fortis (1902), and the chorus “Praise to the Holiest in the Height” (1954)—suggest
that Novello had such plans in mind from the outset. This assumption, if true, forces a radi-
cal rethinking of the oratorio’s musical structure, specifically the role played by the motives
presented in the prelude and reprised throughout the work. Whatever musical coherence
these themes may create, the possible extractions of portions of the oratorio undercuts their
significance as reminiscence motives. Alternatively, McGuire suggests that the motives pro-
vided a foundation over which the vocal melody could freely unfold; to that end, he refers to
them as “accompaniment” motives.”% Still, the return of various motives first heard in the
prelude supports their structural role. There are no fewer than nine distinct motives in the
prelude (ex. 1.20).



Example 1.20a—-i Elgar, The Dream of Gerontius, op. 38, Prelude
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Example 1.20 Continued
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This piece is actually a series of episodes, each based on the presentation and develop-
ment of a motive. Beginning with A. J. Jaeger’s analysis in the program book for Gerontius’s pre-
miere, there has been a tradition of giving these motives descriptive titles, such as “Judgment,”
“Fear,” “Go Forth,” and “Devil’'s Chord.” The following list by Ernst Newman coordinates with
the nine themes (ex. 1.20).°® While the final motive is technically not part of the prelude, it func-
tions in a manner similar to those contained within the movement itself.

The periodicity of Elgar’s solo melodies, central to McGuire’s conception of the ora-
torio’s structure, is clearly evident in the tenor aria “Sanctus Fortis”. Even though the aria as
a whole gives the impression of being a typical Wagnerian “continuous melody,” it is, in fact,
compounded from a remarkably periodic series of melodies (Table 1.6).

Table 1.6 Elgar, The Dream of Gerontius, “Sanctus Fortis,” form

Aria segment Location Periodic structure

1. Sanctus fortis, Sanctus Deus mm. 33146 16mm. 4+4+4+4

2. Firmly, I believe mm. 346-63 18 mm. 4+ 4+ 4+ 4 (+2)
3. And I trust and hope most fully mm.366-84 19mm.4+6+4+5

4. Simply to his grace mm. 386-406 18 mm. 9 (1+8)+ 9 (1+8)
5. Sanctus fortis, Sanctus Deus mm. 407-23 16Mm. 4+4+4+4

6. And I hold in veneration mm. 427-43 20MM. 4+4+4+4+4
7. And I take with joy mm. 44461 16 mMm. 4+4+4+4

8. Adoration aye be given mm. 462-76 16 MM. 4+ 4+ 4 + 4

9. Sanctus fortis, Sanctus Deus mm. 477-92 16Mm. 4+ 4+4+4
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Apart from this macrostructure, Elgar’s unfolding melodies rely on antecedent-consequent
components (ex. 1.213), sequential restatement and the return of similar melodic shapes for dif-
ferent texts (ex. 1.21b). The preponderant use of four-measure phrases and frequent recasting of
material (literal, transposed, and modified) separate Elgar’s approach from Wagner's.

Example .21 a/b Elgar, The Dream of Gerontius, part 1
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Charles McGuire points to the importance of three extended tableaux in Part 2, which
operate narratively on three distinct levels: (1) the audience listens to the other two levels; (2) Soul
and Angel experience level three; (3) the tableau entendu: Soul and Angel view various auxiliary
characters that comprise heaven. These are, musically, in Part 2, the “Demon’s tableau” (199—
404); the “Angelicals tableau” (mm. 405-855), and the “Judgment tableau” (mm. 855-1154).%7

The most extensive structure is the Angelicals tableau, eventually published separately
by Novello. The scene opens with a dialogue (level 2) between the Soul and the Angel discuss-
ing judgment before God. This is Elgar’s first use of music representing the Angelicals (“Praise
to the Holiest in the Heights”)—quiet yet agitated triadic arpeggios (strings and harps) on G#
minor, E major, and C major. Elgar continues to a solo monologue to highlight the principle sec-
tions of this large scene (mm. 542 and 567). Each of these monologues prompts a reprise of the
“Angelicals” music first heard at m. 450. Recurring use of this music allows for a fluid drama
(almost Wagnerian) that is nonetheless musically unified. The second monologue (m. 5671.)
ushers in the chorus’s C-major reprise of “Praise to the Holiest in the Height.”

Elgar then introduces a new meter (6/4) and “Brahmsian” harmony based on parallel
sixths to set the text “O loving wisdom of our God!” (m. 587). This new musical idea propels the
next hundred measures, occasionally punctuated by an orchestral motive first heard in Part 1
accompanying the priest’s proclamation “Proficiscere anima Christiana” (ex. 1.22, Part1).

Example 1.22 Elgar, The Dream of Gerontius, part 1, mm. 667—72
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This music is both a new episode in the larger tableau (mm. 588-712) and a complementary
theme that Elgar combines effortlessly with “Praise to the Holiest.”

The remainder of the Angelicals tableau (mm. 717-154) is a choral paean that reveals the
glory of heaven in its expanded choral forces (double chorus) and carefully controlled acceleration of
tempo. Soloists and any reminiscence motives are conspicuously absent during this entire section.
The heavenly hymn complete, Elgar effects a transition to the “judgment tableau” (m. 845) through
a sudden change of tempo (to Larghetto) and alternate presentations of the fear motive (Part1, m. 18)
and the orchestral theme that has dominated since the Piti mosso at m. 541.

The judgment tableau begins with the Angel’s pronouncement “Thy judgment is near,
for we have come to the veiled presence of God.” In this segment many of the earlier reminis-
cence motives return, combined with new material (notably the aria for the Angel of the Agony,
m. 876, the construction of which closely resembles Sanctus fortis). The semichorus returns
(Part 2, m. 967) singing the music of the Kyrie (Part 1, m. 238), which merges seamlessly into
the prayer, “Lord, be merciful,” crafted from the “Go Forth upon thy journey” music (Part 1, m.
698). Another orchestral transition (Part 2, m. 992) produces an intensely loud and dissonant
crash, from which the Soul’s plaint “Take me away” (sung to the “Miserere” motive) emerges.
The Soul's ensuing soliloquy leans heavily on the music of Sanctus fortis, Sanctus Deus (Part 1,
m. 331). After a brief choral passage based on Psalm 9o (m. 1047), Elgar gives the Angel her last
and most beautiful melody, “Softly and gently” (ex. 1.23).

Example 1.23 Elgar, The Dream of Gerontius, part 2, mm. 1073—78
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Elgar’s The Dream of Gerontius is an amazing compositional feat. Careful listening and score
reading can indeed highlight the most important musical moments and a deeper understand-
ing and appreciation for this sprawling composition.

CONCLUSION

The oratorios of the nineteenth century are clearly built on the foundations and traditions of the
Baroque era, most notably those by Handel. To that extent, Alfred Einstein’s contention that in
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the nineteenth century the “big oratorio still lived because Handel had once lived and created
an influential model” is true.®® Could or would Haydn have composed The Creation had he not
experienced the Handel Celebration at Westminster Abbey in 1791? From that work forward, the
impetus to compose large choral-orchestral works, and the literary and dramatic conventions
that governed them, underwent a profound change with the advent of romanticism. Handel's
real contribution to the new oratorio was the essential role played by the chorus; in that sense,
all of the nineteenth-century compositions that bear that label (whether from the composer or
others) participate in the Handelian legacy.

What begins to change, as early as Haydn’s Die Jahreszeiten, is the absence of any con-
nection to sacred stories or the traditional dramatic unities of time, place, and action. Whether
sacred (as in Mendelssohn’s Paulus and Elijah), secular (Schumann’s Das Paradies und die
Peri or his Szenen aus Goethes Faust), or poetic (Elgar’s The Dream of Gerontius), one becomes
increasingly aware of a break between the text as drama and the way a given composer chooses
to present it. Increasingly, the term “oratorio” comes to stand less for a historically defined
musical genre than for a choral-orchestral work, the drama of which represents constituencies
unique to the nineteenth century. This trend is clearly manifested in the increasing diversity of
subjects and what we perceive as less universal, more consumer-oriented musical sentiments.
If in the operas of the nineteenth century the chorus increasingly emerged as a vox populi or
a symbol of nationalistic striving, then grand and powerful choral-orchestral music—whether
sacred or secular—came to fill the same role in popular concerts that no longer depended on
the church either as a venue or ambience.



Part Song in Nineteenth-Century
Germany and England

lfred Einstein’s view of the role of choral music in the history of nineteenth-century music
is fairly typical of general histories of music:

The Romantic period was no longer a century of great vocal composition.
There was still a succession of delicate and refined a cappella composers, such
as Mendelssohn and Brahms, who achieved effects of harmony and color
inconceivable to the sixteenth century, the time when the classical a cappella
style was in flower. The means of achieving this refinement became, especially
in Germany, the composition for men’s chorus, which owed its impetus, how-
ever, not to purely artistic reasons, as it became more and more an expression
of nationalistic or party activity.

A paradigm shift took place in the nineteenth century in terms of where concerts happened,
who was in attendance, and how many performers were involved. The correlation between pub-
lic concerts and the decline of patronage was already underway in the twilight of the Baroque,
despite Haydn'’s fealty to the Esterhazy family. Mozart forsook a comfortable life at the Salzburg
chapel to become a free agent in Vienna, while Beethoven was never attached to any institution

38
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or person for long. The scientific, political, and industrial revolutions of the eighteenth century
created a new social order in which composers were forced to reinvent themselves in order to
keep pace with the rapidly changing world.

Nowhere is this dynamic clearer than in the genre we call the part song. Vocal chamber
music was hardly new, but the part song was novel in that it was the provenance of amateur per-
formers, created for their own enjoyment. Einstein correctly views a cappella singing as an essen-
tial by-product of the emerging Mdnnerchorvereine (male choir associations). These organizations
grew out of the informal Liedertafel (literally, “song table”) groups, the model for which was a small
group of amateur male singers from C. F. Zelter’s Berlin Singakademie who gathered for evenings
of singing and refreshment. Franz Gehringer defines Liedertafel as “a society of men who met
together on fixed evenings for the practice of vocal music in four parts, drinking forming part of
the entertainment.” These began to appear in response to an economic depression in Germany
caused by Napoleon’s rule. The original Liedertafel had twenty-four members and met for the first
time on December 28, 1808; others soon followed in Frankfurtam Main, Leipzig (1815), Magdeburg
(1818), and other German cities, and as the movement spread the groups became larger.

Members of each individual club arranged the vocal music, but the Liedertafel’s rapid
expansion to other cities not only required greater organization but also tapped into professional
musicians to create the new repertory. The inevitable element of competition led choruses to
seek out professional composers to serve as conductors. This development accounts for the part
songs composed by Schubert, Schumann, and Mendelssohn that contain both Liedertafel pieces
and works requiring a higher level of artistry in both composition and performance.

FRANZ SCHUBERT (1787-1828)

Fig. 2.1 Franz Schubert performing at the home of Joseph von Spaun (Moritz von Schwind)
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The first composer to create a substantial body of music for male chorus in the nineteenth cen-
tury was Franz Schubert (Fig. 2.1). Compositions like his Trinklied aus dem 16. Jahrhundert (D.
847), with its satirical Latin text and celebration of wine drinking, appealed to the membership
of most Liedertafeln. Schubert’s music is redolent of the lighthearted, masculine camaraderie of
the singing groups (ex. 2.1).

Example 2.1 Schubert, Trinklied aus dem 16. Jahrhundert, mm. 1-8

A Geschwind  p
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E-dit Non-na, e-dit Cle-rus, ad e - den-dum ne-mo se-rus, bi-bit il - le, bi-bit il - la, bi-bit ser - vuscuman - cil - la,

E-dit Non-na, e-dit Cle-rus, ad e - den-dumne-mo se-rus, bi-bit il - le, bi-bit il - la, bi-bit ser - vuscuman - cil - la,

His Trinklied is the exception; the majority of Schubert’s part songs for male chorus aspire to
loftier sentiments such as the love of nature, freedom from the constraints of modern society,
romantic love, and mystical pictures of the night, and also to music of a more sophisticated and
intimate nature.

A mixture of sophisticated poetry and Liedertafel-style music aptly describes
Schubert’s Widerspruch (D. 865), the march-like rhythm, tempo, and strong tonal harmonies,
all of which somehow evoke the joys of nature. But Schubert’s introduction of the song’s
parallel mode (D minor) and unison writing in the middle section (mm. 55-88) contrast
with the earlier vigor. From the mountaintop, the poet peers down at the valley far below and
exclaims, “O, how constricted and narrow the town seems,” words that led Schubert to write
a descending chromatic line that magically reaches the key of F4 major (the sharp mediant)
when the text says “and my heart yearns to withdraw into its little chamber.” Despite the
desire to remain in this wonderful place, Schubert forces the music back to a D major reprise
of the opening music and becomes the ultimate expression of the poem’s title “Contradiction”
(ex. 2.2).

The best of Schubert’s part-song output is his setting of J. G. Seidl's poem Nachthelle
(D. 892) for tenor solo, male chorus, and piano. The poem evokes a romantic archetype—night
illuminated by moonlight and twinkling stars as captured in the piano’s incessant repetition of
a chord so spaced as to “twinkle” (ex. 2.3). Schubert’s music masks the poem’s simple strophic
design in the accompaniment’s persistent rhythm and his use of a different tonal center for
each verse: B—F, D—D, D-Eb.

At the end of Seidl’s poem in the subdominant, Schubert then resorts to a twofold
repetition of v. 1 to get back to B, a move that effectively doubles the piece’s length. Given the
harmonic digressions in the first three verses, the return of v. 1 and its music (m. 79) sounds
like a recapitulation, even though it begins in Eb. An abrupt chromatic alteration replaces the
earlier modulation to the dominant (mm. 17-39) to arrive via the circle of fifths at F major (m
98), from which point Schubert can reprise music originally heard in the dominant and now
heard in the tonic. The piece could well have ended here (m. 117), but Schubert repeats the first
chromatic shift (from E> to C) moving from Bb to G, the By of which functions enharmonically
as C), the Neapolitan of the tonic. After another variant of this progression (m. 136), the music
remains firmly in the tonic key of Bb.
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Example 2.2 Schubert, Widerspruch, D. 865, mm. 63-82
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Example 2.3 Schubert, Nachthelle, D. 892, mm. 1-3

Andante con moto simile

Piano con Pedale
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The well-known, tuneful Stindchen, op. 135, exists in versions for both male and female
chorus.3 Other noteworthy pieces for male chorus are Der Gondelfahrer (D. 809), Gesang der
Geister iiber den Wassern (D. 714, scored for eight-part male choir, and five-part strings), Grab
und Mond (D. 893), and the lyrical setting of Goldoni's La Pastorella (D. 513). In Grab und Mond,
Schubert realizes the implicit drama of Seidl’s poem by setting its two contrasting parts to the
same music, the second version a half step lower than the first.
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By comparison, Schubert’s output for women’s voices is relatively small. The most
notable works for female choir are Gott in der Natur (D. 757), the SSAA version of Stindchen
(D. 920), and Psalm 23 (D. 7006). The part songs for mixed voices form a slightly larger group
with an accompanying expansion of style, length, and difficulty. (Schubert is thought to have
originally scored many of these songs for solo voices.) The simpler, more accessible songs
include Der Tanz (D. 8206) and Lebenslust. Such works as Des Tages Weihe (D. 763), Gott im
Ungewitter (D. 98s), and the cantata Mirjams Siegesgesang (D. 942) are somewhat more complex.
The cantata is not a part song but an attractive, extended work for soprano solo, SATB chorus,
and piano based on Grillparzer’s poetic version of the “Song of Miriam.”

ROBERT SCHUMANN (1810-56)

Perhaps no romantic composer of choral music has been more overlooked by historians and
conductors than Robert Schumann.4 His part songs for mixed, women, and male chorus
exhibit enormous range. Best known, but somewhat atypical, is Zigeunerleben, the third of a
set of three settings of Emmanuel Geibel’s poems in Drei Gedichte, op. 29. Neither the New
Grove Dictionary nor John Daverio’s Schumann biography classify these pieces as part songs
but refer to them instead as vocal quartets with piano accompaniment. The same definition
holds true of Schumann’s four pieces for women'’s chorus with piano op. 14.5 Schumann even
provides ad-lib parts for triangle and tambourine to evoke the exoticism of Gypsy life. The
persistent repetition of the poem’s dactylic (long-short-short) rhythm is the primary means
by which Schumann unifies his setting of this lengthy, narrative poem. General observations
regarding Schumann’s part songs show that many of them were composed in 1849: there
are more mixed-chorus pieces than ones for male or female choir; Schumann often uses the
descriptive title Romanzen und Balladen; and the poetry he draws on comes from such notable
poets as Friedrich Riickert, Heinrich Eichendorf, Robert Burns, Eduard Mérike, and others.

The year 1849 seems to have been Schumann’s watershed year. He wrote to Ferdinand
Hiller, then the municipal music director in Diisseldorf: “For some time now I've been very
busy—it’s been my most fruitful year—it seems as if the outer storms impelled people to turn
inward, and only therein did I find a counterforce against the forces breaking in so frightfully
from without.”® Schumann’s new interest in choral music began with his appointment as con-
ductor of the Dresden Liedertafel, succeeding Hiller in October of 1847, closely followed by his
organization of the Verein fiir Chorgesang. In the latter part of 18477, Schumann composed the
songs of his opp. 62 and 65 for the Liedertafel. Even though he resigned his directorship the
following year, he dedicated his last two sets of male chorus music—the Fiinf Gesinge aus H.
Laubes Jagdbrevier, op. 135 (four horns ad lib) and the “motet” Verzweifle nicht im Schmerzenstal
(for double male chorus and organ, orchestrated in 1852) to this group.

Schumann also used his new choral society to try out portions of such larger choral works
as the Schlussszene from Faust and the Requiem fiir Mignon; he also programmed the music of earlier
part-song collections (opp. 55 and 59). Then, in 1849 Schumann composed all four volumes of the
Romanzen und Balladen fiir gemischten Chor (opp. 67, 75, 145, 146); the two volumes of Romanzen for
women’s voices (opp. 69 and 91); and the Vier doppelchorige Gescinge fiir grossere Chorvereine, op. 141,
this one specifically intended to show off the improvement of his new choral society.”

The part songs for mixed chorus range from strophic choral songs (often with an ele-
ment of “folk style”) to the elaborate double choir pieces of op. 141. Schumann’s first setting of
Robert Burns’s “John Anderson” (op. 67, no. 5) typifies the first style (ex. 2.4).
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Example 2.4 Schumann, John Anderson, op. 67, no. 5, mm. 1-8
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Schumann uses the same declamatory homophonic style, conventional vocal ranges, harmony,
and rhythm for both verses, illustrating the closest connection between the strophic Lied and
the part song.

Der traurige Jager (op. 75, no. 3) also begins with identical strophes, the soprano mel-
ody doubled by the second alto. The harmony, which seems to hover between A minor and F
major, contains some interesting chromaticism, apparently prompted by the words “Die Wilder
rauschten leise, sein Jagen war vorbei; der blies so irrer Weise, als miisst’ das Herz entzwei”
(“The woods sighed lightly, his hunting was over; who blesses such a strange path risks having
a broken heart”) (ex. 2.5).

Example 2.5 Schumann, Der traurige Jdger, op. 75, no. 3, mm. 17—24
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The music for the poem’s conclusion combines the opening diatonic style with the chromati-
cally inflected melody of the third (cf. mm. 20—21 and 28—29 of the soprano part).

By the time Schumann composed his op. 141, the competence of his choir and his
conducting skills had improved considerably. All four strophes of Riickert's poem begin with
the phrase Sterne, in des Himmelsferne, and Schumann initially follows suit, setting that text in
vv. 1 and 2 to the same melody (mm. 1-21 = 22—42). This repetition is missing in the final two
strophes and indicates that this piece is neither strophic nor simple in texture or harmony. The
first noticeable change comes early in the third verse (m. 44), when Schumann diverges from
G to E major at Himmelsferne (m. 44).
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Example 2.6 Schumann, An die Sterne, op. 141, no. 1, mm. 46—54
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This harmonic change also triggers different choral textures, accents, and vocal combinations
(ex. 2.6). While v. 4 follows the same textual pattern, its reference to the “spirit taking wing”
prompts Schumann to adopt a faster tempo with accelerated antiphonal exchanges. Schumann
abruptly interrupts these by introducing soloists who sing lustrous C-major harmonies (“hoffend,
glaubevoll!”), which the chorus repeats.
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Given the similarly significant size of Schumann’s part songs for male and female
voices requires that we examine at least one representative of each type. “Die Rose stand im
Tau” (op. 65, no. 1) immediately reflects the collection’s generic title “Ritornelli [Refrains] in
Canonic Style,” by using canon.? To the normal complement of four voices (I'TBB) Schumann
adds another baritone part that sings in strict canon with the first tenor. The one-measure delay
and different pitch level (a fifth below) add considerable harmonic and contrapuntal depth this
setting of Riickert’s brief, epigrammatic text (ex. 2.7).9

Example 2.7 Schumann, Die Rose stand im Tau, op. 65, no. 1, mm. 1-11
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Schumann’s part songs for women’s chorus match those for men in terms of har-
monic color, richness of scoring, and contrapuntal construction. The twelve songs of opp. 69
and 91 all employ at least four parts. With one exception (In Meeres Mitten, op. 91, n0.6)
Schumann provides ad-lib piano parts to compensate for the absence of the vocal bass.”
Schumann’s evocative setting of Der Wassermann (op. 91, no.3) reveals the beauty and expres-
sivity of these compositions (ex. 2.8). Kerner’s irregular poetic rhythm (lines of four feet that
alternate irregularly between dactyls and iambs) gives this “volkstiimlich” scena a somewhat
dark, romantic twist, reflected in Schumann’s choice of G minor for the first two verses. The
dialogue between the maiden and the stranger (stanza 3) occasions a key change (to E> major)
and a revoicing of the vocal ensemble to represent the characters. Given no male voices,
Schumann allots the words of the “water sprite” to a low unison alto line doubled by the left
hand in the piano.

Example 2.8 Schumann, Der Wassermann, op. 91, no. 3, mm. 16—22

et
ot

0
p/an
Soprano 1&2 %P

O Jing-ling! wa-rum st so kaltdein Arm?

Alto 1&2

O Jing-ling!  wa-rum ist so kaltdein Arm? "Im Nec - kars Tie - fen da ist's nicht warm."
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Schumann’s part songs presage those of his protégé, Johannes Brahms. The lush
four-part writing and ad-lib piano accompaniment of Der Wassermann find a counterpart in
Brahms's op. 44, while the canonic writing in Die Rose stand im Tau and use of double chorus
in An die Sterne foreshadow aspects of Brahms’s music, which are often attributed to his study
of historical music.

FELIX MENDELSSOHN (1809—47)

Mendelssohn’s association with the Berlin Singakademie and its conductor, C. F. Zelter, made
his composition of light, convivial music inevitable. Mendelssohn’s part-song output equally
divides between mixed and male ensembles. The mixed-chorus part songs appear in five col-
lections composed between 1839 and 1844; in some cases, dates on the manuscripts show that
one or more were written in the same day. No single factor determines the contents or order
of a given collection, all five of which share the title Lieder im Freien zu singen." Nor is it likely
coincidental that the first piece of op. 41 and the last of op. 100 share the same title (Im Walde). It
might be that this shared reference to the forest, that most sacred temple of nineteenth-century
German romanticism, constitutes Mendelssohn’s deliberate attempt to provide his part songs
with a thematic frame.

Mendelssohn’s use of the term Lieder probably indicates soloistic performance as
opposed to the rubric fiir vierstimmigen Mdnnerchor for the male chorus pieces.? The genesis
of Mendelssohn’s part songs within a relatively narrow time frame explains the greater sty-
listic consistency of his output compared to those of other composers. All of the Lieder for
mixed chorus, for example, use four voices without divisi. Mendelssohn tends to favor major
tonalities: four begin in minor but end in major, and only one (op. 41, no. 3) remains minor
throughout. Mendelssohn avoids the strict counterpoint used by Schumann (especially op. 65),
substituting instead variations in vocal texture in its place. This process frequently involves the
seamless alternation of homophony and a motivic interaction between the voices by often using
vocal pairs (especially SA and TB). The resulting variety also obscures Mendelssohn’s predilec-
tion for strophic texts.

The locus classicus of Mendelssohn’s output is his setting of Goethe’s Die Nachtigall.
Mendelssohn sets this brief poem three times, using the same melody for each strophe (ex. 2.9).

Example 2.9 Mendelssohn, Die Nachtigall, op. 59, no. 4, mm.i—12

mm. 1-12

Db — N . |
Soprano %Pb  ~ i i —— i —
8 . H 1 1

hat sie nicht ge - lernt, singt al - te lie-be Lie - der, singt al - te lie-be Lie - der
(alto)

The melody appears first in the soprano, then the tenor, and then again in the soprano.
Mendelssohn counters this melodic sameness by varying the textures in these repetitions. The
opening duet for soprano and alto, for example, appears verbatim in the male voices (v. 2) with
the addition of a treble descant. In v. 3, he simply uses the lower three voices to harmonize the
soprano melody. Perhaps in order to create a composition of adequate length Mendelssohn
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decided to repeat the same text and melody three times. But a more intriguing explanation
may lie in the enigmatic third line of Goethe’s text—*“was Neues hat sie nicht gelernt?” Goethe
asks why we should expect the nightingale to return in the spring having learned a new song;
if this supposition is so, Mendelssohn’s repetition of the same melody reflects the bird’s pref-
erence (and his own) for the simple, “old, dear songs,” or even, perhaps, to make the obvious
statement that it would be impossible for the nightingale to learn a new song.

The rest of op. 59 affords an excellent overview of Mendelssohn’s part songs. Directly
preceding Die Nachtigall is Abschied vom Walde (op. 59, no.3), a secular hymn to the forest. And
its predecessor, the setting of Goethe’s Frithzeitiger Friihling, is one of this opus’s longer part
songs. Here Mendelssohn disguises the poem’s strophic regularity first by varying the choral
texture of the first two verses, then by changing meter (from triple to duple) and writing new
music to portray the “buzzing bees” described in v. 3 (ex. 2.10).

Example 2.10 Mendelssohn, Friihzeitiger Friihling, op. 59, no. 2,
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Like Schubert, Mendelssohn often avoids female choral songs, preferring to compose
chamber duets in lieu of part songs. Herbstlied (1844) is one of six duets that comprise op. 63; it
combines simple lyricism and 6/8 meter to lament the impending end of summer and all the
things associated with it—plants, social interaction, and, of course, love. The virtual absence
of female part songs from his oeuvre makes Mendelssohn’s songs for male chorus even more
historically significant, reinforcing the link between the composer and Zelter's Liedertafel.
Compared with the part songs for mixed voices, those for male chorus rely more on homoph-
ony, often alternating between solo voices and full chorus. The commonplace Liedertafel themes
of drinking, love, the forest, and nature dominate these titles. Mendelssohn’s finest male cho-
rus work is undoubtedly Der Jiger Abschied (op. 50, no. 2), a paean of nearly religious fervor to
the forest and a bit of romantic flavor takes the form of ad-lib accompaniment with hunting
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horns and trombone. The idiomatic color of the horns even permeates the voice parts, as seen
in the use of horn fifths to set the text “Lebe wohl” (farewell), as perhaps a nod to Beethoven (ex.
2.11). The increasing importance of the French horn in nineteenth-century orchestras began by
deliberately including such idiomatic and rustic gestures. One frequently finds the use of the
device any time there is an allusion to hunting (both in texted works such as Haydn’s oratorio
Die Jahreszeiten or operas like Weber’s Der Freischiitz [1821] and Rossini's Guillaume Tell [1829))
and even symphonic music from Haydn through Mahler.’

Example 2.11 Mendelssohn, Der Jiger Abschied, op. 50,
no. 2, mm. 12—23
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Liebe und Wein (op. 50, no.5) assays other standard Liedertafel topics. Given the rubric
Im betrunkenen Ton zu singen (“In a drunken manner . ..”), this song counters Mendelssohn’s
ubiquitous 6/8 meter with changes of mode (G minor to G major) and tempo (Maestoso/ Allegro
molto) that portray the pain associated with love and at least one remedy for it.

JOHANNES BRAHMS (1833-97)

Quantitatively and qualitatively, the part songs of Johannes Brahms are the consummate achieve-
ment of the romantic part song. Here there are no traces of the Liedertafel tradition, an absence
due less to his preoccupation with a more professional or more socially circumscribed audience
than to the increasing popularity and sophistication of amateur and coed choral singing. Brahms
composed only one set of songs for male chorus (op. 41, 1867), which underscores the waning sig-
nificance of the Mdnnerchor. Like Schumann, Brahms concentrates on part songs for mixed and
female choruses (with and without accompaniment), suggesting an intermingling of sacred with
secular, folk song, and art music, and the simple with the complex. Brahms’s music for women’s
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chorus reflects this diversification. Only the Zwdlf Lieder und Romanzen (op. 44) are really part
songs, since this title reveals the continued influence of Schumann. Like Schumann again, Brahms
favors four-part women’s chorus with ad-lib piano accompaniment to reinforce the lowest voice.

But it is the songs for a cappella mixed chorus that are the summit of his part-song output.
In the Drei Gesiinge, op. 42, Brahms sets poems by Clemens Brentano, Wilhelm Miiller, and Ossian
(translated by Herder). As an exemplar, take the second of these pieces, Miiller’s Vineta. Brahms
uses his signature choral texture, a six-part ensemble with divided alto and bass, to impart a rich,
burnished color appropriate to Miiller’s sentimental poem. Brahms's setting reveals the ingenu-
ity of Miller’s typically romantic poetic conceit—a juxtaposition of the outer world of nature and
mythology (vv. 1-3) with the parallel, inner world of dreams and the human heart (vv. 4-6). The first
three verses describe a sailor who returns, again and again at sunset, to the spot where he once saw
a beautiful city beneath the waves. In the last three verses of the poem, Miiller's metaphor changes
from nature and the depths of the sea to the recesses of the human heart.

Brahms’s music reinforces this textual dualism. While confirming the poem’s strophic
regularity by using the same music for vv. 1, 2, and 5 (and parts of it in vv. 3 and 6), his change
of mode and vocal texture for v. 4 adds a new level of sophistication to the part song. A descend-
ing B-minor melody sung by the unison lower voices (A/B) signals the poem’s metaphoric shift
(ex. 2.12). The basses transgress the limits of the new mode, continuing their descent through
A to G major to depict the “soft, muted” sound of bells in a harmonic palindrome anchored in
the circle of fifths.

Example 2.12 Brahms, Vineta, op. 42, no. 2, mm. 42-52

~—
Aus des Her-zens tief- em, tief - em Grun-de klingt es mir die Glock-en dumpfund matt.

Aus des Her-zens ftie- fem, tie-fem Grun - de klingt es mir die Glock-en dumpfund matt.

Brahms returns to B major by turning G major into a dominant-seventh chord, the Fy of which
is enharmonically the equivalent of E4. Although the resulting chord sounds like a G V7, it func-
tions as a German sixth chord, which resolves first to B major (2nd inversion) and then E major
before closing the verse with a half-cadence to B.

The Sieben Lieder, op. 62 (1872), is a larger collection with a commensurately
greater variety of poetry and vocal scoring. The texts of Rosmarin and Von alten Liebesliedern
come from that uniquely romantic anthology Des Knaben Wunderhorn (1805), assembled
by Clemens Brentano and Achim von Arnim. The next four poems all are taken from
Paul Heyse’s Jungbrunnen (“Springs of Youth”), a collection Brahms had already used in
op. 44. The last text is an “old German” poem, Vergangen ist mir Gliick und Heil, set to
music that looks and sounds appropriately antiquated. With the exception of no. 5, All' meine
Herzgedanken (SAATBB), Brahms scores all of these Lieder for four voices and adheres to the
poetry’s strophic design.

The most popular piece in this opus is Waldesnacht, op. 62, no. 3, whose three verses
atypically adopt the most rigid aspect of the strophic song, using exactly the same music,
dynamics, and expression marks for all three verses—but is it really the same music? Strophic
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compositions pose a problem often unperceived by performers, namely, how to realize the
subtle changes of textual nuance when seeing the same music. In Vineta Brahms changes the
music to mirror changes in text and mood; Waldesnacht has no such changes. Should we then
conclude that Brahms intends no differences in the performance of each verse? If the similar
tone of these verses prompts a single musical interpretation, the retention of a D-major key
signature hardly explains Brahms’s subtle shift to the parallel mode (mm. 5—7) or the canoni-
cally generated seventh chords at “Trdumerisch” (ex. 2.13).

Example 2.13 Brahms, Waldesnacht, op. 62, no. 3, mm. 12-16
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Some of the other compositions of op. 62 deserve a passing mention. In Von alten
Liebesliedern, Brahms uses antiphonal choirs of women and men’s voices to re-create the poetic
dialogue. His setting of Dein Herzlein mild is elegant and graceful, an eight-bar period effort-
lessly extends contrapuntally to eleven measures. All' meine Herzgedanken (op. 62, no.s5) fea-
tures one of Brahms’s most endearing melodies, made lovelier by antiphonal echoes. Then
there is the wistful, mysterious passage of the breeze through the forest in Es geht ein Wehen
(op. 62, n0.6), achieved by using parallel sixth chords in the three upper parts over a static bass
pedal. Here, the antiquated text of Vergangen ist mir Gliick und Heil prompts Brahms to employ
4/2 meter (“white” notes a la Palestrina) and a modal melody.

The Lieder und Romanzen, op. 93a, is a collection of multicolored jewels that defy
easy classification. Although many use strophic texts, Brahms suppresses this feature
through unpredictable changes of meter and key. While the first two verses of the Der buck-
lichte Fiedler are strophic, Brahms writes out the repetition down to the insertion of a single
5/4 measure to conclude the second phrase. In v. 3, the poem’s reference to the fiddler
(bucklichte Fiedler) leads Brahms to use the pitches of the violin’s open strings (ex. 2.14).
The irregular scansion of the Serbian folk poem Das Mddchen induced Brahms to alternate
between 3/4 and 4/4, use a solo soprano to portray the maiden, and change mode (B minor
to B major) to represent the difference of her reaction to kissing an old man and a young
man.4 Such romantic topics also dominate opp. 92—94, but the texts used here deal more
with love lost than love found.’

More straightforward is the combination of Achim von Arnim’s text and Brahms’s
musical setting of O siisser Mai (ex. 2.15). Brahms’s music is sweetly luminous, yet darkly
shaded. The central tonality, C major, informs every important cadence. Brahms paints the
poem’s wistful ambivalence by vacillating between major and minor mode, and setting the text
in a “stop-and-go” manner.
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Example 2.14 Brahms, Der bucklichte Fiedler, op. 93a, no. 1, mm. 22—36
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Example 2.15 Brahms, O siisser Mai, op. 93a, no. 3, mm. 1—11
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The poem’s shift to first person in the third phrase summons the insertion of three
flats (Bb, B», and A}) effectively creating C minor. The maiden’s self-reproachful indifference to
nature’s beauty is heard in the restless, offset rhythmic motion, now exacerbated by the collu-

sion of the lower three voices against the soprano (ex. 2.16).
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Example 2.16 Brahms, O siisser Mai, op. 93a, no. 3, mm. 12-16
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Brahms adds even more Angst by returning (m. 16) to the chromaticism that concludes the
opening section. The poem’s modified textual reprise minimizes this chiaroscuro (mm. 22),
replacing the first phrase’s chromatic inflections (m. 5—11) with seventh-chord arpeggios that are
purely C major.

The final set of part songs for mixed chorus is arguably Brahms’s masterpiece. The Fiinf
Gesdnge, op. 104, began to gestate in 1888 during Brahms’s third summer in the Swiss town
of Thun, a period during which he also composed the songs of opp. 106 and 107, vocal quar-
tets (op. 12), the solo version of Zigeunerlieder (op. 103), and his initial sketching of the Fest- und
Gedenkspriiche (op. 109). The texts of the Fiinf Gesinge all have the bittersweet, resigned character
associated with Brahms toward the end of his life (e.g., Vier ernste Gestinge, op. 121). The five poems
he sets are Nachtwache I and II (Friedrich Ruckert), Letztes Gliick (Max Kalbeck), Verlorene Jugend
(Bohemian, trans. by Josef Wenzig), and Im Herbst (Klaus Groth), but not all of these pieces date
from 1888. Brahms sent Im Herbst to his physician friend Theodor Billroth on August 16, 1886.°
Two years later (August 15, 1888), Brahms sent Letztes Gliick to another close friend, the poet, Max
Kalbeck.7 According to Siegfried Kross, Verlorene Jugend probably came into being that same sum-
mer, but the two Riickert settings were not written until 1889, the year of publication.®®

What distinguishes these pieces from their forebears is less a relaxation of textual
focus or change of musical style than the emergence of contrapuntal technique. If Verlorene
Jugend’s use of canon provides the clearer example of this trend, Brahms’s use of intricate coun-
terpoint is more nuanced and diverse in Leise Tone der Brust, op. 104, no. 1. Brahms subdivides
his favorite six-voice texture into female and male choirs, the upper voices of each choir present-
ing a sequential melody (ex. 2.17).

Example 2.17 Brahms, Nachtwache I, op. 104, no. 1, mm. 1-9
Clifford Bartlett, ed. Madrigals and Partsongs © Oxford University Press 2001. Used by
permission. All rights reserved. Photocopying this copyright material is ILLEGAL
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At “hauchet zitternd hinaus” Brahms writes strict canons between the outer voices of each choir, but
he returns to antiphonal texture for “6ffen ein liebendes Herz,” creating a ternary design based on
texture. Another example of such texturally derived form is his use of imitation between the male
and female voices in mm. 1-15. Riickert’s last text phrase—*“trag ein Nachtwind euch seufzend, in
meines zurtick”—prompts Brahms to use three different textures: a homophonic, portato passage
(slurred staccato notes) used earlier (mm. 5-8) with the same melody (ex. 2.18); two antiphonal
presentations of “seufzend” (“sighing”) that traverse the circle of fifths (F¥°, B7, 7, A7, D major), and
yet another antiphonal passage that sets “in meines zuriick” as a kind of textural imitation.

Example 2.18 a/b Brahms, Nachtwache I,

Op. 104, No. 1

Clifford Bartlett, ed. Madrigals and Partsongs

© Oxford University Press 2001. Used by permission.
All rights reserved. Photocopying this copyright material
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Nachtwache I differs from all its predecessors in that, absent a strophic poem, Brahms
must use sequence and antiphony to create a convincing formal structure. While he
carefully attends to syntax and word expression in all of these works, his use of counter
point in op. 104 provides unequivocal proof that we are no longer in the world of the
Liedertafel.

Brahms also published a number of collections of secular vocal music with piano accom-
paniment: Drei Quartetten, op. 31, (1864); Liebeslieder Walzer, op. 52; Vier Quartetten, op. 64; Neue
Liebeslieder Walzer, op. 65; Vier Quartetten, op. 92; Tafellied, op. 93b; Zigeunerlieder, op. 103; and
Quartetten und Vier Zigeunerlieder, op. 112. With the possible exception of op. 103, Brahms did not
conceive of these compositions as choral; nowhere is his intent clearer than in the Liebeslieder
Walzer, op. 52. Attempting to capitalize on the success of his waltzes for piano four-hands (op.
39), Brahms’s specification “for piano four-hands, voices ad lib” indicates that the vocal parts were
hardly obligatory. Performance of these waltzes as four-hand piano music may bear the compos-
er’s imprimatur, but it is an option unthinkable to anyone who has ever sung them. Performance
by a vocal quartet may eliminate ensemble issues, but it also dispenses with the textural distinc-
tion implicit in his creation of movements for one or two voices and those featuring all four parts.
In the case of the quartets (opp. 31, 64, 92, and 12), long-breathed vocal lines like the following
excerpt from Der Abend, op. 64, no.2, seem to suggest soloistic performance (ex. 2.19).

Accompanied part songs gained great popularity in the nineteenth century, as the pres-
ence of wonderful examples in the works of Schubert, Schumann, Berlioz, Rossini, Cornelius
and Reger attest. Aside from Brahms, the only extended cycles are Robert Schumann’s Spanisches
Liederspiel, op. 74; Minnespiel, op. 101; and Spanische Liebeslieder, op. 138, all virtually ignored today.
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Example 2.19 Brahms, Der Abend, op. 64, no. 2, mm. 31—42
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OTHER GERMAN PART-SONG COMPOSERS

The part-song genre flourished with composers like Anton Bruckner, Peter Cornelius, Max
Reger, Josef Rheinberger, Fanny Mendelssohn Hensel, and Clara Schumann. This repertory led
to cultivation of the genre in England and, to lesser degrees, in France (Berlioz), Italy (Rossini),
eastern Europe (Dvofak), and Scandinavia (Grieg). In the less established of these musical tradi-
tions, part songs became nearly inseparable from the issue of nationalism.

Anton Bruckner (1824-96) joined the Liedertafel Frohsinn in 1856 and eventually
became the group’s conductor (18860—61).! Only later did he compose music for this group and
a larger male chorus, the Niederdsterreichischer Singerbund, in Linz. His secular choral music
comprises twenty-four part songs for unaccompanied male voices, another ten with accompa-
niment (piano, organ, or winds), two works designated for male quartet, and four pieces for
mixed chorus/quartet. The first group comprises simple strophic songs or brief, robust settings
of the mottos of various choral organizations. Typical Liedertafel settings, like Am Grabe and
Trosterin Musik (1877) are slightly more complex (see ex. 2.20).2° Bruckner’s indication of an

optional organ part hardly disqualifies the latter work’s inclusion in the repertory of amateur
male choruses.

Example 2.20 Bruckner, Trdsterin Musik, WAB 88, mm. 1-8
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Bruckner’s use of vocal soli, idiomatic instrumental accompaniment, and poems of
greater literary quality signal his progression beyond typical Liedertafel fare. Two examples of
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such music are his Vaterlandslied, WAB 92 (scored for tenor and baritone soli and four-part
male chorus a cappella) and Um Mitternacht, WAB 8¢ (for alto solo, male chorus and piano). In
Das hohe Lied, WAB 774, Bruckner experiments with a “hummed” (Brummstimme) accompani-
ment for three vocal soloists.? This novel sonority and eight vocal parts proved unsuccessful,
leading Bruckner to orchestrate the work for strings and brass (four horns, three trombones,
and tuba).

Among the minor masters of Chorlieder Peter Cornelius (1824—74) is singularly inter-
esting. Initially a pupil of Liszt, Cornelius fell under the mesmerizing influence of Richard
Wagner after 1861. Although his operas are relatively unimportant, Cornelius achieved nota-
ble success in his songs for solo voice and ensemble. His twenty-four works for male chorus
include four sacred pieces (his Requiem aeternam is the most interesting) and three collections
with assigned opus numbers: Trauerchére, op. 9 (1869); Drei Mdnnerchére, op. 12 (1873); and
Reiterlied, op. 17 (1783). The first of the four Trauerchore, Ach wie nichtig, ach, wie fliichtig, is
the only one that is not strophic. Two others make historical references: Mitten wir im Leben
sind uses Notkus Balbulus’s sequence Media vita in morte sumus (Martin Luther’s translation);
Grablied sets an original poem to the music of Schubert’s Der Tod und das Mdidchen (ex. 2.21).

Example 2.21 Cornelius, Grablied, op. 9, no. 4, mm. 1116
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Cornelius’s catalogue also contains four cycles for mixed chorus: Drei Chorgesinge,
op. 1 (1871); Drei Psalmenlieder, op. 13 (1872); Liebe: ein Zyklus von 3 Chorliedern (nach
Angelus Silesius), op. 18 (1872); and Vier Italienische Chorlieder, op. 20 (1872). Like Grablied,
Cornelius uses earlier music to set poetry by Riickert (op. 11) and Silesius (op. 18) along with
Cornelius’s own poetry (opp. 13 and 20). All three of his Psalmenlieder are based on keyboard
music by J. S. Bach: Busslied (after Psalm 88) on the Sarabande of Bach’s French Suite No. 1
(BWV 812); An Babels Wasserfliissen (Ps. 137) on the Sarabande of Bach’s English Suite No. 3
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(BWV 808); and Jerusalem (after Ps. 122) on Minuet 2 of Bach’s Partita in B) (BWV 825). In
op. 20 Cornelius used music by the late-sixteenth-century composers (Gastoldi, Vecchi, and
Donato) to set his own poetry: (1) Das Tanzlied (Donato: Chi la gagliarda in Il primo libro di
Canzon Villanesche alla Napolitana, 1550); (2) Amor im Nachen (G. G. Gastoldi: Amor Vittorioso:
Balletti a cinque voci, 1591); (3) Liebeslied (G. G. Gastoldi: A lieta vita: Balletti, 1501); and (4) Zug
der Juden nach Babylon (Orazio Vecchi: Il Convito musicale, 1595). Already the musical source of
Thomas Morley’s “Sing we and chant it,” Gastoldi’s “A lieta vita” was updated by Cornelius, who
added modern dynamic and tempo marks (ex. 2.22).

Example 2.22. Cornelius, Liebeslied, op. 20, no. 3, mm. 1-8
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Cornelius even turned to instrumental music from Arbeau’s Orchésographie (1588) for Blaue Augen
and based Freund Hein on the Molto adagio movement of Beethoven’s String Quartet, op. 132.22

Among nineteenth-century composers, Max Reger (1873-1910) is known for his
extremely chromatic music, especially his organ compositions, but he also produced a large
and diverse corpus of secular choral music. The voicing (SAATBB) and harmony of Drei
Sechsstimmige Chdre, op. 39, are reminiscent of Brahms, but despite its dedication to various
Liedertafeln and male choirs, the complex rhythm and chromatic harmony in the opening of
Uber die Berge! belie its use by such organizations (ex. 2.23).%

Example 2.23 Reger, Uber die Berge, op. 38, no. 3, mm. 1-3
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The textural density, chromaticism, and extreme vocal ranges exhibited in those pieces
seem far removed from the Liedertafeln, but they pale in comparison with op. 83, the first eight
pieces of which are dedicated to the Wiener Mdannergesangverein. The first composition, An das
Meer, routinely uses eight parts, exploiting extremes of ambitus (E to B’) and dynamics (ppp to ff)



PART SONG IN NINETEENTH-CENTURY GERMANY AND ENGLAND 57

not routinely found in such music. While such complexity and density are not present through-
out this collection, it is just such music that has shaped most musicians’ opinions about Reger’s
music. Conversely, the Drei Chére, op. 6 (mixed chorus and piano), and many of the a cappella
works for mixed voices have proved reasonably accessible.

The part-song genre included contributions from composers as diverse as Joseph
Haydn, Hector Berlioz, Franz Liszt, and Hugo Wolf (1860-1903). Though relatively small in
number, Haydn’s part songs and folk songs were among the first pieces in this genre to appear.
Berlioz composed a surprisingly varied array of smaller, accompanied choral works ranging
from the early Ballet des Ombres, op. 2, to Sara la baigneuse, op. 11. And although Liszt did not
compose what could be described as part songs, his wide array of a cappella sacred and secular
music merits more attention than it has received. Wolf’s oeuvre included both sacred/spiritual
(Sechs Geistliche Chdore, 1881) and secular works (e.g., his electrifying setting of Morike’s poem
Der Feuerreiter, composed in 1888, arranged for chorus in 1892).

In the nineteenth century, women took on increasing roles as performers, as the com-
positions for women’s chorus by Mendelssohn, Schumann, and Brahms attest. That most of
this repertory was sacred provides a significant insight into the status of female choirs in the
nineteenth century: denied access to the venues and themes of their male counterparts, female
choruses tended to perform sacred repertory in both private and public concerts. Nor should
the role of women as composers in their own right be overlooked. The foremost examples were
Clara Schumann (1819—96)>+ and Fanny Mendelssohn Hensel (1805-47),% both of whom had
obvious connection to established male composers of the era.

PART SONG IN ENGIAND

By the time the first Liedertafel in Germany was formed, part-song singing was already a
well-established tradition in England. In 1761 the Nobleman and Gentleman’s Catch Club
provided the same opportunities for singing and socializing as did those by the German
singing societies. By 1763, the Catch Club established a yearly composition prize, a compe-
tition dominated by Samuel Webbe (1740-1816) who, from 1784 until his death, served as
the club’s secretary. Essentially a hymnodist, he became a central figure in the foundation
of the Glee Club (1763), an organization similar to the Catch Club but without member-
ship limitations based on social class. From 1790 on, Webbe’s glee, Glorious Apollo, opened
every meeting of the club. Other composers associated with the Glee and Catch Clubs at
the beginning of the nineteenth century included William Horsley (1774-1858), John Goss
(1800-1880), Thomas F. Walmisley (1783-1866), and Samuel Sebastian Wesley (1810-76).2°
Changes in the social fabric of England, precipitated by the Industrial Revolution and the
rise of a significant middle class, led to the demise of the Catch Club, which awarded no
prizes between 1784 and 1811. Another contributing factor was the success of the Glee Club
and its various offspring. Ironically, these organizations suffered a similar fate in the early
nineteenth century due to the increasing influx of foreign music and musicians (notably
Felix Mendelssohn). The Continental influence reached its apex in 1836 with the publication
of Orpheus, A Collection of Glees by the Most Admired German Composers with English Poetry.
This nineteenth-century equivalent of Musica Transalpina presented short pieces by Weber,
Spohr, and others in its first issue. The use of the term “glee” in the title revealed more about
the publication’s market than the music’s style. Contemporary journals were quick to point
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out that these songs exhibited “nothing of the design of the English glee.”” The publication
of Orpheus effectively signaled the arrival of the Liedertafel repertory in England; such was its
popularity that following its initial publication run (1836-58), Novello expanded it in 1878 to
include more modern German part songs.

Another consequence of the Industrial Revolution was the foundation of institutes
to train workers to meet the demands of the new industrial technology. Singing was seen
as an ideal vehicle to promote social interaction and a heightened sense of morality among
the working class. This emphasis on education led to the introduction (ca. 1830) of singing
classes and performances as a means of enriching the lives of the working class (and per-
haps salving the conscience of those who employed them in often deplorable conditions). Two
names prominently associated with this new movement are John Pyke Hullah (1812-84) and
the Reverend John Curwen (1816-80), both of whom published manuals promulgating the
teaching of sight-singing. Curwen is remembered for his advocacy of the Tonic Sol-Fa method
eventually adopted by Joseph Novello.?® The first public concert of Hullah’s ensemble (April 13,
1842) and the critical approval it garnered assured the popularity of his arrangements, which
the Musical World believed should be on “every cottage book-shelf in the Kingdom.”29 The vol-
ume contained thirty-seven pieces of varying difficulty, including thirteen Renaissance works
by Elizabethan and Italian composers, ten English glees, choruses by Gluck, Cherubini, and
Purcell, a solfeggio based on Scarlatti, madrigals by William Horsley (1774-1858) and George
Macfarren (1813-87), national songs by Thomas Arne (1710-78) and Robert Lucas de Pearsall
(1795-1856), and a part song composed for Hullah’s Upper Singing School by Ignaz Moscheles
(1794-1870). In 1844 Novello’s new publication, the Musical Times, undertook the dissemina-
tion of musical news throughout England and included as an added feature new composi-
tions—the first choral “octavos.”

Joseph Novello ardently championed the compositions of Felix Mendelssohn,
republishing his part songs that had originally appeared in Orpheus. Greeted with delight by
critics and performers alike, these simple songs in four parts were ideally suited to the bur-
geoning English market. Typical of these English adaptations was William Bartholomew’s
translation of Mendelssohn’s Abschied vom Walde (op. 59, no. 3) as “Departure.” But despite
Novello’s success, English translations of German part songs did not provide a viable solu-
tion to the needs of fledgling English choral groups. That solution came in 1850 when E. G.
Monk (1819-1900) approached Joseph Novello to suggest commissioning works by English
composers in order to meet the needs and match the abilities of modern choristers. The
result, Novello’s Part Song Book, began under Monk’s editorship in May 1850. This promis-
ing enterprise lasted only twelve months, its fate sealed by perceptions that the music was
inadequate artistically, even if it did recognize and cater to the technical limitations of con-
temporary choirs.

A more positive, enduring solution was the founding of the English Glee and Madrigal
Union (ca. 1850) to “preserve from oblivion the masterpieces of our English school of vocal part-
songs—madrigals, glees, rounds and catches.”° More important still was the choir established
by Henry Leslie (1822—90) in response to the successful tours by German choirs. This group’s
unprecedented attention to detail and insistence on excellence rapidly became the model for
English a cappella choral performance. Adroit businessman that he was, Joseph Novello pub-
lished a new version of Novello’s Part-Song Book (18063) to capitalize on the success of Leslie. This
new repertory relied on distinguished English poetry, ranging from Shakespeare to contempo-
rary poets like Alfred Tennyson.
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RISE OF THE MUSICAL COMPETITION

After winning the Paris choral competition in 1878, Leslie announced plans to disband his
choir following the 1880 season. A member of Leslie’s choir, Lionel Benson, founded the
Magpie Madrigal Society in 1885 and recruited former members of Leslie’s choir. The numer-
ous choirs formed in the wake of Leslie’s withdrawal gained additional impetus from the rise
of English choral competitions, instigated by the contralto Mary Wakefield (1853-1910). In
1886 she sponsored a competition in her hometown of Kendal, which led to the phenomenon
of “test pieces,” works by contemporary composers that were obligatory for choirs partici-
pating at a given level. Among the earliest composers of such pieces were Charles Villiers
Stanford (1852-1924) and C. Hubert H. Parry (1848-1918) (see Fig. 2.2). In addition to the
Welsh Eisteddfod (which stressed performance of oratorio excerpts) and the Wakefield com-
petitions, the Morecambe Festival (1891) created an open division designed to attract the best
choirs in England. The published test pieces for the 1898 festival included pieces by Henry
Leslie, John Hatton, Henry Smart, Mendelssohn, Pinsuti, Pearsall, and Stanford.»

The Musical Times hailed Stanford’s first published collection of part songs (op. 47,
1892) as “amongst the most artistic of their kind.”3* These works added imitation and inde-
pendent part-writing to the existing part-song model. Stanford’s output began with three sets
of “Elizabethan” part songs, followed by arrangements of folk songs from his native Ireland.
While Stanford generally set strophic poems, his musical settings often expanded the final
verse to create a sense of musical climax. On the whole, the style of the Irish songs was more
conservative, mainly because Stanford closely followed the tunes traditionally associated with
certain texts. These folk song arrangements differ from his Elizabethan part songs, which
were freely composed. The most popular of Stanford’s part songs (“The Blue Bird”) comes
from the first of two publications (opp. 119 and 127) devoted to the poetry of Mary Coleridge
(1861-1907), a great-grandniece of the more famous Samuel Taylor Coleridge. Paul Rodmell
believes that the majority of these part songs are inconsequential, as even the titles might
tend to suggest. The exception is “The Blue Bird,” of which Rodmell writes, “Deserving of its
renown, Stanford’s skill here led to a piece little short of perfection. The slow-moving choral
parts, replete again with secondary sevenths, create a perfect picture of a still, hot day, while
the solo soprano soars above playing the role of the bluebird” (ex. 2.24).34

Example 2.24 Stanford, The Blue Bird, op. 119, no. 3, mm. 1-13
Clifford Bartlett, ed. Madrigals and Partsongs © Oxford University
Press 2001. Used by permission. All rights reserved. Photocopying this
copyright material is ILLEGAL.
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In the 189os, C. Hubert H. Parry followed Stanford’s lead, with his “Six Lyrics from an
Elizabethan Song Book” followed by “Six Modern Lyrics.” Parry’s belief in the primacy of the
text accorded perfectly with Stanford’s view:

In music associated with words it is absolutely inevitable that the mood and expres-
sion of phrase and figure and melody and harmony, and even of form must be in
close and intimate relation with the words. The more perfect the instinct of the
composer for the musical equivalents of the sentiments expressed by the words,
the more perfect will be the style; and the more perfect the invention which can
dispose of the ingredients in an effective and original manner, the more complete
the work of art. The composer has the moods and details of expression supplied
him, and the hearers understand the music through its relation to the words.’s

Despite its somewhat stilted syntax, Parry’s setting of Percy Bysshe Shelley’s poem “Music,
when Soft Voices Die” (1897) confirms his adherence to these precepts (ex. 2.25).

Example 2.25 Parry, Music, when Soft Voices Die, mm. 1—4

Clifford Bartlett, ed. Madrigals and Partsongs © Oxford University Press 2001.
Used by permission. All rights reserved. Photocopying this copyright
material is ILLEGAL.
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Stanford and Parry provide a logical point of connection to the next generation of English
composers, Gustav Holst (1874-1934), Ralph Vaughan Williams (1872-1958), and Edward Elgar
(1857-1934). Strictly speaking, Elgar’s part songs surpass conventional notions of that genre as “com-
monplace part-music.”® His earliest part song “My Love Dwelt in a Northern Land” (189o) was con-
structed on two contrasting sections and contains an unexpected textual twist because the song itself
is actually a dirge. “Weary Wind of the West,” written as a test piece for the 1903 Morecambe Festival,
presented significant new challenges for each voice part. But the crowning glory of Elgar’s work are
the four part songs published in 1907 as his opus 53: “There Is Sweet Music” (Alfred, Lord Tennyson),
“Deep in My Soul” (Lord Byron), “O Wild West Wind” (Percy Bysshe Shelley), and “Owls” (Anonymous).

These extraordinary pieces relate to the typical English part song in roughly the same
way that Brahms’s compositions did to those of his predecessors. One is immediately aware of
the quality of the texts Elgar chose to set. Of the four, the best known and certainly the most
unusual, was the first—“There Is Sweet Music,” which at first glance appears to be bitonal.
The key signature of the women'’s voices is four flats (Ab major), while the male voices have one
sharp (G major). This polytonality is illusory, as Elgar uses antiphonal male and female “choirs”
to avoid any possible tonal conflict. He takes consistent advantage of the enharmonic relation-
ships that these two keys presented—the G-major tonic of the male chorus easily becomes E
minor, which, in major, provides G#, the enharmonic tonic of the female voices. Similarly, the
use of incidental flats (Ch, B, etc.) in the women’s parts allow their music to enter the harmonic
realm of the men. Since one tonality ultimately had to emerge victorious, Elgar ends the song
with alternating Ab and G-major triads that finally settle on G (ex. 2.20).
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Fig. 2.2 Photo of Edward Elgar (left) with fellow composers at the Bournemouth
Festival (July, 1910)

(Back row, I-r: Hubert Parry, Edward German; Front row, I-r: Elgar, Dan Godfrey, Alex
Mackenzie, Charles Stanford)

Example 2.26 Elgar, There is Sweet Music,
op. 53, no. 1, mm. 44-46
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By comparison, the two middle pieces are harmonically straightforward; both
employ an Er-major key signature and hew closely to that tonality. As the melody of “Deep
in My Soul” illustrates (ex. 2.27), these traditional markers are stretched by some ingenious
enharmonicism.
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Example 2.27 a—c Elgar, Deep in My Soul, op. 53, no. 2
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Elgar reprises the opening music, now in A minor, to create a closed musical form.

The anonymous poem “Owls” is neither fast nor conclusive, using the dark key of C
minor that becomes C# minor in the middle section only to return to C minor, a somewhat
bizarre twist on strophic design and quiet, furtive declamation. The poem’s three strophes
exhibit striking textual similarities. Thus, Elgar plays the text’'s game of seeming similitude,
setting the “nearly identical” strophes to nearly identical music. If each verse’s music is
almost the same, their tonalities are as different as one can imagine—the first strophe isin C
minor, the second is transposed up a semitone, the third returns to C minor. Elgar also plays
rhythmic games designed to highlight the unexpected words “bier” and “pall.” And the final
exchange is as different harmonically as its text is from the two preceding strophes (ex. 2.28).

Example 2.28 a/b Elgar, Owls, op. 53, no. 4
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At this point we have crossed the invisible barrier separating the nineteenth century
from the twentieth, but the different stances taken by composers like Sullivan, Parry, Stanford,
Finzi, and Holst make it difficult to tell on which side of that line they fall, both stylistically, indi-
vidually, and in relation to one another. It remained for Benjamin Britten (1913—76) to make the
“crooked” line separating these different stylistic positions into a “straight,” visible meridian.

CONCLUSION

The part song was perhaps the prime contribution of romantic composers to the choral art.
Although it began as decidedly an amateur enterprise, the rapid growth of small choral groups
and the amazingly prolific output by poets of the time (not to mention the increasing availability
of folk music) helped boost the prestige of such music making. Even if a few general histories
have underestimated the role of choral singing (and the music produced to satisfy the demands
of choirs for popular, new music), the quality of the composers and the volume of their outputs
clearly illustrate the significance of this genre. It was the decline of large-scale choral works that
Alfred Einstein found so troubling. Much of the secular chamber music was intended less for
concert performance than as entertainment for convivial occasions in private homes. Like the
song cycle, with which they shared a similar social function, these choral collections possessed
substantial musical integrity, color, and quality. The ability not merely to entertain but to move
the very soul of the listener assures such compositions a continued presence in contemporary
choral performances.



Choral Music in Nineteenth-Century Drama

here is a significant body of nineteenth-century choral music that resists classification

within any preexisting choral genre. The rise of public concerts and the growth of choral
societies led to increased demand for choral pieces based on secular literature and accompa-
nied by orchestra. This type of dramatic music might ultimately have owed its existence to the
increasingly prominent role of the chorus in the rapidly evolving world of opera. In this chapter
we examine the new and important place of the chorus in nineteenth-century opera as prelude
to a survey of selected dramatic works for the concert hall.

CHORAL MUSIC IN NINETEENTH-CENTURY OPERA

Any discussion of nineteenth-century operatic choral music must begin with Mozart, who,
despite his death almost a decade before the century began, was already proclaimed (along
with Haydn and Beethoven) by E. T. A. Hoffmann as a “romantic” composer.' The chorus’s role
varies greatly in Mozart’s opera, hardly a surprising development given the range of styles they
embraced. In his last five operas, Mozart shifted from the opera buffa trilogy based on libretti by
Da Ponte (Le nozze di Figaro, Cosi fan tutte, Don Giovanni) to Singspiel (Die Zauberflote) to opera
seria (La Clemenza di Tito). His earlier work, Idomeneo (1781), contained an exceptional array of
choruses both dramatic (Corriamo, fuggiamo quel mostro spietato, a possible prototype for the
Lachrymosa of Mozart’s Requiem) and pictorial (Placido il mar, andiamo).?

64
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The prominence of choruses in this opera is the result of the so-called reform operas of
Christoph Willibald von Gluck (1714-87) and his librettist, Ranieri de’ Calzabigi (1714—95). During
the preceding era dominated by Pietro Metastasio (1698-1782), the use of chorus or even ensem-
ble was typically relegated to a short concluding chorus of praise or judgment.3 The Metastasian
emphasis on vocal display and mythological stories, sometimes allegorically arranged to flatter
wealthy patrons, left the presentation of conflict and drama to individual characters, the chorus
being “decorative, subsidiary, musically neutral, with a function analogous to the stage set.”
Gluck’s reforms, based upon the model of the French tragédies lyriques, elevated the role of both
chorus and ballet. Especially noteworthy for its multiplicity of textures and forms was Gluck’s
Orfeo ed Euridice, in which the chorus asserted a new prominence, especially in act 2.

It was hardly predictable that the structural rigidities of Italian opera seria failed to
survive the new ideals put forward after the French Revolution. In the wake of this tumultuous
event, the chorus emerged as a powerful metaphorical force, poised to participate more fully
in evolving forms of more democratic and inclusive artistic expression. Themes of tyranny or
humanitarianism were particularly prominent in such French-derived operas as Beethoven’s
Fidelio (1805). Fidelio, based on a French libretto by Jean-Nicolas Bouilly (Léonore, ou Lamour
conjugal), gave the chorus an identity and dramatic purpose. Florestan, a political prisoner,
marked for death, came to symbolize the political repression of a people, represented by the
chorus. At the end of the opera, the same chorus was then available to lend depth and breadth
to this celebration of freedom and human dignity.

The French Revolution changed more than the ruler of France or even the reality of
dynastic rule; it established a new political modus operandi in which all parties, regardless of
their philosophies, came to identify the “people” as their ultimate source of political power.
Consequently, the individual good was inextricably bound to the larger good of the nation,
whether that involved freedom from tyranny, economic success, a victory in battle, or anything
that might be construed to represent the commonwealth. Within a discussion of evolving con-
cepts of dramaturgy and the need for verisimilitude in opera, Hervé Lacombe points out that
ensembles and choruses allowed several individuals to speak at once, something not possible in
eighteenth-century opera.s Initially, this trend involved an ensemble of characters, but gradually
the chorus became one of the more realistic elements of the drama, appearing in situations that
in real life logically required a group of people. As a result, almost all nineteenth-century operas
featured a real chorus as an essential part of the scenic and moral dimensions of the story.

This trend was especially clear in the French Grand Opera of the 1820s. Recent schol-
arship points to the pivotal roles played by Daniel-Francois-Esprit Auber (1782-1871) and the
librettist Eugene Scribe (1791-1861). Discussing Scribe’s contribution, Louis Véron, director of
the Opéra from 1831 to 1835, emphasized the essential role of the chorus, noting:

An opera in five acts can live only with a very dramatic action, putting into play
the grand passions of the human heart and powerful historical interests. This
dramatic action, moreover, ought to be intelligible to the eyes, like the action of
a ballet. The choruses must play an impassioned role and be, so to speak, one of
the interesting characters of the piece. Each act ought to offer contrasts in sets, in
costumes, and especially in skillfully prepared situations.. .. La Muette de Portici,
Robert le Diable, Gustave I11, La Juive, Les Huguenots, Le Prophéte by M. Scribe offer
that fertility of ideas, those grand dramatic situations, and fulfill all conditions for
variety in staging required of the poetics of an opera in five acts.
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The assumption of five acts required a new array of devices and artists. Beyond the composer
and librettist, this format placed increased importance on the visual elements produced by the
stage designer, choreographer, machinist, and the artist responsible for creating the mise-en-
scene. Each strove to reproduce the physical setting and atmosphere of a story with scrupulous
attention to historical detail.

No less a figure than Victor Hugo emphasized the importance of attention to histori-
cal and pictorial detail in the setting of a drama, what he called the couleur du temps. The forma-
tion of a Comité de Mise en Scéne at the Opéra and the appointment of a director, or the metteur
en scéne, were essential prerequisites to the success of what is generally conceded to be the
first “grand” opera, Auber’s La Muette de Portici (1828). Today, we take the visual components
of opera for granted (realistic stage action, elaborate sets and costumes), but this expectation
sprang from the innovations required by the extension of the drama from three to four to five
acts. Richard Wagner, always an acute observer of dramatic music, described the chorus’s new
role “as a crowd playing a real part in the action and of serious interest to the audience.””

From the beginning of La Muette de Portici, the chorus plays an essential dramatic and
musical role, appearing in all but one of the numbers that comprise act 1. If the chorus’s pres-
ence in the “Introduzione” seems traditional, Auber’s division of the chorus into two parts—
one onstage and one offstage—signaled the chorus’s new importance. In the Scéne et Choeur
(mvt. 4), the chorus participates directly in the drama, singing “Dieu puissant! Dieu tutélaire!”
as they crowd the front of the church. And when they kneel (“Nous t'implorons a genoux”),
the heroine, Fenella, is able to see that the groom is the same man who had earlier seduced
her. The drama, thus joined, continues into the Finale, heightened by the dramatic conceit of a
mute girl trying to convey the details of her dilemma to those surrounding her. The emergence
of the newly married couple from the church provokes a confrontation between Alphonse and
Fenella mirrored by choruses representing the townspeople and soldiers. With the exception
of act 4, the chorus is a constant dramatic presence, assisting the plot’s development toward its
unexpected and tragic resolution in the suicide of Fenella.

Auber’s innovations not only impressed Parisian audiences but also laid the groundwork
for Rossini's final opera, Guillaume Tell (1829), specifically composed for the Paris Opéra. The
chorus represented factions of the Swiss whose political destiny lay at the heart of the drama.
Though significant in terms of its presence, the chorus in Auber’s opera was, for the most part,
restricted to self-contained scenes or to supporting solo arias or ensembles (as in act 2, scene 1 of
La Muette). Initially, the chorus in Guillaume Tell operates in the same way, providing a realistic
picture of the Swiss in their native environment going about their daily lives (e.g., “Quel jour
serein le ciel présage,” act 1, scene 1).8 Later, however, the chorus emerged as a protagonist equal,
if not greater, in significance than any individual character. From the finale of act 1 through act 2,
the chorus is “emancipated.” The murder of a retainer of the hated Austrian governor (Gesler) by
Leuthold and his escape (facilitated by Tell) places the local populace in direct conflict with troops
led by Rudolph, the chief of Gesler’s archers. Musically, this confrontation involves the soldiers
(male chorus), the Swiss people (mixed chorus), and Tell’s wife and son. Exchanges between these
choral factions escalate through the Finale culminating in the seizure of the patriarch, Melchtal.

Act 2 opens with another choral complex—a chorus of huntsmen (accompanied by
horns) interrupted by the distant sounds of shepherds singing a Nachigesang. At first, Rossini
seems to have returned to using the chorus as scenery, as they sing two archetypes of nineteenth-
century male choral music (hunting songs and pastoral music). But Gesler looms ominously,
eventually galvanizing the three separate cantons (Unterwald, Schwitz, and Uri) to make a uni-
fied response to Melchtal’s assassination. This coalition is formalized by the chorus of solidarity,
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“Jurons par nos dangers” (“We swear by all our wrongs”) as all three groups pledge allegiance to
Tell (ex. 3.1).

Example 3.1 Rossini, Guillaume Tell, act 2, Finale, mm. 365-70
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The need for three male choruses on stage (each representing one of the cantons) required
an ensemble of unprecedented size as the space and scenery necessary to make their pres-
ence realistic became an indispensable part of the opera’s dramatic fabric (see Fig. 3.1). Nestor
Roqueplan, director of the Opéra from 1847 to 1854, inferred that forces of such size and the
resources were unprecedented:

Previously, the chorus used to line up in two blocks, to the left and right, and
stood still, both men and women, without participating at all in the action
taking place within the circle of singing tailor’'s dummies. The new styles of
production gave movement to each and every one of them, swords to draw
from scabbards, daggers to flourish in the air, arms to throttle the first person
to cross their paths, legs to carry them at the run to liberate Naples [where
Auber’s La Muette di Portici takes place] or Switzerland [where Rossini sets
Guillaume Tell).’°
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Fig. 3.1 Halévy’s La Juive (1835), act 2, Paris Opéra

Rossini wrote this opera in French not only because he was in Paris at the time but also
because the theme of Austrian domination was one with which the French could identify. For
later performances in Italy, Rossini changed the opera’s title to Rodolpho di Sterlinge and relocated
it to Scotland to avoid Austrian censorship." Performance in Italian required a translation, which
softened the libretto’s political agenda. The new necessity most affected the final chorus, when
the free and unified Swiss sing, “Liberté, redescends des cieux! Et que ton régne recommence,
Liberté, redescends des cieux!” (“Liberty, descend again from heaven / And may your reign begin
anew!”). This text is already considerably less inflammatory than the three-act version (1831), in
which the chorus sang: “Des bois, des monts, de la cité, Aux cieux ot Melchtal est monté, Qu'un
cri, qu'un seul soit répété: Victoire et liberté!” (“From the woods, from the peaks, from the city
to the heavens where Melchtal has gone, let one cry and only one cry be repeated: Victory and
liberty!”). In the revised version, the word “victory” is nowhere to be found, reference to it muted
to prayerful hopes rather than boisterous clamor. The Italian translation (“Such contentment
I feel inside, my spirit cannot express”) retained none of the original’s republican sentiments.

Less easily translated was the pivotal role of the traditional Alpine melodies used by
Rossini to set the geography of his drama. These melodies represented neither folk music
nor misplaced nationalism but a particularly French personification of the Swiss, established
as early as Jean-Jacques Rousseau (1712—78), who coined the term ranz des vaches (“call to the
cows”) to describe these uniquely Swiss tunes. For Anselm Gerhard, the quotation of one par-
ticular melody (ex. 3.2e) in the opera’s final chorus is a direct result of what the concluding text
signifies.3 But more explicit are the three different ranz des vaches (played on French horn and
bassoon) that signaled the arrival of each canton at the end of act 2 (ex. 3.2 b—d).



CHORAL MUSIC IN NINETEENTH-CENTURY DRAMA 69

Example 3.2 a—e Rossini, Guillaume Tell, “Ranz des vaches”

a.act 1, scene 4, mm. 5-8
Andantino

Vel

These quotations legitimize the “pledge chorus,” Jurons par nos dangers, as surely as they herald
the canton’s pledge to rid Switzerland of the oppressive Austrian regime.

OPERA IN ITALY AND GERMANY—GIUSEPPE VERDI
AND RICHARD WAGNER

The revolution that Auber, Rossini, and Meyerbeer created in Paris had implications for the
development of opera elsewhere in Europe. Table 3.1 shows the relative chronology of the operas
produced in Paris with those composed in Germany and Italy. The list for the Paris Opéra fea-
tures works by Giacomo Meyerbeer (1791-1864) and J. F. Halévy (1799-1862). More important
are the early works of the two emerging giants of romantic opera, Richard Wagner (1813-83) and
Giuseppe Verdi (1813-1901).

Choral representation of political oppression was a theme also found in the grand operas
of Giacomo Meyerbeer (notably Les Huguenots, 1836) and the early operas of both Verdi (Nabucco)
and Wagner (Rienzi). Nabucco, a political drama transported back in time to the Babylonian exile
of Israel, contains perhaps the most beloved of all opera choruses, Va pensiero. Allegedly a de facto
anthem of the Italian Risorgimento, Mary Ann Smart argues that for a purported celebration of
patriotism, the chorus’s text and music are full of “incongruous calm and repose.” Indeed, Verdi's
setting in Ff major is pastoral (triplets within 4/4) and wistful, with no obvious revolutionary fervor.

In addition to this legendary chorus, Nabucco has a considerable volume of other cho-
ruses innately linked to its dramatic and musical structure. Scored in the French manner, the
chorus appears in three of the four musical numbers in act 1. A hint of the chorus’s new dra-
matic prominence is its intrusion into the Largo and Cavatina of Zaccaria’s aria (“Sperate, O
figli!”). Both acts 2 and 4 contain at least one purely choral movement; act 3 begins with a
substantial chorus (E I'Assiria una regina) that matches Va pensiero in length, foreshadowing the
defining choral unison of its more famous predecessor (ex. 3.3).
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Table 3.1 Nineteenth-century French, German,
and Italian opera

Paris

1828 Auber: La Muette de Portici
1829 Rossini: Guillaume Tell

1830 Auber: Fra Diavolo

1831 Meyerbeer: Robert le Diable
1835 Halévy: La Juive

1836 Meyerbeer: Les Huguenots
1849 Meyerbeer: Le Prophéte
Germany/Italy

1820 Weber: Der Freischiitz

1842 Wagner: Rienzi; Verdi: Nabucco
1843 Wagner: Der fliegende Holldnder
1844 Verdi: Ernani

1845 Wagner: Tannhduser

1847 Verdi: Macbeth

1849 Verdi: Luisa Miller

1850 Wagner: Lohengrin

1851 Verdi: Rigoletto

1853 Verdi: Il Trovatore, La Traviata
1855 Verdi: Les Vépres siciliennes
1857 Verdi: Simon Boccanegra

Example 3.3 Verdi, Nabucco, E I'Assiria una regina, act 3, scene 1, mm. 39—47
John Rutter, ed. Opera Choruses © Oxford University Press 1995. Used by
permission. All rights reserved. Photocopying of this copyright material is ILLEGAL.
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As memorable as the melodic curve of Va pensiero is, Verdi’s decision to have it sung
by a mixed chorus in unison makes this chorus the embodiment of a people’s unity. The simple
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texture stands in stark contrast to more traditional representations of a politically mobilized
group, that is, hymnic or national anthems. This new texture also marks the full emergence of
the chorus as a group of operatic singers, now required to execute the same stylistic devices so
frequently found in solo arias. Hymnic choruses in opera had a long-standing presence in opera,
going back to O Isis und Osiris from Mozart's Die Zauberfléte (1791). The solemnity of this scene
established a precedent for the hymnic (if not overtly religious) choruses found in other Verdi
operas: Ernani (O Signore, dal tetto natio), Macbeth (Patria oppressa), Il trovatore, La forza del des-
tino, and especially Aida.

The chorus in nineteenth-century opera found its most natural and logical place-
ment in the church (thanks to Hugo’s couleur du temps). Beginning with Auber’s La Muette
de Portici and in the grand operas of Meyerbeer, notably Le Prophéte, religious conflict now
becomes an alternative to political strife as is clear from its role in the plots of Halévy’s La
Juive, Meyerbeer’s Les Huguenots, and Verdi's Simon Boccanegra. Conversely, while Verdi’s
Aida (1871) stresses religious tolerance, it also manages to include another famous hymnic
chorus from the Papa dei cori (an affectionate nickname for Verdi)—the triumphal chorus,
Gloria all’ Egitto.’s

Another combination of religion and the people as proletariat is central to Modest
Mussorgsky’s masterpiece, Boris Godunov (1874). Chorally speaking, the centerpiece is the
“Coronation Scene” that serves as prologue to the opera. Mussorgsky initially presents a fearful
populace: one moment they pray to God for deliverance, the next they are abused by the police
who regard them as a threat. It is out of this tension that the musical triptych generally known
as the “Coronation Scene” emerges. David Brown sees this tripartite design as a possible bor-
rowing from Glinka’s A Life for the Tsar, which uses two choruses to flank a central solo move-
ment in its epilogue.’®

Mussorgsky’s “Coronation” begins with an instrumental introduction built around two
dominant-seventh chords that share two common tones: C (the tonality of the movement) and
F#/Gh. And again, the dreaded tritone separation of these tonal centers is perhaps an ominous
portent of things to come (ex. 3.4).

Example 3.4 Mussorgsky, Boris Godunov, act1,

scene 2, mm. 3-6

John Rutter, ed. Opera Choruses © Oxford University Press 1995.
Used by permission. All rights reserved. Photocopying of this
copyright material is ILLEGAL.
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After an initial acclamation, the chorus sings of their optimism for Boris’s reign; the chorus,
Uzh kak na nyebye soln, has its melodic basis in Russian folksong and harmony from traditional
Russian church music (ex. 3.5).”
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Example 3.5 Mussorgsky, Boris Godunov, act 1, scene 2, mm. 399—410
John Rutter, ed. Opera Choruses © Oxford University Press 1995. Used by
permission. All rights reserved. Photocopying of this copyright material
is ILLEGAL.
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Vladimir Morosan points out that this melody is a folk song (Slava Bogu na nyebye), and that
Mussorgsky’s varied settings of it exemplify the heterophonic process of “harmonization”
common to both folk music and Orthodox church music.® In the opera, the crowd’s joyous
shouts of Slava! have hardly subsided when Boris’s appearance is announced by the music’s
sudden shift to C minor, followed by the intonation of a foreboding motive, which Robert
Oldani has labeled the “anxiety theme.”9 After Boris’s prayers for knowledge regarding the
source of his distress, the church bells summon a resumption of the crowd’s acclamation to
conclude the prologue.

As important as these “political” choruses are in advancing the role of the chorus as
a dramatic force, they are dwarfed by the numerous, essentially pictorial, choruses such as the
opening chorus of Richard Ceeur de Lion (1784) by André Grétry; the “Huntsmen’s Chorus” in
Carl Maria von Weber’s Freischiitz (1821); the “Chorus of Wedding Guests” from Donizetti's
Lucia di Lammermoor (1835); the “Chorus of Villagers” in Smetana’s Prodand nevésta (The
Bartered Bride, 18606); the Tanz der Lehrbuben (act 2, scene 1) in Wagner’s Die Meistersinger von
Niirnberg (1868); the “Pilgrim’s Chorus” from Tannhduser (1845); the famous “Anvil Chorus”
from Verdi's Il Trovatore (1853); the opening chorus of Don Carlo (1867); and the choruses of
the cigarette girls (Dans lair nous suivons des yeux) and bullfighters (Les voici! Voici la quadrille
des Toreros!) in Bizet's Carmen (1875).

Another standard ploy to legitimize the chorus’s presence on stage is the inclusion
of a party scene. Although such choruses are numerous, three examples are outstanding: the
Brindisi in act 1 of Verdi's La Traviata (1853); the “Ballroom Scene” from Johann Strauss’s
Die Fledermaus (1874); and the “Waltz Scene” from Tchaikovsky’s Eugene Onegin. All blend
pageantry, choreography, and elaborate costumes into a synergy, which is an essential but
rarely memorable element of the plot. In Verdi's Brindisi, for example, the chorus, made up of
guests attending a party at the home of Violetta Valery, is caught up in the flirtation between
Alfredo Germont and Violetta. Asked to make a toast, Alfredo complies, improvising one of
Verdi's more popular melodies, Libiamo ne’ lieti calici (ex. 3.6).
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Example 3.6 Verdi, La Traviata, act 1, “Brindisi,” mm. 249-57
John Rutter, ed. Opera Choruses © Oxford University Press 1995. Used by
permission. All rights reserved. Photocopying of this copyright material is ILLEGAL.
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The chorus here provides background and support, concluding Alfredo’s toast with a brief tag
and Violetta’s with a unison rendition of the tune in the subdominant (E}). The toast proper
ends with a choral accompaniment to Alfredo and Violetta’s duet. Dance music from the next
room provides the pretext for the chorus’s exit; they eventually return (after the lovers’ duet)
to sing a stretta of the opening orchestral music as their polite thank-you-and-farewell. The
chorus here is window dressing, without clear, dramatic function or real musical substance.
Nonetheless, their presence (and subsequent absence) transports the audience to a specific time
and place; by assuming the dress, actions, and decorum of that place, the chorus assumes an
identity integral to the dramatic success of the opera.

More often than not, these choruses function more as “costume” (couleur du temps) than
as dramatic conflict. The pair of choruses in act 2 of La Traviata illustrates this function; both
Noi siamo zingarella and Di Madride noi siamo matadori inject the chorus into the evolving drama
between Flora and the Marquis (eventually joined by the Doctor and Gastone) as spectators rather
than actors. Verdi's use of female and male choruses seems motivated by the need for spectacle
and variety; ultimately, the famous Triumphal March from Aida fulfills roughly the same role.

Sometimes, the chorus transcends mere visual spectacle to become an indispensable
element in the escalating drama. This is true in Richard Wagner’s Der fliegende Hollinder, in
which the chorus consists of male (Norwegian sailors) and female (young ladies involved in
domestic activity) ensembles. Such gender-based ensembles make perfect sense in a small
seaside village where men and women are often separated for long periods. Thus the separa-
tion of male and female choral singers becomes social commentary, reflecting not only the
dichotomy of landscape (aboard ship and on land) but also the social roles that separate the
two groups. In act 1, the men represent the crews of two separate ships (and worlds). If the
men dominate act 1, act 2 belongs to the women, who open with the spinning song Summ’ und
Brumm, du gutes Ridchen. The social conflict that remains relatively hidden in act 1 boils to the
surface as this rather mindless, innocuous song is interrupted on an increasingly frequent
basis by Senta’s macabre fascination with the Dutchman, represented by the gradual incur-
sion of the fourths and fifths associated with him (first heard in the opera’s overture) in her
ballad Johohoe! Traft ihr das Schiff im Meere an. Concerning this scene, Joachim Kohler writes:
“In the petty bourgeois spinning room in which we have just heard a chorus of well-mannered
young ladies, the daughter of the house reveals herself to be a somnambulist with a penchant
for summoning up ghosts, while the demon whom she summons into life appears wearing an
old-fashioned costume and singing a sentimental aria. Nothing is what it seems to be when a
painted piece of lifeless canvas can suddenly become the most terrifying reality.”>°
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This conflict is completely missing in the version published in John Rutter’s anthology,
Opera Choruses, because the dialogue separating vv. 1and 2 of the song is omitted.* The apparent
simplicity of this editorial decision underscores the problem inherent in excerpting the choral
portion of any opera from its original context. In the opera itself, the situation becomes even
worse, for, after the eighty-nine measures of music that concludes with Senta’s derisive comment,
“Are you really trying to make me seriously angry with your frivolous laughter?” the spinning
song resumes in a frantic and ultimately futile effort to forestall Senta’s scorn and her morose love
ballad. Performed outside this dramatic context, Wagner’s chorus has a totally different dramatic
impact. Lost is the trite counterpoint the “Spinning Chorus” provides to Senta’s gradual, yet inevi-
table acquiescence to retelling the story of the Dutchman with whom she is obsessed.

The same critique may be applied to the version of the “Sailor’s Chorus” from act 3
(Steuermann! Lass die Wacht!).?> As presented in Rutter’s anthology, this chorus (the first 106
measures of act 3) makes for a rousing (though difficult) sea chantey. Within the opera, how-
ever, Wagner's portrayal of the naive frivolity of the Norwegian seamen is a much longer (700
measures) and more complex dramatic scene, which occupies more than half of the final act.
The complete scene involves first the flirtation between the sailors and the women, then a
kind of “whistling-in-the-graveyard” bravado that leads the women to awaken the Dutchmen’s
crew. Considerably later (417 measures), Wagner adds a second strophe. Even though the
choral music is identical, Wagner has managed gradually to inject the chromatic storm music
and the Dutchman’s signature motive into its orchestral accompaniment (ex. 3.7).

Example 3.7 Wagner, Der fliegende Holldnder, act 3,

scene 1, mm. 551-62

John Rutter, ed. Opera Choruses © Oxford University Press 1995. Used by
permission. All rights reserved. Photocopying of this copyright material is ILLEGAL.
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Choruses in Wagner’s subsequent operas did maintain the traditional functions of
the opera chorus described earlier. One immediately thinks of the “Pilgrim’s Chorus” from act
3 of Tannhduser (1845), the famous “Bridal Chorus” that opens act 3 of Lohengrin (1850), and
“Procession and Chorale” from Die Meistersinger von Niirnberg (1863). After Lohengrin, however,
Wagner is less engaged with the chorus as an element of drama, as we see the relatively low pro-
file of the chorus throughout the Ring cycle. In Parsifal (1882), the chorus is significant less for
its dramatic presence than for the sense of ritual and color it provides. Positioned at the end of
Wagner's operatic output, Parsifal nonetheless reveals its connection to his earlier operas and to
the little-known oratorio Das Liebesmahl der Apostel, which, like Parsifal, is intimately connected
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to Dresden, the Holy Grail, and male chorus. The clearest manifestation of this connection is
the omnipresence (both vocal and instrumental) of the now clichéd “Dresden Amen” (ex. 3.8).

Example 3.8 Wagner, Parsifal,
Overture, mm. 56-59

o e

Strikingly, Wagner uses the female choral voices only as sound, never as a physically pres-
ent, dramatically significant group. In the Grail scenes (acts 1and 3), the women'’s voices sound from
the middle and upper levels of the vaulted dome, transforming the operatic stage into Dresden’s
Frauenkirche. The invisible female choir convincingly projects an angelic presence in the heights
of heaven. Perhaps the most remarkable use of the women’s voices, the first statement of Parsifal’s
emblem, Durch Mitleid wissend (“Enlightened by compassion”), is also the subtlest (ex. 3.9).

Example 3.9 Wagner, Parsifal, act 1, scene 2, “Grail scene,”
mm. 140511
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Wagner combines the voices of the Jiinglinge (tenors) and Knaben (altos, singing from
the “middle heights” (mittleren Hohe) to produce a blended, androgynous vocal tone. Significantly,
their melody features the same fifths (the musical personification of Parsifal) heard even before
Parsifal appears, when Gurnemanz refers to the One who alone can heal the wound of Amfortas,
the keeper of the Grail. Katharine Syer cites evidence from the diaries of Cosima Wagner indicating
the precision and symbolism of Wagner’s calculation: “He [Wagner] then plays the first theme of
Parsifal to himself and, returning, says that he gave the words to a chorus so that the effect would
be neither masculine nor feminine; Christ must be entirely sexless, neither man nor woman.”?4

The role of the chorus in Wagner’s operas is less doctrinaire than the other works sam-
pled in this chapter. Unlike the composers of French Grand Opera (a tradition to which even
Verdi more or less adheres), Wagner used the chorus to further a dramatic concept or sound
without recourse to the traditional roles that the chorus had assumed throughout the century. It
is no surprise that the author of Oper und Drama (1850/51) is not bound to past traditions regard-
ing use of the chorus. As Wagner’s libretti are concerned with ideas and archetypes than specific
characters, so too does his music adopt an array of devices that redefined nearly every aspect
of opera in the second half of the nineteenth century. To a large extent, Wagner’s intimidating
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presence may explain why some of the composers discussed in the second half of this chapter
avoided the composition of opera altogether, opting for different kinds of choral drama.

JOHANN WOLFGANG VON GOETHE
AND DRAMATIC CHORAL MUSIC

The dominant literary figure of the late eighteenth and early nineteenth centuries is Johann
Wolfgang von Goethe (1749-1832) (Fig. 3.2); his body of poetry and drama has become a pri-
mary text source for composers interested in producing dramatic music. Goethe’s most impor-
tant work is Faust, the two parts of which were published in 1808 and posthumously in 1832.
Table 3.2 outlines a brief, selective list of dramatic musical works based on this play.

The fascination of composers with this story has been partly explained by the liter-
ary critic Dieter Borchmeyer: “In the literature of the world, there is scarcely any dramatic
poem that is so filled with ‘inaudible music,” and yet, in spite of the numberless compositional
attempts to imitate it and the clearly operatic structure of the end of the second part, [there is no
work] so inimical to composition as Faust.”?

The problem for composers, irrespective of their chosen format, was to create music for
a text that Goethe himself thought was beyond anyone’s ability. In a conversation with Goethe
in 1829, Johann Peter Eckermann said, “But I haven't given up hope of seeing suitable music

Fig. 3.2 Johann Wolfgang von Goethe (ca. 1790),
J. H. W. Tischbein
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Table 3.2 Compositions based on Goethe’s Faust

Opera:
Louis Spohr Faust (1816)
Charles Gounod Faust (1859)
Arrigo Boito Mefistofele (1868)
Ferruccio Busoni Doktor Faust (unfinished)
Cantata:
Hector Berlioz Huit scénes de Faust (1829)

La Damnation de Faust (18406)

Felix Mendelssohn  Die Erste Walpurgisnacht, op. 60 (1833)
Robert Schumann  Szenen aus Goethes “Faust,” WoO 3 (1844—53)

for Faust,” to which the poet replied, “That’s quite impossible.”2® In spite of Goethe’s opinion,
composers struggled to produce a varied array of dramatic music based on this timeless story.

HECTOR BERLIOZ, LE DAMNATION DE FAUST, OP. 24.

The first and one of the more notable contributions to the body of nonoperatic composi-
tions inspired by Faust are those of Hector Berlioz. His initial sojourn into the Faust legend
is the dramatic cantata Huit scénes de Faust (1828-29), composed during his days at the Paris
Conservatoire; here he uses eight scenes chosen from the French prose translation by Gérard de
Nerval (Paris, 1828). Daniel Albright notes that Berlioz’s instincts “led him to ignore the main
character.”?” Accordingly, the principal character is totally absent from his original op. 1, a work
Berlioz withdrew almost immediately, perhaps realizing his failure to fully tap the story’s liter-
ary wealth. When Berlioz returned to Goethe’s masterpiece in 1844, he used the earlier music
as a point of departure for his “dramatic legend” La Damnation de Faust (1846) (see Fig. 3.3).

Despite attempts to stage this work, Berlioz's La Damnation de Faust is neither an opera
nor a symphony like Roméo et Juliette. This new dramatic composition uses primarily instru-
mental music to realize Goethe’s drama as well as its loose adherence to the story.?® The titles
that appear in Table 3.3 suggest that Berlioz began the new work using those movements of the
earlier Huit scenes, whose texts explicitly suggest musical forms. While the four large parts of La
Damnation present Faust as a character, the texts Berlioz employs are less than directly linked
to Goethe’s original; Berlioz expects his audience to rely more on their imagination than their
eyes and ears to grasp the unfolding dramatic flow.

Table 3.3 Berlioz's use of Huit Scénes de Faust (1829)
in La Damnation de Faust (18406)

Premiere Partie: 1. Ronde de paysans
Deuxiéme Partie: 2. Chant de la féte de Pdques
3. Chanson de Brander

4. Chanson de Méphistophélés

Troisieme Partie: 5. Le Roi de Thulé
6. Sérénade de Méphistophélés

Quatriéme Partie: 7. Romance de Marguerite
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Fig. 3.3 Goethe’s Faust: Satan Flying over the City at Night (Engraving by Eugéne Delacroix, 1861)

Berlioz sets Part1in Hungary, ostensibly so that he could, as his critics claimed, include
his brilliant version of the Rakoczy March; its instrumental music clearly depends on a literary
program to guide the listeners through the unfolding spectacle. The new music provides the first
of the original eight scenes, the Ronde de paysans, with a musical rationale of a pastoral chorus
depicting the rustic life of the peasants. Immediately following this bucolic scene, Berlioz inserts
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his Marche hongroise (a “chant de guerre des Hongrois”) to signal the arrival of an unidentified
military force.

In act 2 Faust is back in Germany; sitting alone in his study, he hears an Easter Hymn
(Chant de la fétes de Paques), which reminds him of happier times. Like the Ghost of Christmas
Past in Dickens’s A Christmas Carol, Mephistopheles forces Faust to relive his past, an odyssey
that begins in Auerbach’s cellar with a drinking chorus that closes with an elaborate “Amen”
fugue on the theme of the Chanson de Brander (ex. 3.10).

Not to be outdone, Mephistopheles sings his own song (Chanson de Méphistophéles),
but Faust, revolted by the debauchery, insists that they leave the cellar. Mephistopheles next
takes Faust to the banks of the Elbe where another set piece—a pastoral song sung by a cho-
rus of gnomes and sylphs—hypnotizes Faust, inducing a dream in which he sees Gretchen
(Marguerite). The ensuing Ballets de Sylphes emphasizes the important role that dance histori-
cally plays in French dramatic music. Not realizing that he has seen Marguerite in a dream,
Faust asks Mephistopheles to take him to her, prompting the choral scene (Chor de Soldats et
chanson d’Etudiants) that concludes Part 2. Those portions of the Huits scénes used in parts 3 and
4 are similarly joined with new music that creates a plausible framework for their use. If the
result is a flawed, rather genreless work, whose cautionary tale of a genius that creates catastro-
phe is presaged by Berlioz’s La mort d’Orphée (18277) and the Symphonie fantastique (1830), it is
nonetheless a wonderfully colorful, choral-orchestral work for the concert hall.

Example 3.10 Berlioz, La Damnation de Faust, op. 24, act 2, scene 6, mm. 184—9

FELIX MENDELSSOHN, DIE ERSTE WALPURGISNACHT, OP. 60.

In his “grand cantata,” Die erste Walpurgisnacht, Felix Mendelssohn set a poem that Goethe had
sent to Karl Friedrich Zelter, Mendelssohn’s mentor.29 Goethe considered this the first draft of
an operatic libretto (in the manner of Mozart’s Die Zauberflite) based on the Faust legend. Zelter
introduced Mendelssohn to Goethe in 1821, beginning a friendship that lasted until the poet’s
death. At the conclusion of their last meeting in 1830, Goethe gave Mendelssohn a personally
inscribed sheet of the autograph of Faust.

Goethe includes the Walpurgisnacht legend in three separate works: twice in Faust—Part 1
(the “German” Walpurgisnacht followed by the Walpurgisnachtstraum), once in Part 2 (the “classical”
Walpurgisnacht), and as the poem Zelter ultimately gave to Mendelssohn after trying unsuccessfully
to set it himself. This poem recounts the ancient legend of Walpurgisnacht, the night before the first
day of May, on which the ancient Druids gather to worship despite the threat of Christian perse-
cution. Despite numerous reprints of Goethe’s works, this poem remains essentially unchanged.
Mendelssohn’s interest in setting this poem sprang from an encounter with Berlioz in Rome in the
spring of 1831. Berlioz had showed Mendelssohn the score of his Symphonie Fantastique, causing
Mendelssohn to feel fascinated and alarmed—first by Berlioz’s romantic imagination and then at
the orchestration and the lurid details of the symphony’s literary program.
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Mendelssohn’s first sketches of Die erste Walpurgisnacht (1830—31) languished for more
than a decade before the work’s completion and premiere at Leipzig's Gewandhaus on February
2, 1843. In its final form, the composition consists of ten movements (Table 3.4). The struc-
tural integrity and power of expression are this composition’s primary strengths. Mendelssohn
achieves this “structural integrity” by using thematic transformation to mitigate the music’s
through-composed, dramatic continuity. Most of these themes derive from a basic cell, which
first appears in the Overture (ex. 3.11a—e).

Table 3.4 Mendelssohn, Die erste Walpurgisnacht, op. 60, form

Movement Key Meter Tempo Scoring Length
(mm.)
Overture A minor % Allegro con fuoco Orchestra 409
3 Allegro vivace non
troppo
1. Aria with Chorus A major 3 Allegro vivace T, satb, orch 220
3 non troppo
Allegro assai vivace
2. Aria with Chorus D minor % Allegretto non troppo A, ssa, ob, str 83
3. Aria + Chorus A minor % Andante maestoso B, ttbb, ww, str 44
Recitative + Chorus Pity animato satb,ww, str
4. Chorus E major 5 Allegro leggiero B, str satb, orch 73
5. Recitative + Chorus A minor-G % Allegro moderato satb, orch 13
minor/major i 63
6. Chorus E minor-A minor  §  Allegro molto B, satb, orch 306
7. Chorus + Aria A minor-V/C A Listesso Tempo T, satb, ww, str 20
minor 3 Andante maestoso 51
8. Aria + Chorus C minor % Allegronontroppo B, satb, orch 47
9. Aria + Chorus C major 3 Andante maestoso 42

Example 3.11 a—e Mendelssohn, Die erste Walpurgisnacht,

op. 60, Thematic transformations

a. Overture, mm. 3-5

n — g e

AV D ) T T 1T 2T = T T 1
) Il 1 o 77 T 1 17 T I T y 2 1
Jo T 1T -7 | I I 1
X g | =1 1T | —— 1 1

D) T

b.mvt. 1, mm. 8-9
I |
A” % Il IO ]
Ll 8 £ 2 T r ] = T ]
i A VAP N r | 1 17 1 1
VA 1 1”4 1 1]
) T "

c.mvt 4, mm. 14-15

o4t I\
b1l A AP T o— ] T ]
V4 # h T 1
D]
Ver - theilt  euch hier,

d. mvt. 7, mm. 29-30




CHORAL MUSIC IN NINETEENTH-CENTURY DRAMA 81

Example 3.11 a—e Continued

e.mvt. 9, mm. 5-8
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The operatic nature of this grand cantata is evident in the instrumental music that connects
mvts. 6 and 7: mvt. 6 is a lengthy chorus, which reaches its dynamic climax marked by a decep-
tive cadence (V/A to F) and change to 2/4 meter only to merge seamlessly with mvt. 7 by virtue
of music best described as scene-change music. Given the lack of staging and scenery this transi-
tion lacks an obvious raison d’étre; in the first twenty measures Mendelssohn gradually dimin-
ishes and slows the orchestra’s music preparing for the entry of the Priest and the Druid Chorus
(Andante maestoso) whose music occupies the next seventy-one measures.

Despite the work’s sense of dramatic continuity, two musical movements dominate.
The first is a long, typically picturesque overture (409 mm.), in which Mendelssohn depicts
winter (Das schlechte Wetter) and the transition to spring (Der Ubergang zum Friihling).>> The
other large movement is the aforementioned complex of mvts. 6 and 7. At its outset, a recitative
reveals the Druid’s plan for keeping the Christians from disturbing their ceremony. An expan-
sive chorus follows, describing the way they plan to accomplish this task. This chorus reminds
one of The Sorcerer’s Apprentice by Paul Dukas—a simple yet foreboding melody, barely audible
at the outset that expands through a series of variations marked by increasing instrumentation
and dynamics (ex. 3.12a). A sudden change of key (G minor to E major), tempo (Allegro moderato
to Allegro molto), and meter (6/8 to 2/4) launches an even more intense chorus that ends with an
orchestral interlude that functions as scene change music.

Example 3.12 a-b Mendelssohn, Die erste Walpurgisnacht, op. 60

a.mvt. 6, mm. 19-22
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Mendelssohn specifies three solo voices: alto, tenor, and bass, but the alto only appears
briefly in mvt. 3, while the tenor and bass both have extensive roles. Mendelssohn carefully
divides his chorus into ensembles of male and female voices to create sonic variety and different
characters. In the first vocal movement the tenor heralds spring’s arrival, and the women of the
chorus take up his happy song (ex. 3.13a). In mvt. 3, the male chorus joins the bass soloist (the
Druid Priest) in a rousing chorus of defiance.

Example 3.13 a-b Mendelssohn, Die erste Walpurgisnacht, op. 60

a.mvt. 1, mm. 8-13
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Tenor
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By far the most charming choral music is the chorus Verteilt euch, wackre Mdnner hier, describ-
ing the Priest’s ordering watchmen to disperse and hide; their furtive movement allows
Mendelssohn to create one of his distinctive, elfin-type scherzos (ex. 3.14).

Lamentably, this colorful, dramatic concert piece is neither well known nor frequently
performed. The relative brevity and lack of a resonant story may explain the rare performance
of this transparent (though colorful) music. The choral writing is vintage Mendelssohn, com-
parable in style, craftsmanship, and accessibility with far more popular oratorios. But unlike
these works, Die erste Walpurgisnacht is not substantial enough to stand alone. Finding the right
composition(s)—choral and/or orchestral—with which to pair it may be the most formidable
impediment to its performance today.

ROBERT SCHUMANN, FAUSTSZENEN, woO. 3

The final work in this Faust triptych is Robert Schumann’s Szenen aus Goethes Faust. Even its
title evokes memories of Berlioz's Huit scénes de Faust. Like Berlioz, Schumann was torn with
indecision concerning how best to realize the operatic nature of the play (especially Part 2). At
about the same time Felix Mendelssohn was composing Elijah, Schumann set the finale of Part 2,
initially believing that he had embarked on the composition of a “Faust opera.” He wrote to Alfred
Brendel that “for as long as I have known this scene [finale to Part 3], I have felt its effectiveness
could be enhanced precisely through the medium of music.”* Nonetheless, Schumann’s setting
of Goethe’s Faust occupied him from 1844 to 1853, evolving less along operatic lines than as a work
for the “power and masses of the choir and orchestra,” the same forces he urged Brahms to use
in the essay Neue Bahnen, published in the Neue Zeitschrift fiisr Musik of 1853.32 The initial result
was an oratorio based on the finale of Part 2, which Peter Horst Neumann argues was never con-
sidered for operatic performance: “Schumann never considered a theatrical, somewhat operatic
performance of his Faust-Scenes; they are intended for the concert hall. This must have been the
case because the inspiration for his Faust project sprang from the ‘Mountain-Glen Scene’ at the
end of the second part, the portion of the work that is least compatible to the stage. He had already
composed it in 184748, ending with the ‘Chorus Mysticus’ and it gives the appearance that, from
the outset, it had been his intention to compose only this oratorio-like apotheosis.”s

Additional confirmation of the belief of Neumann and others that Schumann consid-
ered his setting of Fausts Verkldrung a self-sufficient composition are the simultaneous per-
formances on August 29, 1849, in Weimar (conducted by Liszt), Dresden (under Schumann),
and Leipzig to commemorate the centennial of Goethe’s birth. But if, as Neumann would
have us believe, Schumann viewed the end of Part 2 as “that portion of the work that is least
compatible to the stage,” why did Schumann, unlike Mahler, set the scene in its entirety and
provide stage directions regarding the placement of the various characters?+ Such instruc-
tions seem to argue against Schumann’s proclaimed intention that this piece was already an
oratorio or would become part of a larger oratorio at some future time. Table 3.5 provides a
formal outline of the original music (the eventual Part 3) for Fausts Verkldrung.

Schumann retains a common tempo and tonality only in the first two movements;
the remaining five all involve shifts of both meter and key designed to facilitate the flow of the
drama. In a number of cases, Schumann indicates proportional tempo relationships (e.g., in
mvt. 3, the rubric Die Viertel etwas schneller als vorher die Halben [“The quarter note is somewhat
faster than the previous movement’s half-note”]) that hint at an evolving musical structure quite
different from the closed forms of the past.
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Table 3.5 Schumann—Faustszenen, part 3

1. Chorus FM
2. Tenor Solo D minor
3. Bass solo Bb

Bass solo/SSA soli
4. Angel Chorus
(ssaa)

B—G minor—Bb
A—Ck minor—G Bb

NGO RN R R Q00
|
[N

5. Baritone solo 3 G-G minor
6. Chorus/Soli A B—C—~A minor-A-V/A
7. Chorus 4.3 F major

After the 1849 performances of Fausts Verklirung Schumann decided to expand the
work to include earlier portions of Goethe’s drama. In so doing, Schumann ignored the Cellar
Scene, the Easter Procession, and the Walpurgisnacht. Ultimately, the completed Faust Scenes
include the movements as set out in Table 3.6.

There are a number of interesting facts that bear upon the genesis and form of
Schumann’s composition. The first is the textual unity of Part 3, which premiered in 1849;
all seven movements of Part 3 set continuous texts taken from act 5 of the second portion of
Goethe’s work. Compared to this wholeness, the texts of the first two parts are far more piece-
meal; the three scenes in Part 1 all use noncontiguous texts from Faust 1, while four entire
acts are missing between the first scene of Part 2 (Faust 2, Erster Akt) and the two concluding
scenes (Faust 2, Fiinfier Akt). Textual omissions eliminate the character of Mephistopheles (as
in Berlioz's elimination of Faust in his Huit scénes), focusing instead on Gretchen (Part 1) and
Faust (Part 2).

Table 3.6 Schumann—Szenen aus Goethes Faust, WoO, 3, form

Overture (1853)

Erste Abtheilung (Part 1):

1. Scene im Garten (Garden Scene) = Faust 1, vv. 3163—92 and 3207-10
2. Gretchen vor dem Bild der Mater dolorosa = Faust 1, vv. 3587-834
(Gretchen before a picture of the Sorrowful Virgin Mary)

3. Scene im Dom (Cathedral Scene) = Faust 1, vwv. 3776-834

Zweite Abtheilung (Part 2):

4. Sonnenaufgang (Sunrise) = Faust 2, Erster Akt,vv. 4621-685 and 4695727

5. Mitternacht (Midnight) = Faust 2, Fiinfter Akt, vv. 1384—411, 11416—440, 11453-466 and 11487-510
6. Fausts Tod (The Death of Faust) = Faust 2, Fiinfter Akt, vv. 151594

Dritte Abtheilung (Part 3):

7. Fausts Erklirung (Faust’s Transfiguration), No. 1 = Faust 2, Fiinfter Akt, vv. 1844-853;
No. 2 = Faust 2, Fiinfter Akt, vv. 1854865

8. No. 3 = Faust 2, Fiinfter Akt, vv. 1866-933

9. No. 4 = Faust 2, Fiinfter Akt, vv. 11934—-988

10. No. 5 = Faust 2, Fiinfter Akt, vv. 1989-12019

11. No. 6 = Faust 2, Fiinfter Akt, vv. 12020-103

12. No. 7 = Faust 2, Fiinfter Akt, vv. 12104-111
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Parts 1 and 2 occupied Schumann from 1849 to 1850. Given the prior existence of Part 3,
Schumann had to compose the work backwards, interweaving motives and tonalities from that
earliest portion of the whole into the new music that was now to precede it aurally. The main key
center of the entire work is D minor, which appears in Part 3 only in the second movement (Pater
ecstaticus) and in the finale (no. 7, m. 30). Schumann took pains to utilize D minor as the key of the
overture (the final portion of the composition, 1853) and also in the concluding scenes of Parts 1 (the
“Cathedral Scene”) and 2 (“Faust’s Death”). It is significant that the music of “Sorrow” (Sorge) in the
“Midnight Scene” (Part 2, scene 2 is also in D minor). Schumann attempted to reinforce this tonal-
ity by inserting a melodic motive, originally found twice in Part 3 (mvt. 2 and the second version
of mvt. 77) into the overture, the music associated with the Evil Spirit in the Cathedral Scene (Part1,
scene 3), the second half of the “Ariel scene,” and the opening music of “Midnight.” The intended
association of this motive with evil is most evident in Part1, no. 3, and Part 2, no. 2 (ex. 3.15).

Example 3.15 a-d Schumann, Szenen aus Goethes Faust, WoO 3

a. part 3, no. 2, mm. 1-5

d. part 2 no. 5, mm. 14-17 ("Mitternacht”)
b

Violin  fay—H—7 e e o e e o F7&

rp

Arnfried Edler has suggested the following constellation of tonalities as further evi-
dence of Schumann’s attempts to retrofit the music of Parts 1 and 2 into the overall tonal plan-
ning dictated by Part 3:

F major stands as the putative tonic of the whole, given its appearance in the
first vocal movement and as the key in which the final part both begins and
ends. At the furthest remove from this key is the B-minor tonality of “Midnight”
during which Faust is blinded by the breath of “Sorrow”; the ending in B major
represents Faust's triumph over this adversity (Lass gliicklich schauen, was ich
kiihn ersann). Bb major is a “seraphic” tonality, used for the Ariel scene (fair-
ies not angels) and the music of Pater seraphicus in Part 3, mvt. 3. G major
and E major represent Faust’s joy in life in the second half of Part 2, mvt. 4
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(Des Lebens Pulse schlagen frisch, lebendigin G and the conclusion in E major) and
his ecstasy when Dr. Marianus glimpses the “Queen of Heaven,” Part 3, mvt. 5.3

Despite his attempts to create a musical connection between the chronological disconnect of
the entire composition, Part 3 appears to be far more successful than the work as a whole. As
was the case in his earlier choral-orchestral work, Das Paradies und die Peri, Schumann was able
to weld these seven movements together into a seamless whole, the conclusion of one move-
ment frequently dovetailing into the onset of the next.3® Such continuity of music and drama
is noticeably absent from the work’s newly composed completion, which raises the question
posed by Hermann Jung in his discussion of this composition: “Wozu Musik zu solch vollende-
ter Poesie?” (“From whence comes music for such perfect poetry?”)

JOHANNES BRAHMS

After his completion of Ein Deutsches Requiem, op. 45, in 1867, Brahms never again composed
an extended work for chorus and orchestra. He did, however, compose an impressive series of
pieces that form a more significant (with one exception) part of standard choral-orchestral rep-
ertory than any of the previously assayed works based on Faust. Three dramatic compositions
by Brahms use texts by Goethe:

Op.50  Rinaldo Goethe (after Tasso)

Op.53  Alto Rhapsodie Goethe, Harzreise im Winter
Op. 54  Schicksalslied Friedrich Holderlin

Op.55  Triumphlied biblical

Op. 82  Ninie Friedrich Schiller

Op. 89  Gesang der Parzen  Goethe, Iphigenie auf Tauris

Considerable debate exists concerning the genesis of Rinaldo; completed in the summer
of 1868 it lies perilously close to the German Requiem, a placement noted by Clara Schumann,
“Ist das Werk nach dem Requiem bedeutend genug?”?” Her question (“Following the Requiem,
is the work significant enough?”) is certainly reasonable, given the two starkly different texts that
Brahms utilized at separate times. In a letter to Joseph Joachim (June 1863), Brahms writes that
he is sending “his melodies for Goethe’s Rinaldo” and reminding Joachim about the three hun-
dred thaler he received from the Liedertafel in Aachen as the prize money for a “large composi-
tion for male chorus.”s® The story of Goethe’s cantata text first appeared in Torquato Tasso’s epic
poem, Gerusalemme liberata; Goethe wrote his adaptation of the story in 1811 in the form of a dra-
matic cantata. Brahms’s initial work on the score was interrupted by his appointment as director
of the Vienna Singakademie in 1867, so not until the summer of 1868 did Brahms compose the
final chorus, Auf dem Meere, completing the piece for the Aachen Liedertafel.

Brahms scores Goethe’s dramatic cantata for tenor soloist, male chorus, and large
orchestra, arranging Goethe’s text as a series of solo movements in dialogue with a chorus.
These are separate, numbered movements, realized only by changes of key, meter, and texture.
Despite the intense drama inherent in Goethe’s text, Brahms creates a cantata with two dispro-
portionate parts—the extended cantata (1,144 mm.!) and the finale, Auf dem Meere (346 mm.),
originally with a separate pagination. In the introductory notes to his new edition, J. Bradford
Robinson gives this assessment of the composition: “With its clear stage setting and its ‘unity of
time, place and action,’ it is as close as Brahms ever came to opera. Nor is there any overlooking
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the influence of Fidelio, Der fliegende Hollinder, and Carl Maria von Weber—strains not other-
wise heard in Brahms’s music—and perhaps even Schubert’s religious cantata Lazarus, which
Brahms examined in manuscript shortly after its rediscovery.”?9 Despite this approbation and
the generally high quality of the composition, Rinaldo has failed to garner contemporary perfor-
mances, perhaps owing to its length and scoring.

The same is hardly true of Brahms’s principal composition project from the early sum-
mer of 1869, the Alto Rhapsody, which also uses a Goethe text. In a letter to Hermann Dieters,
a pedagogue and author of musical books, Brahms inquires about an excerpt from Goethe’s
Harzreise im Winter (Aber abseits, wer ist’s?); he remembers hearing Johann Friedrich Reichardt’s
(1752—1814) song performed at Dieters’s house. He asks to borrow that score for a brief time so
that he can write a composition in recognition of his famous predecessor (Reichardt). According
to Jan Swafford, the true motivation for writing the Alto Rhapsody has more to do with Brahms’s
learning of Julie Schumann’s engagement, which dashed forever his unfounded hopes of a life
with her. “To everyone he called it—whether wrathfully, sentimentally, or jokingly—a bridal
song. It is an evocation of despair and a prayer for peace, addressed to a God who may not be
capable of hearing it. When he sent the Rhapsody to the publisher Simrock, Brahms snarled,
‘Here, I've written a bridal song for the Schumann countess—but I wrote it with anger, with
wrath! What do you expect!’ "4

Goethe wrote his poem after a visit to the Harz Mountains in 1777, at which time he
encountered a young misanthrope named Plessing, who had, in true romantic fashion, with-
drawn from the world to live surrounded only by books and nature. Plessing was the kind of
person who, in Goethe’s words, “goes off by himself, who has drunk misanthropy from the full-
ness of love.” Can there be any doubt that Brahms saw himself as the object of Goethe’s poem?
Swafford recounts a visit by Brahms a week after Julie’s wedding when he played the Alto Rhapsody
for Clara. Clara wrote in her journal, “It is long since I remember being so moved by a depth of
pain in words and music. . . . This piece seems to me neither more nor less than the expression of
his own heart’s anguish. If only he would for once speak as tenderly!”# Of Goethe’s eighty-eight
lines of poetry, Brahms sets only twenty-two. Taken from the center of the poem, their meaning
provides solace to his own heart. Goethe may have written these lines to give hope to a desperately
lonely hermit, but they resonate in the heart of anyone who has known such sadness and seeks
comfort—the same comfort that lies at the core of the German Requiem, the same searching that
permeates the searing questions of Brahms’s motet Warum ist das Licht gegeben dem Miihseligen?
(op. 74, no.). Analysis of Brahms’s Alto Rhapsody is unnecessary, for no amount of academic
speculation can explain the affect of this music, the incredible gulf that lies between its tortuous
opening in C minor and the lustrous C major of the final stanza. While perhaps not as overtly
dramatic as music examined earlier in this chapter, one need only see the opening measures of
the concluding prayer to understand the profundity of Brahms’s achievement (ex. 3.16).4*

Brahms's third and final setting of a Goethe text is his last choral-orchestral work,
Gesang der Parzen, op. 89 (1882). Brahms was notorious for his near-ominous obsession with
fate, which plays out in the opening of his Symphony No. 1 in C minor, the C-minor portion of
the Alto Rhapsody, and the central Allegro of Schicksalslied, op. 54 (also in C minor). We might
conclude that Brahms associates the key of C minor with fate (another example is the sixth
movement of the German Requiem). Despite the mood that C minor connotes, each of the
aforementioned works ends with some expression of hope—the Alto Rhapsody ends with a sub-
lime prayer in C major; the C-minor section (Doch uns ist gegeben auf keiner Stitte zu rul'n) of
Schicksalslied contrasts with the work’s opening in E» major, ingeniously transposed to C major
to make a satisfying, if wordless, conclusion.
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Example 3.16 Brahms, Alto Rhapsody, op. 53, mm. 16—27
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If these fate-filled pieces conclude hopefully, the same cannot be said of Gesang der Parzen,
which Brahms often called simply Parzenlied, the implication being it was the antipode (tonally and
emotionally) to his other choral-orchestral Lied, the Triumphlied, op. 53, whose D-major brilliance
may be traced to Handel (who also wrote occasional music celebrating military victories).# Gesang
der Parzen's pervasive D minor allows no ray of hope to pierce the eternal pessimism of Goethe’s
cynical text. In Goethe’s Iphigenie auf Tauris, Iphigenia, faced with two equally unthinkable choices,
remembers a song from her youth that gives voice to mankind’s impotence concerning the deci-
sions of the Fates. It is this text (from act 4 of Goethe’s play) that Brahms sets in its entirety.

The opening orchestral introduction stirred controversy and became the subject of
much discussion by supporters and critics alike. Theodor Billroth wrote: “Hanslick ... will
probably get a shock in the first few bars.... You will, of course, have your conscious and
unconscious grounds . . . to emphasize these abnormal hardnesses of the Parzen, but our mod-
ern ears are sometimes pained Dby it.”# Even more startling than its dynamic and dissonance
is its initial avoidance of the tonic (D minor), which is not heard until m. 3. Brahms writes of
this passage, “Think back for a moment to the minor chord [in the third bar]. Think of how the
modulation from then on would be without any effect, and also quite restless, as if one were
searching for something, unless one had heard this progression before and very much empha-
sized!”# Brahms alludes to his “grounds” for using such vague, unpredictable language: How
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could a composition about the inscrutable working of fate begin in anything approaching a
stable tonality? At the core of this composition lies harmonic ambiguity, sudden and unexpected
diversions of the harmonic stream, and the use of Brahms’s signature six-part choral divisi
(SAATBB) that emphasizes the dark color of the choral ensemble’s lower voices.

If harmonically daring, Brahms’s use of rhythm is more straightforward; he unfail-
ingly realizes Goethe’s dactylic meter as a quarter and two eighth notes. Of this almost obses-
sive rhythm, Siegfried Kross writes:

While the language of the metric construction of the “Song of the Fates” rec-
ognizes only the unbending scheme of four dactyls with the major empha-
sis on the second, other, Brahms has at his disposal different possibilities of
text setting in his musical setting that would not require breaking this metri-
cal scheme. But Brahms steadfastly foregoes these. His setting is dominated
through and through by the simplest rhythmic realization of the scansion—
quarter and two eighths. Consequently, there can be no doubt that the composer
uses this simple rhythm as a means of expression, just as he had restrained
himself to use the same intervals as the compositional style in Ninie. Even the
semantic connotation is the same—the supernatural constraint of the fate of
mortals. The avoidance of any rhythmic differentiation clearly stems from the
same purpose, to increase the psychological dynamic of the composition.+°

Kross would likely agree that Brahms’s obstinate repetition of this dactylic rhythm has an effect
akin to the principal motive of Beethoven’s Fifth Symphony, except that, in this case, the inces-
sant pounding of that rhythm is intended to make the listener aware of the inevitability and
the inhumanity of the Fates’ decree. Opportunity to avoid this monotonous repetition resides
in the irregular composition of Goethe’s verses, no two of which arrange their number of feet
in the same grouping. Goethe’s stanzas have different numbers of lines (6, 5, 7, 5, 5, 7, and 6)
comprising the same number of two dactyls. Brahms’s handling of the persistent dactyls is even
more diverse than Kross would have one believe. The first variation he makes affects the length
of the dactyl unit. The first two lines of text and music adopt the poem’s dactylic rhythm (ex.
3.17a), which Brahms augments (m. 39), while retaining its antiphony intact.

Example 3.17 a-b Brahms, Gesang der Parzen, op. 89

a. mm. 20-21
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Brahms disguises this deceleration of the rhythmic pulse by simultaneously increasing
the speed and activity of the orchestral accompaniment (eighths give way to dotted-eighth-six-
teenth figures). This slower dactyl is kept through the beginning of the third strophe (“Erhebet
ein Zwist sich”), but reverts to the original, faster rhythm at the words “so stiirzen die Giste”
in m. 51 (now accompanied by triplets in the orchestra). Despite using the same rhythm at the
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Table 3.7 Brahms, Gesang der Parzen, op. 89, meter, key,

and text

Measures ~ Meter Tonality Text
1-19 3 D minor

19-31 V.1
31-35

35—47 Bb/F major— C major V. 2
47-70 F minor-C V.3
71-83 F-A V. 4
84—99 Ci minor-A V.5
100115 i D minor V.1
111-61 i D major v. 6
162-76 D minor V.7

same tempo, the whole character of the gesture changes (in keeping with the text) because of
the interpolated augmentation.

The most obvious formal marker is key change: D minor dominates three large chunks of
the piece (mm. 182, 100-115, and 162—end). Between the sections in D minor there are two sections
governed by key signatures with sharps (Table 3.7). The first section (mm. 83-100) is nominally in Ck
minor, but, in truth, key is difficult to discern for the music is turbulent and chromatic, befitting the
text of strophe 5 (“From the gorges of the deep”). As if assuaging this rather drastic departure of key,
Brahms inserts the text and music of the opening (mm. 100-115) as both a recapitulation and also a
preparation for the change to the signature of D major. The setting of v. 6 is unique because it uses the
major mode and introduces a new meter (3/4). Brahms's new music reflects the text (v. 6, “The rulers
turn their benevolent eyes”), giving the listener the only hopeful, radiant music in the entire work.
There is irony in this change because the eyes of the mythical gods are actually turning away from
mankind, not toward them. But perhaps, as in Schicksalslied, Brahms finds the prospect of ending the
composition without any hint of warmth or redemption, thus the change to D major despite the text’s
hidden irony. All that is left is to return one last time to D minor for the bleak textual and musical
coda. But within this key-driven formal design are some subtle musical repetitions that render the
music’s form elusive. The most obvious of these musical repetitions involves vv. 2 and 4. The music
of v. 2 begins in D minor but changes to major-sounding music for the text “Auf Klippen und Wolken”
(“On diffs and clouds”). That same music reappears (mm. 71-80) with nominal changes of thythmic
detail because Brahms determines that there is a textual parallelism between the second and fourth
strophes; indeed, each verse contains the phrase goldene[n] Tische[n] (golden tables) (ex. 3.18).

Example 3.18 a-b Brahms, Gesang der Parzen, op. 89
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b. mm. 83-88
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Another textual and musical parallel exists between the conclusion of strophe 3: “Und
harren vergebens, Im Finstern gebunden, Gerechten Gerichtes” (“and they wait futilely, bound in
the dark, for justice to be served”) and the conclusion of strophe 5: “Gleich Opfergeriichen, Ein
leichtes Gewolke” (“like burnt offerings, a light mist”); here Brahms acknowledges the similarity
musically (compare mm. 60-68 and 9o-100).

As stated earlier, the music for v. 6 dispenses with Fate’s insistent dactyls and minor
tonality because this one text contains something other than complete despair. The final stro-
phe, returns to the minor music of the opening, over which Brahms sets the final six lines as
a muttered unison incantation broken only by the sequence of three descending triads, each
approached chromatically from above:

mm. 164-65:  Fminor [D](C4 A, F¥)
mm. 168-69: Bhminor [Gh(F, Db, BY)
mm. 172—74: D minor [Bb(A, F, D)

The inevitability of this tonal descent dashes all hope as inevitably as does the final strophe of
Goethe’s poem Gesang der Parzen: “Thus sang the fates / the old, vanished one / listens to the
old songs / in nocturnal caves / thinks of his children and grandchildren / and shakes his head.”

CONCLUSION

Choral music as drama took many forms in the nineteenth century, especially in the area
of opera and particularly in Parisian Grand Opera, where changes in dramaturgy led to the
more active participation of the chorus. Of the other types of choral drama, many found
a common denominator in the poetry of Johann Wolfgang von Goethe. Specifically, such
leading composers as Berlioz, Mendelssohn, Schumann, and Brahms created unique works
based on Goethe’s texts, none of which quite succeeded in bending the poet’s words to fit
the supreme dramatic form of the age—that of opera. Perhaps this has something to tell us
about the nature of operatic libretti and the kinds of stories that lend themselves to dramatic
treatment. That Goethe resisted translation onto the operatic stage is perhaps the ultimate
validation of his own judgment that poetry was most important and, therefore, inimical
to any musical setting. It may indicate that the greatest works of art, irrespective of their
medium, are those that are complete in themselves, the product of an artist engaged in a
single exercise of one’s craft. Certainly in the case of Robert Schumann’s Szenen aus Goethes
Faust, the question could be raised as to the artistic validity of the whole, considering that
Schumann himself regarded his Fausts Verkldrung (1849) as a finished work before deciding
on the work’s final form in 1853.



Choral Symphony from Beethoven to Berio

he dominance that symphonic thinking and formal procedures exercised on Mass com-

position between 1750 and 1900, especially in the sacred works of Haydn, Mozart, and
Beethoven, led to the invention of the term “symphonic Mass.” This statement effectively implies
the dominance of form over expression, of “celebrative” music over “expressive.” Beethoven’s
Symphony No. 9 in D minor, op. 125 (1824), initiated a complete reversal of this trend: purely
symphonic works increasingly began to include sung text(s). The following list of such sym-
phonies includes a heterogeneous group of nineteenth- and twentieth-century works (Table 4.1).

Table 4.1 A chronological list of choral symphonies

Beethoven Symphony No. 9 in D minor, op. 125 1824

Mendelssohn Symphony No. 2 in Bb, op. 52 (Lobgesang) 1840

Berlioz Roméo et Juliette (Symphonie Dramatique), op. 17 1838-39
La Damnation de Faust (Légende Dramatique), op. 24 1845-46

Liszt: “Faust” Symphony 1854—57 rev. 1861
“Dante” Symphony 1855-56

Mahler: Symphony No. 2 (“Resurrection”) 1888-94
Symphony No. 3 1893—96
Symphony No. 8 (“Symphony of a Thousand”) 1906-7

92
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Table 4.1 Continued

Vaughan Williams  Symphony No. 1 (“Sea Symphony”) 1910
Ives Symphony No. 4 191016
Symphony (New England Holidays) 1919
Rachmaninoff The Bells (Kolokola), op. 35 1913
Szymanowski Symphony No. 3, op. 277 (The Song of the Night) 191416
Brian “Gothic” Symphony 1922—28
Holst First Choral Symphony, op. 41 1922-34
Shostakovich Symphony No. 2, op. 14 (Oktyabryua) 1927
Symphony No. 3, op. 20 (Pervomaskaya) 1929
Stravinsky Symphony of Psalms 1930
Harris Folksong Symphony 1940
Hilding Rosenberg Symphony No. 4 (The Revelation of St. John) 1940
Symphony No. 5 (The Keeper of the Garden) 1944
Milhaud Symphony No. 3, op. 271 (Te Deum) 1946
Cuclin Symphony No. 5 1947
Symphony No. 10 1949
Symphony No. 12 1951
Mennin Symphony No. 4 (The Cycle) 1949
Britten Spring Symphony, op. 44 1950
Hovhaness Symphony No. 12, op. 188, “Choral” 1960
Shostakovich Symphony No. 13, op. 113 (Babi Yar) 1962
Bernstein Symphony 3 (Kaddish) 1963
Berio Sinfonia 1969
Goérecki Symphony No. 2 (Copernicus) 1972
Symphony No. 3 (“Symphony of Sorrowful Songs) 1976
Williamson Symphony No. 3 (The Icy Mirror) 1972
Leighton Symphony No. 2, op. 68 (Sinfonia mistica) 1974
Hanson A Sea Symphony 1977
Schnittke Symphony No. 2 (St. Florians) 1979
Symphony No. 4 1983
Soproni Symphony No. 3 (Sinfonia da Requiem) 1983
Hovhaness Symphony No. 59, op. 398 (Sinfonia sacra)
Tur Symphony No. 2 1987
Hanus$ Symphony No. 7, op. u6 (The Keys of the Kingdom) 1989—90
Penderecki Symphony No, 7 “Seven Gates of Jerusalem” 1996
Henze Symphony No. 9 1997
Dun Symphony 1997 Heaven Earth Mankind 1997
Glass Symphony No. 5 (Requiem, Bardo, and Nirmanakaya) 1999
Zwillich Symphony No. 4 “The Gardens” 1999
Glass Symphony No. 7 “Toltec” 2005
Kyr Symphony No. 9 (The Spirit of Time) 2000
Penderecki Symphony No. 8 “Songs of Transitoriness” 2005

This list raises the inevitable question of how the inclusion of a chorus changed the essence of
heretofore instrumental works called “symphony.” Beethoven’s Ninth Symphony, while con-
forming to the four-movement shape of contemporary works, was substantially longer and
more complex than any of its predecessors.
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LUDWIG VAN BEETHOVEN, SYMPHONY NO. §
IN D MINOR, OP. 12§

The first symphony to use chorus, Beethoven’s op. 125 concludes with a setting of Schiller’s
An die Freude, for soloists and chorus. His decision interrupted the increasingly dominant role
that instrumental music had played since the rise of public concerts in the eighteenth century.
Symphonies written in the eighteenth century showed no inclination to include any sort of
vocal music, making Beethoven’s decision all the more dramatic. This unexpected change in
aesthetic and symphonic thinking is heralded in the opening of its final movement.

The opening ninety-one measures present stormy music, which is periodically inter-
rupted by a recitative-like line for the cellos and basses. They foreshadow the theme that the
baritone ultimately sings. In between these episodes Beethoven recalls the principal themes of
the first three movements, each interrupted by the cello-bass recitative. Finally, in m. 92 we hear
the well-known “Ode to Joy” theme, which Beethoven develops as a set of increasingly complex
orchestral variations. Beethoven reprises the movement’s first seven measures (mm. 208-14) as
a final renunciation of the purely instrumental process. The baritone soloist’s appearance in the
next measure dramatically and prophetically defines Beethoven’s new agenda:

O Freunde, nicht diese Tone! Sondern lasst uns angenehmere anstimmen, und
freudenvollere.

(O Friends, not these sounds! Rather, let us sing ones that are more agreeable
and joyful.)

These words, however, do not appear in Schiller’s ode; Beethoven himself may have been the
author.? These words emphatically reject the three preceding movements by the “nicht diese
Tone” statement, meaning that instrumental music was incapable of saying what Beethoven
wanted to say: Beethoven replaces the instruments with the human voice, music that is more
“agreeable and joyful.”

After this lengthy preface, the true finale commences in m. 236, a division marked by
changes of meter (3/4 to 4/4), key (D minor to D major), and tempo (Allegro assai) as well as
the resumption of the theme first annunciated by the low strings in m. 92. Beethoven’s process
becomes clear as the chorus sings Schiller’s strophic text, expanding on the orchestra’s earlier
theme-and-variation process. The first three strophes of Beethoven’s text are sung by soloists;
the chorus’s role is to repeat the final couplet of each verse:

(1—2) Freude, schine Gétterfunken, Tochter aus Elysium,

3 4) Wir betreten feuertrunken, Himmlische, dein Heiligtum!

(5—6) Deine Zauber binden wieder was die Mode streng geteilt;

(8) Alle Mensche werden Briider wo dein sanfter Fliigel weilt.

(13-14) Wem der grosse Wurf gelungen, eines Freundes Freund zu sein,
(15-16) Wer ein holdes Weib errungen, mische seinen Jubel ein!

(17—18) Ja, wer auch nur eine Seele sein nennt auf dem Erdenrund!
(19—20) Und wer’s nie gekonnt, der stehle weinend sich aus diesem Bund.
(25—206) Freude trinken alle Wesen, an den Briisten der Natur;

(27-28) Alle Guten, alle Bsen folgen ihrer Rosenspur.

(29—30) Kiisse gab sie uns und Reben, einen Freund gepriift im Tod;
(31-32) Wollust ward dem Wurm gegeben und der Cherub steht vor Gott!

The numbers refer to the lines of Schiller’s poem. Text in bold was either changed
or added by Beethoven.
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Instead of an expected modulation to the dominant (A), Beethoven dramatically turns to F
major (the dominant of B> major), the tonality for a new series of variations in the form of a
Turkish march (complete with triangle, cymbals, and bass drum). This new “movement” (in Bb
major, 6/8, marked Allegro assai vivace) presents a single verse of text, sung by solo tenor and
male chorus, then developed fugally (ex. 4.1).

Example 4.1 a/b Beethoven, Symphony No. 9 in D minor, op. 125, mvt. 4

a. mm. 92-107

b. mm. 421-431
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This development ultimately reaches F¥ (m. 190), the farthest possible remove tonally from the
original tonic; retaining this unlikely pedal point in the unison horns, Beethoven pivots to D
major and a recapitulation of the initial text and music.

As is common in his later period works, Beethoven frequently changes key and tempo
in setting his next strophe, a composite of disjunct yet clearly paired lines:

(9—10) Seid umschlungen Millionen! Diesen Kuss der ganzen Welt!
(1—12) Briider, iiber'm Sternenzelt muss ein lieber Vater wohnen.
(33—34) Ihr stiirzt nieder, Millionen? Ahnest du den Schopfer, Welt?
(35-36) Such’ ihn iiber'm Sternenzelt, Uber Sternen muss er wohnen.

This is the last of Schiller’s text that Beethoven used;? the remainder of the work consists
of textual restatements of the preceding verses in a lengthy multipartite closing section that
remains steadfastly in D major, despite many changes of dynamic, tempo, mode, scoring,
and meter.

The finale of the Ninth Symphony features the same formal syncretism that perme-
ates all of Beethoven’s late works, most notably the original Finale of the String Quartet, op.
130. When his publisher refused to publish the quartet with this Finale, Beethoven promptly
wrote a new one, publishing his mind-bending Grosse Fuge separately as op. 133. Like the
symphony, the fugue telescopes the four traditional symphonic movements into a single
complex structure of interlocking, thematically related parts. Both Finales can be viewed as
four-movement symphonies bound together by a common theme that undergoes continuous
development or variation.
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FELIX MENDELSSOHN, SYMPHONY NO. 2 IN Bb, OP. 52

The first successor to Beethoven’s Ninth was Mendelssohn’s Symphony No. 2, op. 52, more
popularly known as the Lobgesang (“Hymn of Praise”). The composition Mendelssohn called
a “Symphony-Cantata” had been commissioned and performed for a festival celebrating the
quadricentennial of Johannes Gutenberg’s invention of movable-type printing.# The clearest
similarity between Mendelssohn’s and Beethoven’s symphonies lies in their shared use of
three instrumental movements and a choral Finale. The similarity is, however, superficial, for
Mendelssohn’s instrumental movements are more a prelude to the choral Finale than inde-
pendent, symphonic compositions. Indeed, many early vocal scores combine the instrumental
movements together as a “Sinfonia.” Mendelssohn also assigns his Finale a separate title and
opus number, which do not appear on the symphony’s title page.s This separation undercuts
Mendelssohn’s attempt to unify the movements by use of a recurring motive.

Example 4.2 Mendelssohn, Symphony No. 2
in Bh Major, Lobgesang, op. 52, mvt. 1
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(Al - es was O - dem hat lo - bet den Herm.)

This motive (ex. 4.2) appears prominently in the first movement of the symphony and returns
as an oboe counterpoint to the chorale-like middle theme of the second movement (G minor,
Allegretto). The third movement, an Adagio religioso in D major with a contrasting middle sec-
tion in D minor, does not use the motive.

The Finale (mvt. 4) is a cantata comprising ten sections. Like most non-oratorio works
of this period, Mendelssohn adopts a fluid approach to the traditional elements of form. In
the opening chorus of mvt. 4, for example, Mendelssohn uses three tempo changes to gradu-
ally ratchet up the drama. The “Alles was odem hat” theme of the symphony’s first movement
appears first in the orchestra, then as a subject of a fugato in section 2, Allegro moderato, and
then after completely new musical material in the final ten bars of the chorus. This theme is
not heard again until the last eleven measures of section 10, the so-called Schluss Chor, as a tonal
reminder of the symphony’s opening theme.

The first five sections of the Finale flow together without discernible pause, as do sec-
tions 6-8. Mendelssohn facilitates this seamlessness by pairing sections with related tonalities,
most notably the double pair of sections (nos. 1 and 2, 9 and 10) in Bh. Within this frame, pairs of
numbered sections in the relative minor (nos. 3 and 4), the subdominant (no. 5) and its relative
key C minor (no. 6), and G major and its dominant (nos. 7 and &8) round out the larger harmonic
plan. Although the symphony’s unifying motive (ex. 4.2) figures prominently in the first and last
choruses of the the fourth movement, the duet with chorus, “I Waited for the Lord” remains the
best known part of the cantata (no. 5).° This melody is pure Mendelssohn—lyric, syllabic, and
compatible with the other counterthemes (ex. 4.3). Short though the first three movements are,
Mendelssohn seems to have added his fourth movement in emulation of Beethoven’s Ninth.

Example 4.3 Mendelssohn, Symphony No. 2 in B> Major,
Lobgesang, op. 52, mvt. 4, no. 5, mm. 32—39
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HECTOR BERLIOZ, ROMEO ET JULIETTE, OP. 17

Hector Berlioz composed two works in the 1840s that challenge traditional notions regarding
the interaction of symphony orchestra and chorus. The first is Roméo et Juliette (1839), which
he dubbed a “dramatic symphony,” stating, “The genre of this work will surely not be mis-
understood. Although voices are frequently used, it is neither a concert opera nor a cantata
but a choral symphony [Symphonie avec cheeurs].”” The composer’s words notwithstanding, the
nature of the work has elicited controversy since Berlioz himself often performed the instru-
mental portions separately, especially the conclusion of no. 2—the Grande Féte chez Capulet.
He also endorsed performance of mvts. 2—4 as an orchestral suite, tacitly acknowledging the
logistical and financial difficulties posed by the added vocal or choral movements that follow.
Contemporary critics connected this work to Beethoven’s famous choral symphony, but this
comparison is viable only if mvts. 1, 5, and 6 are omitted (Table 4.2).2 Julian Rushton has sug-
gested that the work is best understood as a “covert opera,” in which Berlioz used his expressive
instrumental language as a substitute for the actors and singers normally entrusted with con-
veying the dramatic action.® Daniel Albright concludes that despite the work’s extensive vocal
material, it is a indeed genuine symphony.*°

Movements 2, 3, and 4 are purely orchestral (save for a brief offstage choral passage
in “Roméo seul”), clearly corresponding to the first three movements of a typical symphony.
Berlioz’s choral writing in the Prologue and Finale reflects the traditional French choral
scoring (STB with divisi). Berlioz employs a narrative petite cheeur in the first and last move-
ments, merging with two large choirs that represent the entire Montague and Capulet fami-
lies. Berlioz specifies that the petite choeur should consist of only twelve voices (four each
of sopranos, tenors, and basses). He kept their music simple and syllabic, reflecting their
narrative function.

Berlioz reserves the female choral voices for the first and last movements, save for a
contingent of sopranos from the “Capulet choir” who join their male counterparts in mvt. s,
Convoi funébre de Juliette. Berlioz subtitles the movement a “fugal march” in which the voices
and instruments alternately present imitative counterpoint and unison psalmody." For the first
sixty-four measures, Berlioz limits the sopranos and tenors to an intermittent monotone within
the evolving orchestra fugue (indicating a procession); the text is similarly repetitive—Jetez des
fleurs pour la vierge expirée! (“Throw flowers on the dead virgin!”) (ex. 4.4).

Table 4.2 Berlioz, Romeéo et Juliette, op. 17

1. Introduction: Combats—Tumulte—Intervention du Prince
Prologue (A, T, stb)
Strophes (A, stb)
Scherzetto (T)
2. Romeo seul—Tristesse—Bruit lontain de bal et de concert—Grande féte chez Capulet
3. Scéne d'amour
4. Le Reine Mab, ou la Fée des Songes: Scherzo
5. Convoi funébre de Juliette
6. Roméo au tombeau des Capulets
Invocation
7. Final
Air
Serment
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Example 4.4 Berlioz, Romeéo et Juliette, op. 17, no. 5, mm. 1—4
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For the remainder of the movement, the chorus assumes a primarily melodic role (in E major,
eventually doubled by the winds), relegating their psalm tone to the unison strings. To the previ-
ous text, the chorus now sings “Jusqu’au tombeau suivez notre soeur adorée” (“We now follow
our adored sister to the tomb”), developed over the course of mm. 65-112.

Encompassing 462 measures of mostly vocal music, the Finale is truly grand. Berlioz
prescribes the overall form in his three principal subdivisions: Introduction, mm. 1-130; Air (Fr.
Laurence), mm. 131-374; and Serment de Reconciliation (Reconciliation Oath), mm. 375—462. As
the mediating force between the contentious families, each of whom blames the other for the
tragic deaths of their children, Fr. Laurence dominates the movement.

The Introduction opens with antiphonal writing, which represents the conflict
between the two families. Fr. Laurence’s Air is bipartite, his entreaties to both families to
forgive but not forget their dead children first falling on deaf ears (mm. 233—58), then finding
acceptance (mm. 342—74) from the double choruses. The last section, Laurence’s Serment de
Reconciliation, provides the dramatic and musical dénouement of the work, as he unites the
families in a solemn vow to uphold God’s law, appropriately intoned as a choral hymn, Jurez
donc par Vauguste symbole (“Swear then, by the high symbol of God.”). It provides a fitting
conclusion to this oddly symmetrical work, which commingles opera (mvts. 1, 5—7) and sym-
phony (mvts. 2—4), ultimately affirming the operatic tonal center of B minor/major over the
symphony’s F-major center.

JOHANN WOLFGANG VON GOETHE (1739-1832)

After Shakespeare, it is generally understood that the most popular romantic author for com-
posers of nineteenth-century dramatic music is Johann Wolfgang von Goethe. His master-
piece, Faust, was the basis for numerous dramatic choral works (see chap. 3). In addition to
Gounod’s famous opera, Hector Berlioz and Franz Liszt composed symphonic works based
on the Faust legend. Although Berlioz’s La Damnation de Faust uses the same principles as
Romeéo et Juliette, it is not truly symphonic. At first glance, though, Liszt’s “Faust” Symphony
(1854—57) seems to imitate the three symphonic movements and choral Finale of Beethoven's
Ninth. But Liszt’s three instrumental movements are actually symphonic portraits of Faust,
Gretchen, and Mephistopheles. Three years after the work’s premiere (1854) Liszt composed
a setting of the Chorus Mysticus for tenor solo and male chorus; the text is the conclusion of
Goethe’s Faust “Alles Vergingliche” (Chorus Mysticus). While this provided a choral conclu-
sion, it remained an optional ending, paling in comparison to what Mahler would later do
with that same text.

Liszt also composed a symphony in two movements based on Dante’s Divine Comedy.
Planned as early as 1839, the work was composed in between 1847 and 1848, elaborated on
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in 1865/66, and dedicated, at along last, to Richard Wagner. The two movements present the
Inferno and Purgatorio and Vision. As part of Vision Liszt introduced a two-part treble chorus
(either women or boys), who sing the opening verse of the Magnificat combined with ecstatic
shouts of “Hallelujah” and “Hosanna.” Liszt gave explicit instructions that the choir and its
accompanying harmonium should be separated from the orchestra, preferably located in a gal-
lery above.

GUSTAV MAHLER (1860-1911)

One of the most important symphonic composers of the late-nineteenth century, Gustav Mahler
also represents the high point of vocal influence in symphonic composition (Fig. 4.1). Mahler’s
second, third, and fourth symphonies drew on the orchestral songs based on texts from the
German anthology Des Knaben Wunderhorn, compiled by Achim von Arnim and Clemens
Brentano (1805-8) (Table 4.3).

Table 4.3 Mahler, Des Knaben Wunderhorn settings in symphonies 2—4

Symphony 2 (1888-94)

Mvt. 3—Des Antonius von Padua Fischpredigt

Mvt. 4— Urlicht

Mvt. s—Aufersteh'n, ja aufersteh’n (F. Klopstock)
Symphony 3 (1893-96)

Mvt. 4— Was spricht die tiefe Mitternacht (Nietzsche)

Mvt. 5—Es sungen drei Engel (Knaben Wunderhorn)
Symphony 4 (1899-1900)

Mvt. 4—Das himmlische Leben (Knaben Wunderhorn)

SYMPHONY NO. 2 (1888—94)

In addition to the Knaben Wunderhorn songs, two of these symphonies include music for cho-
rus. In the Third Symphony, the choral presence takes the form of a treble chorus singing Es
sungen drei Engel (mvt. 5)."> But the choral Finale of the Second Symphony, which directly fol-
lows the Wunderhorn song, “Urlicht,” is far more substantive.

Although Mahler eventually rejected the use of literary programs for his symphonies,
at least three prose commentaries outline what the music of each movement of the Second
Symphony represents.? None of these programs, however, accounts for the presence of a choral
finale. In a letter to Arthur Seidl (1897), Mahler recounted his motivation for composing a choral
Finale:

I had long contemplated bringing in the choir in the last movement, and
only the fear that it would be taken as a formal imitation of Beethoven made
me hesitate again and again. Then Biilow died, and I went to the memo-
rial service.—The mood in which I sat and pondered on the departed was
utterly in the spirit of what I was working on at the time.—Then the choir,
up in the organ-loft, intoned Klopstock’s Resurrection chorale.—It flashed
on me like lightning, and everything became plain and clear in my mind!
It was the flash that all creative artists wait for—“conceiving by the Holy
Ghost”!I"
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Mahler’s use of the chorus was less an imitation of Beethoven than a means of including the
text he perceived as the only logical solution to issues raised in the preceding movements.
More like Beethoven’s model is Mahler’s recollection of themes from preceding movements.
After this thematic reprise, a series of themes, some new, some already heard, unfolds. The
most notable of these is a theme from the first movement; that theme (ex. 4.5a), based on the
Requiem sequence, Dies irae. The opening theme of the fifth movement of Symphony 2, inverts
the well-known chant melody (ex. 4.5b).

Example 4.5 a-b Mahler, Symphony No. 2 in D minor

© 1917 by Universal Edition Vienna, London © Renewed. Used by permission
of European American Music Distributors, LLC, U.S. and Canadian agent for
Universal Edition, Vienna.

a.mvt. 1, mm. 270-277

The complex of motives presented in mm. 26-193 functions as an exposition; follow-
ing form, the next large section is developmental (mm. 194—417). In lieu of the traditional reca-
pitulation, Mahler presents instead a transformation of the exposition’s themes (mm. 418-71),
which also serves as a prelude to the first choral entrance (m. 472).

Example 4.6 Mahler, Symphony No. 2 in D minor, mvt. 5, mm. 47279
© 1917 by Universal Edition Vienna, London © Renewed. Used by permission
of European American Music Distributors, LLC, U.S. and Canadian agent for
Universal Edition, Vienna.
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Example 4.6 shows that the vocal ranges for the chorus are quite low (especially the second
bass). Mahler appends the following note to his score: “The second basses are not written an
octave higher in order to achieve the impact intended by the author; what matters is not that
these low pitches are heard throughout, but this way of writing should only prevent the deep
basses from perhaps taking the upper bass’s notes in order to reinforce the upper notes.”s

The remainder of the movement unfolds as both choral and solo vocal music (SA), follow-
ing the verse structure of Klopstock’s ode and the text added by the composer. Although Klopstock’s
text is always referred to as an ode, it is instead a hymn text of five verses intended (as Klopstock
noted) to be sung to the Lutheran chorale melody Jesus Christus, unser Heiland, der den Tod tiberwand.
Mahler uses only the first two verses of Klopstock’s hymn as the first two texts sung by the chorus.

The remainder of the text (sung by the soloists and chorus between mm. 560 and
712) is solely Mahler’s creation, expanding on Klopstock’s verse in a free manner that allows
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him to use the music already heard in the opening section of the movement “O Glauben”
as sung by the alto (m. 560) begins as a literal repeat of music first played by the orchestra
(mm. 97-113). Mahler’s final text (mm. 712—31) borrows the basic syntax of the poet’s first verse,
changing the words only slightly to create the wanted choral apotheosis.

Despite Mahler’s denial of Beethoven as a model, the presence of a choral Finale, the
complex array of formal structures and motivic relationships, and the use of poetry conceived on
an elevated, spiritual plane argue otherwise. Mahler’s negation of the specifically Christian con-
notations of Klopstock’s hymn and the song Urlicht provide further evidence that, like Beethoven,
he sought universal sentiments.’® Edward Reilly sums up this complex relationship succinctly:

Clearly, in his use of the Dies irae motive and the Wunderhorn text, and in borrow-
ing from Klopstock’s hymn, Mahler was drawing from Christian tradition and
established musical symbolism. But it also seems clear that he has attempted to
remove these sources from any narrow form of dogmatic Christianity, and ulti-
mately from any form of doctrinal religion. . . . The textual references are to “God,”
never explicitly to Christ. And where the variant of the “Urlicht” poem mentioned
earlier does connect the symbol of the rose with Christ, the Wunderhorn version
used by Mahler does not. Fundamentally, however, unlike either a Christian or a
Jewish God, the God implied by Mahler’s text does not judge. Mahler seems clearly
to have drawn on the Christian concept of the Last Judgment, and even to have
modelled the implied sequence of events in his final movement along the lines of

Fig. 4.1 Gustav Mahler (1909)
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the Last Judgment as described in the Dies irae or other religious texts. Ultimately,
however, he removed all the inscriptions in his score that spell out these connec-
tions, perhaps realizing that his message went beyond a single creed.”

Symphony No. 8 (“Symphony of a Thousand”) is Mahler’s “choral symphony.”® By
1906 Mahler’s notion of symphonic form could accommodate two large, texted movements,
even though the earlier Seventh Symphony still followed his trend of using two massive outer
movements to frame a variable series of inner movements (much like the format of Beethoven’s
late quartets). It is hard to imagine a more unlikely juxtaposition of texts and philosophy than
the Latin hymn Veni creator spiritus and the end of act 2 of Goethe’s Faust.9 Only by viewing
these texts as two commentaries on the same basic idea—love’s power to effect salvation as
incarnate in the love of God the Creator and the empowering creativity of the eternal femi-
nine—are we able to explain this unprecedented symphonic format.

In her memoirs, Alma Mahler relates that Mahler composed the first movement rely-
ing solely on his memory of Goethe’s text. A complete version of the text, later wired from
Vienna, confirmed that he had indeed set the text without omissions.?° The same cannot be
said for Mahler’s treatment of Veni creator spiritus. An interlinear comparison of the Latin text
and Mahler’s text reveals inconsistencies in word order and Latin prosody, the result of either
an imperfect memory of the text or of a freedom of approach somewhat reminiscent of Berlioz’s
treatment of the Dies irae in his Grande Messe de Morts.* Mahler includes a verse (lines 25-28)
not found in the hymn and reorders the first five verses (1, 2, 4, 5, 3).*> Beginning with v. 2
Mabhler deliberately rearranges the sequence of words to accommodate the distinctive rhythmic
and melodic contour of Veni creator spiritus (ex. 4.7).

Example 4.7 a-c Mahler, Symphony No. 8 in E> Major, mvt. 1

a.mvt. 1, mm. 1-4, Veni creator spiritus
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In m. 31, we find the first example of this reordering in the bass part of chorus 1, who sing
“tuorum visita,” (omitting “Mentes”) to this important theme. Given the pervasive prominence
of this motive throughout the entire movement, there are numerous examples where Mahler
uses only the final two words of a line because they more closely fit this important theme’s
rhythm.

Many commentators have described the first movement broadly as a sonata-allegro
design. The music may be construed in three large segments that correspond to the typical
components of first-movement sonata form:
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Exposition Development Recapitulation Coda
mm. 1-168 mm.169-413 mm. 413-519  mm. 519—-80

The sheer size of the movement suggests the inadequacy of this traditional nomenclature to describe
the symphony’s musical content. Like the Credo of Beethoven’s Missa Solemnis, one needs to look
at three factors—text, theme, and tonality. While thematic content and tonality are commonplace
for any instrumental work of the period, the addition of text is unique to symphonic construction.
Mabhler’s symphony begins and ends in the same key (E> major), yet conceals a world
of complex, often contradictory tonal relationships. There are twenty-two changes of key signa-
ture, all of which involve flats, in just the first movement. The most intriguing and unexpected
aspect of this section is the appearance of a signature of four sharps (m. 217). The true signifi-
cance of this change of key becomes clear only at Accende lumen sensibus (m. 262) in the unex-
pected key of E major (ex. 4.8). The simplest theoretical explanation for this key’s appearance
is the enharmonic equivalence of Ab (the subdominant of E}) and G# (the mediant of E major);
this relationship doesn’t explain why Mahler chooses to juxtapose tonalities so close interval-
lically (a semitone apart) yet so far removed tonally (three flats to four sharps). The signature
of four sharps appears four times in part 1 (mm. 217, 258, 366, and 494). Its first occurrence
signals the use of Ck minor to set the displaced text Infirma nostri corporis (line 15), while the last
(m. 494) governs a brief orchestral passage just prior to the coda. The middle two occurrences
both involve the text “Accende lumen sensibus” (“Kindle a light in our senses”), a phrase piv-
otal to understanding Mahler’s larger concept of the work. Both passages occur within what
would be the development section of the proposed sonata design (mm. 261-9o and 366-8s);
similarly, both present an important motive heard throughout the entire work (ex. 4.8).

Example 4.8 Mahler, Symphony No. 8 in E> Major,
mvt. 1, mm. 2615
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If the formal coherence of Veni creator spiritus is difficult to discern in spite of the
context of sonata design, the formal processes of the second part are even more problematic
because this movement uses so much more text. All told, Mahler uses twenty-three separate
texts from the second act of Goethe’s Faust, all of which are connected to specific characters and
the chorus. Goethe’s poetry allows neither the kind of text manipulation seen in the first move-
ment nor the imposition of an abstract formal design. Conversely, the length and structural
complexity of this scena creates unique problems of both internal (within mvt. 2) and external
musical unity. The resulting symphonic structure more closely resembles Mahler’s orchestral
song cycles (most notably Das Lied von der Erde) than his earlier symphonies.

The first movement leaves little to be resolved musically, but its impact continues
in Mahler’s insertion of its thematic material in the second movement.? These insertions
are less formal repeats than remembrances of the first movement that take place within
Goethe’s secular drama. Such a reference occurs in the Pater ecstaticus’s opening solo “Ewiger
Wonnebrand” (m. 219), the theme of which re-echoes mvt. 1 and foreshadows the concluding
Chorus Mysticus (ex. 4.9).



104 A HISTORY OF WESTERN CHORAL MUSIC

Example 4.9 Mahler, Symphony No. 8 in Eb Major, mvt. 2, mm. 219-25
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The second movement, like the first, begins and ends in E» but prominently features sections
in E major (ex. 4.10). The first of these, Dr. Marianus’s aria (m. 638) “Héchste Herscherrin der
Welt!” plays a significant role in the overall tonal design of the symphony. This one passage
contains a remarkable series of events: the first appearance of E major (m. 638) and the harps;
an orchestral modulation to Eb for the horn’s reprise of the Accende motive (m. 699) and then a
chromatic return to E major set up by dominant seventh arpeggios in the harps and piano (mm.
771-74) representing the ascension of the Mater Gloriosa.>+ Then follows one of Mahler’s signa-
ture Adagios (scored for hp, str, pf, cel, and harm), which produces some ecstatic music remi-
niscent of the heavenly music that concludes his Third Symphony. Subsequent reminiscences
of this gesture are never in E major, suggesting the profound symbolism of these two conflict-
ing tonalities—E major represents the unattainable in both this symphony and, by extension, in
human experience. The persistence of E», though, is less a validation of classical tonal planning
than a celebration of what is attainable—humanity’s triumph over doubt and skepticism. This
realization comes in the symphony’s glorious apotheosis, the Chorus Mysticus, and this reveals
a multilayered musical synthesis of themes. There is a notable similarity (particularly rhythmic)
between Mahler’s Chorus Mysticus and the alternate choral conclusion that Liszt composed for
his Faust Symphony.> Only here does Mahler reconcile the symphony’s disparate tonalities and
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welter of themes; this melody closely resembles the Accende motive in its original form (see
again ex. 4.8). What we realize in hindsight is that these two movements are bound quite closely
together in that the first theme heard in the second movement (ex. 4.10a) transforms Mahler’s
Veni creator motive of mvt. 1, as does the horn melody in example 4.10b.

Example 4.10 a-b Mahler, Symphony No. 8 in E» Major, mvt. 2
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Mabhler’s Eighth Symphony comes closer to Beethoven’s conception of a choral symphony than
any other example of the genre.

THE CHORAL SYMPHONY AFTER MAHLER

If Mahler’s “Symphony of a Thousand” represents the apogee of the genre, then there are many
successors that lay claim to the designation “choral” symphony, the most notable of which is Igor
Stravinsky’s 1930 Symphony of Psalms (see chap. 8, this volume). In the twentieth century, choral
symphonies found great popularity in England; composers like Ralph Vaughan Williams, Gustav
Holst, Havergal Brian, Benjamin Britten, and Kenneth Leighton all made significant contributions.
Brian (1876-1972), possibly one of the most prodigious symphonic composers since Haydn and
Mozart, remains largely unknown outside a small group of devotees. Several of his thirty-plus sym-
phonies use chorus, the best known of which is the Gothic Symphony (1919—27), comparable in size
to Mahler’s works (as are several equally unknown compositions of interminable length). Like his
predecessors, Brian follows Beethoven’s template, composing three purely orchestral movements
and a choral Finale. And, like Mahler, Brian combines texts from Goethe’s Faust (mvts. 1-3) with
a Te Deum laudamus (mvt. 4). Brian’s symphony differs from Liszt's Faust symphony in that his
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three orchestral movements are not character sketches but celebrations of Faust as the prototypical
Gothic man, a mystic seeker of hidden knowledge. Together they form a prelude to the massive Te
Deum that roughly doubles their combined length. Brian unifies his sprawling work by following a
fairly simple tonal scheme and grouping melodies (rarely repeated) into families of themes.

Holst and Vaughan Williams are more familiar names, linked both chronologically and
by their pioneering work in the collection of English folk songs (see chap. 7, this volume). In
their choral symphonies, though, the focus is on poetic text. Vaughan Williams’s Sea Symphony
(1910) employs poetry by Walt Whitman, the poet who captured the imagination of early twen-
tieth-century composers much as Goethe had in the nineteenth century.?® The four movements
of this symphony have separate titles and different characters: (1) A Song for All Seas, All Ships,
principally in D major, 4/4, and Andante maestoso; (2) On the Beach at Night Alone, principally
in E minor, 3/4, and Largo sostenuto; (3) Scherzo, The Waves, principally in G minor, 3/4, and
Allegro brillante; and (4) The Explorers, principally in E> major, 4/4, and Andante con moto (m. 39).

These titles reference the “Sea Drift” section of Whitman’s Leaves of Grass (1891—92).
Vaughan Williams sets Whitman’s poetry without alteration in mvts. 1 and 2, although the first
movement combines two separate poems; the first is a single stanza from part 8 of Whitman’s
“Song of the Exposition,” presumably chosen to provide the symphony with a grand beginning.
The remainder of the text is the poem “Song for All Seas, All Ships.” Movement 3, The Waves,
quotes the final poem in “Sea Drift,” “After the Sea Ship.” Vaughan Williams pares the fourteen
lines of On the Beach at Night Alone down to eleven, while the Finale contains carefully edited but
largely intact portions of three different sections (6, 11, and 13) from “Passage to India.”>

Although each movement begins and ends in a specific key, its range of harmonies
is by no means restricted to those keys that form the traditional hierarchy of that tonality.
Explaining the keys of these movements (D major—E minor; G minor—E}) as pairs in sharp
(mvts. 1 and 2) and flat keys (mvts. 3 and 4) does nothing to relate the work to any traditional
symphonic pattern. The composer’s only obvious bow to symphonic convention is his designa-
tion of “The Waves” as a Scherzo, that is, a movement in rapid triple meter, typically in rounded
binary form (abab’), and containing a contrasting trio section. Because of the unusual relation
of their tonal centers, ascribing traditional symphonic functions to the other movements is
nearly impossible. These departures lead one to accept more readily the prominence of the
chorus, which eclipses all its predecessors except Mahler’s Eighth.

GUSTAV HOLST, FIRST CHORAL SYMPHONY, OP. 41

Holst’s First Choral Symphony, so called despite the lack of successors, was sketched in 1923 and
finished early in 1924. Holst’s uses poetry by John Keats without regard for its original context,
which drew the disapproval of several literary purists.?® The introduction and first movement
combine stanzas from two separate parts of Keats's Endymion (the “Chorus of the Shepherds”
and the “Roundelay” in Book 4). The slow movement is unique in its use of the entirety of
Keats’s famous Ode on a Grecian Urn. In the Scherzo, Holst returns to a combinative approach,
using the first seventy-six lines of Keat’s “Fancy” and the first ten lines of “Folly’s Song” from the
larger poem Extracts from an Opera (1818). The Finale is the most complex construction of all,
combining excerpts from the Ode on Apollo (February 1815) with another portion of Endymion.29
While less popular than Vaughan Williams’s Sea Symphony, Holst’s work has a greater sense
of individuality and modernity. Imogen Holst notes that the middle two movements were her
father’s favorites, perhaps because he struggled to stretch his musical ideas to the requisite
breadth of a symphonic finale. Setting Keats’s Ode on a Grecian Urn in any format is a daunting
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task due to its length, strophic design, and familiarity, but Holst rose to the challenge by using

a motive comprising stacked perfect fifths, a sonority he evidently favored, given its frequent
appearance in his music (ex. 4.11a—d).

Example 4.11 a-d Holst, arpeggiated fifth themes

a. Holst, Hymns to the Rig Veda, op.26,no. 3/1, mm. 1-3
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b. Holst, Ode to Death, op. 38, mm. 1-2
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d. Holst, First Choral Symphony, op.41, mvt.2, mm. 1-4
Molto Adagio
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At the beginning of the Adagio in his autograph score, Holst writes: “Not mysterious, but every-
thing clear cut, like sun rising on frost.” Holst uses these open fifths to conjure up the pristine

iciness inspired by Keats’s lines: “Cold Pastoral! When old age doth this generation waste, Thou
shalt remain (ex. 4.12).”
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Example 4.12 Holst, First Choral Symphony, op. 41, mvt. 2, mm. 13237
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Another striking aspect of this movement is the ostinato for “Who are these coming to the
sacrifice?” which is somewhat reminiscent of the ostinato found in the third movement of
Stravinsky’s Symphony of Psalms, except that Holst’s pattern of pitches is metrically regular.
Remarkable in a different way is the vibrant choral Scherzo, “Ever let the Fancy roam,” in which
the chorus faces the multiple challenges of wickedly quick declamation and bitonal harmonic
progressions (4.13a). In this wispy music, one can hear echoes of “Mercury” from The Planets,
op. 32, the popular orchestral suite that provides a synthesis of Holst’s style (ex. 4.13b).

Example 4.13 a-b Holst

a. Holst, First Choral Symphony, op. 41, Scherzo, mm. 10-18
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b. The Planets, op. 32, “Mercury”
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Holst drew his melody from the modal scales of English folk song, and from that source he cre-
ated a uniquely modern harmony, as seen in his setting of “Beneath my palm trees” in mvt. 1.

Example 4.14 Holst, First Choral Symphony, op. 41, mvt. 1, mm. 14—21
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Another prominent modal feature is the Lydian tritone between F'and B', employed especially
to create musical suspensions. Perhaps Benjamin Britten’s fondness for this piquant sonority
derives from his affection not only for Holst's music but also for Elgar’s The Dream of Gerontius
(see chap. 1), works that Britten loved and recorded. If any music sounds Brittenesque then, it
is contained in Holst’'s Choral Symphony.

BENJAMIN BRITTEN, SPRING SYMPHONY, OP. 44

Like the choral symphonies of Vaughan Williams and Holst, Britten uses the typical four-move-
ment structure commonly found in symphonies; while both Vaughan Williams and Holst uti-
lize poems by a single poet, Britten demonstrates his literary savoir faire by compiling a bold,
even bizarre poetic anthology (Table 4.4).>° The texts are drawn from centuries of English lit-
erary history, ranging from the medieval Reading Rota (“Sumer is icumen in,” a thirteenth-
century round or rota from Reading Abbey, Southampton) to the twentieth-century poetry of
W. H. Auden.

Britten scores his symphony for large mixed chorus, boys chorus, and three soloists
(SAT), using these forces with typical care and efficiency. The chorus begins and ends the sym-
phony, and it appears at least once in each of those movements. Overall the impression is less
that of a symphony than an orchestral song cycle like Mahler’s Das Lied von der Erde. The clos-
est analogues to traditional symphonic movements are parts 3 and 4. While Britten does not
explicitly designate the three movements of Part 3 as a Scherzo, all are in quick tempos (Allegro
impetuoso, Allegretto grazioso, and Allegretto molto mosso) and bustling rhythms reminiscent of
the scherzo-like “Hymn” of the Serenade for Tenor, Horn, and Strings, op. 31. This segment of
the symphony may well serve as an exemplar for Britten’s approach as a whole. The three texts



110 A HISTORY OF WESTERN CHORAL MUSIC

Table 4.4 Britten, Spring Symphony, op. 44, texts

Mvt. 1. a. Introduction (Anon.)

b. “The Merry Cuckoo” (Edmund Spenser)
c. “Spring” (Thomas Nashe)

d. “The Driving Boy” (George Peele and John Clare)
e. “The Morning Star” (John Milton)

Mvt. 2:  f. “Welcome Maids of Honour” (Robert Herrick)
g. “Waters Above” (Henry Vaughan)

h. “Out on the Lawn I Lie in Bed” (W. H. Auden)

Mvt. 3:  i. “When will my May come?” (Richard Barnefield)
j. “Fair and Fair” (George Peele)
k. “Sound the Flute” (William Blake)

Mvt 4: 1. Finale: “London, to Thee I do present” (Beaumont and Fletcher)
Reading Rota (“Sumer is icumen in”)

are each given their own unique vocal and instrumental color. All are musically linked, the
sustained A’ of the tenor that concludes Part 3, no. 1, defines the tonality of the ensuing duet,
and the conclusion of that duet connects [attaca] to the opening sonority of the ending chorus
(A-B—CH). Despite a signature of two flats (implying G minor), the tenor melody never adopts
that key and ends on a sustained A’. The primary accompaniment for the sung text is a bitonal
harp accompaniment, prefaced and interrupted by similar music for the strings. Noteworthy is
Britten’s decision to set the first two sestinas as identical strophes dominated by periodic phras-
ing and the presence of palindromic perfect fourths.

Britten sets the two stanzas of “Fair and Fair” in an ABA form. In the first A section,
the soprano and tenor sing lines 1—4 and 58 respectively to the same music, then they repeat
the process, the soprano singing lines 9-15 to a new melody, only the last phrase of which is
sung (transposed) by the tenor. For the second stanza, Britten has both voices sing the same
music in close canon (one eighth-note separation) save for the final two lines of text, which
are sung in unison. While there is a prominent string ostinato on a second inversion A-major
triad, the music migrates far afield at the prompting of the obbligato woodwind parts.

The final poem, “Sound the Flute,” is similarly ambiguous tonally, unified primarily
by the persistent rhythmic ostinato of the orchestra (reminiscent of Holst's The Planets and
Hymn of Jesus). The poem’s three strophes are sung by separate choral groups: male voices
(v. 1), female voices (v. 2), and boys’ choir (v. 3); each of these vocal ensembles has its own
separate instrumental color (brass, woodwinds, and strings respectively). The only tutti music
comes as the female and then the male voices join the boys for the final line of their text, bring-
ing with them their own orchestral ensembles.

The Finale lives up to its title and placement by bringing all of the forces together in
a single large movement. Britten composes a strange little waltz (reminiscent of the Lindler in
Mabhler’s Second Symphony), oddly accompanied by a cow horn, whose obstinately relentless C’
unites rural society with the sophisticated population of London and lends musical focus to the
movement’s diverse texts. With typical panache Britten makes this unusual blend of music and
text work, only to reveal at the movement’s end that everything heard to that point was prepara-
tion for the boys’ choir’s singing of the famous Soomer is icoomin’ in, Loode sing cuckoo. This is
Britten’s orthography as found in the score; the text in the symphony’s prefatory material uses
the more traditional spelling (Sumer is icumen in, Lhude sing cuccu).
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The specific reference to the cuckoo in this well-known tune may have provided Britten
with the symphony’s most prominent textual and musical image—the cuckoo’s song. We find
textual references to it in Spenser’s sonnet (The Merry Cuckoo, mvt. 1, b), the refrain of Spring
(mvt. 1, ¢), and the finale. Britten subsequently uses the descending third of the cuckoo’s song in
four other places that lack this textual prompt. Whether the result of conscious planning or not,
this motive shows up in the conclusion of each movement of the symphony (ex. 4.15).

Example 4.15 a-i Britten, Spring Symphony, op. 44
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Example 4.15 a-i Continued
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Britten uses this motive’s distinctive minor third in both rectus and inversus forms, setting texts
that, for the most part, lack any textual reason for doing so.

While generally consonant, Britten’s music is not tonal in the traditional sense. It is no
surprise, then, that individual movements often conclude in a different tonality than they began,
despite the continuous presence of traditional key signatures. Britten’s processes of thematic and
harmonic development create a singular logic that mitigates differences of pitch center. In Parts 3
and 4, harmonic progression is dictated by the same interval (minor thirds: [G-E and A—C respec-
tively]) used in the cuckoo motive. The movements of Part 2 encompass both major (D—Bb/A#)
and minor (Bb/G minor) versions of that interval. If one overlooks the introductory chorus, Part 1
moves from D to F and includes several third relationships between movements (e.g., F# [mvt. 1,
part b] to A7 [mvt. 1, part ¢], A7 [mvt. 1, part c] to F [mvt. 1, part d] and F [mvt. 1, part e.] to D [the
opening sonority of part 2]). With Britten, one never assumes that such occurrences are coinci-
dental. Such tonal planning, whether representative of the cuckoo motive or not, reflects a larger
symphonic design.

SHOSTAKOVICH, BERNSTEIN, AND BERIO

Although there are numerous symphonies that can be regarded as “choral” (such as Karol
Szymanowski’s “Song of the Night,” op. 277), only the choral symphonies of Dmitri Shostakovich
(1906-75), Leonard Bernstein (1918—90), and Luciano Berio (1925-2003) will be discussed
here.

LEONARD BERNSTEIN

Bernstein’s Third Symphony (“Kaddish”) from 1963 clearly follows the Beethoven-Mahler model.
Asmusicdirector of the New York Philharmonic Orchestra from1958 t01969, Bernstein knew the
symphonic repertory inside and out, including the choral symphonies of Beethoven and Mahler;
in fact Bernstein played a major role in the rebirth of Mahler’s musicin the second half of the twen-
tieth century (Fig. 4.2). Like Mahler, Bernstein uses the voice in several of his symphonic works. In
first symphony, “Jeremiah” (1942), he uses a mezzo-soprano soloist. The human voice—whether
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as soloist in his First Symphony or both chorally and narratively in the Third—becomes a sub-
text for all of Bernstein’s symphonies: man’s search for faith. As Bernstein remarked:

Although everything I write seems to have literary or dramatic underpin-
ning, it is, after all, music that I am writing. Whatever happens in the music
happens because of what the music does, not because of the words or the
extramusical ideas. ... The work I have been writing all my life is about the
struggle that is born of the crisis of our century, a crisis of faith. Even way
back, when I wrote JEREMIAH, I was wrestling with that problem. The faith
or peace that is found at the end of JEREMIAH is really more a kind of com-
fort, not a solution. Comfort is one way of achieving peace, but it does not
achieve the sense of a new beginning, as does the end of AGE OF ANXIETY
(Symphony No. 2,1947-9) or MASS [emphasis in all capitals is Bernstein’s].>

Fig. 4.2 Leonard Bernstein (1970)
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His quest for answers to the questions precipitated by a crisis of faith culminates in the Third
Symphony, which takes its name and some of its textual content from the Jewish prayer for
the dead that routinely closes the sabbath service. The word “Kaddish” means “exaltation,” and
this symphony’s four movements explore how topics as diverse as crisis, faith, and death can
become the basis of exaltation.

The traditional sequence of four movements obscures a deeper ternary design based
on Bernstein’s use of the “Mourner’s Kaddish” (in mvts. 1, 2 and 3-4). Scored for speaker,
boys’ choir, mixed chorus, and large orchestra, the symphony features sonorities and devices
found in more familiar works such as Chichester Psalms (1965) and Mass (1971). Of these, it
is the speaker who talks with God, often in ways that are as untraditional (even heretical) as
the “Un-Credo” of the Mass. Hints of Chichester Psalms are heard in the frequent use of 77/8
meter (in fast tempo) and the presence of four percussionists (plus timpani). Conspicuously
different is the symphony’s harmonic language, which at times involves twelve-tone rows.
Even before the first appearance of a tone row, Bernstein makes a textual allusion to Arnold
Schoenberg; the initiator of twelve-tone rows. Bernstein’s symphony opens with nearly the
same words that close Schoenberg’s Modern Psalm, op. 50: “Lord, teach me how to pray.”

The first motive of the symphony’s opening movement features a distinctive pitch
class set, which the first violins extend by adding minor sevenths (ex. 4.16a) prior to its com-
bination with a violin countertheme (ex. 4.16b). The orchestra introduces the first of two tone
rows (ex. 4.10¢) precisely where the tempo changes to Allegro molto and the meter takes up the
characteristic Bernstein 77/8 lilt; when repeated, Bernstein combines the row with a distinctive
choral countermotive (ex. 4.16d).

Example 4.16 a—e Bernstein, Symphony No. 3, “Kaddish,” mvt. 1
© Copyright 1963, 1965, 1977, 1980. Copyright assigned to Amberson
Holdings LLC, Leonard Bernstein Music Publishing Co., LLC, Publisher.
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Bernstein has laid out the principal motivic content of the first movement in this brief space;
what follows is a process similar to that used in the Chichester Psalms—repetition (literal and
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transposed) and reworking of this basic material to grow the movement. Even Bernstein’s tone
row is treated with less than the pristine consistency advocated by Schoenberg, using only sev-
eral of the forty-eight versions available within the standard twelve-tone matrix.

The second movement begins with a percussion riff, followed by a variant of counter-
theme 1, followed at m. 25 by the nucleus of a second tone row (ex. 4.16e). As before, the exposi-
tion of this theme involves extensive development featuring inversion and fragmentation of the
principal themes. Beginning in m. 45, Bernstein reprises this opening theme in a vocal stretto
(ex. 4.17a) that establishes a new direction for development (ex. 4.17b).

Example 4.17 a/b Bernstein, Symphony No. 3, “Kaddish,” mvt. 2
© Copyright 1963, 1965, 1977, 1980. Copyright assigned to
Amberson Holdings LLC, Leonard Bernstein Music Publishing Co.,
LLC, Publisher.

a. mvt. 2, mm. 45-47
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Bass

Bernstein titles the conclusion of this movement Kaddish 2. It is another of Bernstein’s re-
creations of the Mahler-like Adagios he knew so well and loved; scored for soprano solo, strings,
and harp, it is both precursor to the middle movement of Chichester Psalms and his own take
on the Adagietto of Mahler’s Fifth Symphony, a work he revived and made popular in the 1970s.

The Scherzo of Bernstein’s symphony, however, contains the richest thematic develop-
ment. The principal motive of the first movement, row 1 (ex. 4.16¢) and the consecutive sevenths
of countertheme 1 (ex. 4.16d) all appear, tossed back and forth amid music whose unbend-
ing pianissimo bustle recalls the middle movement of Dallapiccola’s Canti di Prigionia. Starting
in m. 229, Bernstein gives us the final piece of his thematic puzzle, a broad Coplandesque
melody that dominates the remainder of the movement even as it struggles against the return
of fragments of earlier motives (once again, like the second movement of Chichester Psalms).
Some daunting choral writing remains following the last words of the speaker (m. 322). Unlike
Mabhler, the vocal and instrumental components are equal partners in the presentation of the
“message” of Bernstein’s Third Symphony.

DMITRI SHOSTAKOVICH

Among Dmitri Shostakovich’s fifteen symphonies are several that include voices. The com-
poser was out of favor with the Soviet regime in the 1950s but underwent a transformation in
the late fifties and early sixties. One of the works responsible for his change of status in the
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early 1960s was his Symphony No. 13 (“Babi Yar”), inspired by the poems of the young Russian
poet Yevgeny Yevtushenko (b. 1933). In the article “How Music Is Born,” Shostakovich discusses
how art and literature contribute to creative thought: “Various kinds of art other than music can
often prompt a subject for a work. We know, for instance, that Pictures from an Exhibition were
inspired by Mussorgsky’s impressions of painting. It is natural for a composer to look to litera-
ture, painting, cinema and theatre for ideas . .. my latest, Thirteenth Symphony and ‘Execution
of Stepan Razin’ were inspired by Yevtushenko’s poems.”s

This symphony began as a discrete composition for bass solo, unison male chorus, and
orchestra completed in April 1962; in Shostakovich’s catalogue of new works, this one is listed
simply as “Babi Yar.” Shostakovich understandably set this one poem since Yevtushenko’s repu-
tation mirrored his own in many ways: both were antiestablishment types whose dissidence
potentially placed them in harm’s way. Yevtushenko’s “Babi Yar” is probably his best-known
poem; it protests the Soviet government’s refusal to recognize the mass murder of 33,000 Jews
in the city of Kiev at the end of September 1941. Given the subject, the music is appropriately
dark and grim, dominated by brass and woodwind color with only a baritone soloist and a uni-
son male chorus to declaim the text.

Eventually Shostakovich added four additional movements, all based on poems by
Yevtushenko. Shostakovich amalgamated these four poems into a scherzo-like second move-
ment and a large finale that involves three poems numbered separately in the score but per-
formed without pause. The Moscow Philharmonic, bass soloist Vitaly Gromadsky, and the bass
sections of the Republican State Choir and the Choir of the Gnessin Institute, conducted by
Kiril Kondrashin, premiered the symphony on December 18, 1962. The work is scored for large
orchestra and a unison chorus of 140 singers.

The added poems by Yevtushenko are “Humor” (mvt. 2), “In the Store,” “Fear,” and
“Careers.” All the settings have English titles, but the poems are in Russian. Particularly interesting
is the second movement, “Humor”; although it is marked Allegretto, it has a more of a Scherzo-like
character, the music aptly portraying the gallows humor in music reminiscent of the tenor and
baritone duet, “Out there, we've walked quite friendly up to Death” from Britten’s War Requiem.
Shostakovich realizes “Humor” through a bitonal interplay between C major and other pitch collec-
tions that show signs of octatonic organization. The three continuous movements that make up the
“finale” are tonally ambiguous but linked together by retained pitches that connect one to the next:

Title Key Signature/Harmony Starting pitch  Final pitch
3. “In the Store”  1sharp (E minor/G major) B Ab
4. “Fear” No sig. (G# pedal) A/Gh B
5. “A Career” 2 flats, 1 sharp B B
(B»/G minor) +Ghand A

LUCIANO BERIO

Sinfonia, a singularly unique work by Luciano Berio (1925-2003), was commissioned in 1968
by the New York Philharmonic to celebrate their 125th anniversary; as part of the commission,
Berio was asked to include vocal music for the Swingle Singers. To the original four move-
ments, Berio added a fifth movement in 1969. He inferred the work’s title did not imply any
connection with the classical genre of the symphony. Rather, he meant “Sinfonia” to suggest the
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Fig. 4.3 Luciano Berio (ca. 1990s)

etymological sense of the word, that is, the “sounding together” of voices (eight amplified solo-
ists) and symphony orchestra. This conception extends the traditional understanding of both the
choral and symphonic elements to include both separate performance and simultaneous interac-
tion between the two groups. The texts Berio chose are emblematic of what he called his “New
Vocalism,” a recognition of his attachment to texts of high literary value and the virtuoso singing
necessary to render those texts audible. But textual audibility or a clear understanding of the text
was not his goal. Unlike all of the other works discussed in this chapter, Berio intends that there
will be moments when the texts are not necessarily heard or understandable (Fig. 4.3).

Berio draws the texts of his first three movements from three diverse sources, another
indication of his nontraditional approach to the genre. The first movement uses fragments of
Claude Lévi-Strauss’s anthropology book Le cru et le cuit (1965), in which the author discusses
Brazilian myths about the origin of water. For the second movement Berio does a phonemic
deconstruction of “O Martin Luther King”; initially inchoate, the name of the celebrated civil
rights leader gradually emerges from the phonemic babble. David Osmond-Smith points out
that the simple, apostrophic text “O Martin Luther King”:

is gradually assembled from its phonetic components as the piece proceeds.
Berio starts with all the vowels from this text, and assembles them in anti-
clockwise order; he then separates them into two anticlockwise triangles of the
sort discussed above in relation to Sequenza III, follows this with a clockwise
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and anticlockwise triangle, and finally states the two clockwise triangles that
form the correct vowel sequence of the text.. .. With the vowels in place, Berio
starts to add the consonants, proceeding from the vowel-like voiced conso-
nants to the more disruptive unvoiced ones.»

This complex, rather arcane technique can be understood only by reconstructing Berio’s pro-
cess. The first twenty-one measures of the first soprano part contain no consonants, only an
inscrutable series of vowels. If, however, one assigns each vowel its IPA (International Phonetic
Alphabet) symbol, then the series of phonemes becomes a kind of shorthand for the movement'’s
text “O Martin Luther King.” To some extent, a separate sequence of pitches, which rotate in a dif-
ferent cycle, acts to clarify the otherwise random phonemes. This description applies to only one
of the eight voice parts; incomplete by itself, this part requires the content of the other voices to
gain a semblance of meaning, taking no account of the separate layer of instrumental sonorities.
Only now we can begin to have some sense of the complexity of the scheme.

For his third movement Berio uses a text from Samuel Beckett's The Unnamable. Here,
phrases of text generate a series of reflections and semantic constructions reminiscent of James
Joyce’s Ulysses34 The fourth and fifth movements are content to draw their texts from two of
the first three movements, which Berio distributes as random phonemic collages. In the fourth
movement the orchestra does its own deconstruction, in this case using the minuet of Mahler’s
Second Symphony as its starting point. As the movement progresses, the audibility of Mahler’s
music is gradually overwhelmed by the intrusion of quotations from an array of landmark
instrumental compositions. By juxtaposing Mahler’s music with these in a kaleidoscopic man-
ner, Berio creates a quasi-Cubist collage. These quotations interact with and are grafted onto
Mahler’s music, creating less a quodlibet of familiar and not-so-familiar themes than Berio’s
assessment of Mahler’s symphonies within the history of symphonic music. Alfred Schnittke
gives a complete list of these orchestral excerpts in one of the articles that comprise The Alfred
Schnittke Reader.

CONCLUSION

This chapter’s discussion of works for chorus and orchestra is titled “choral symphony,” and so
it is both an ironic twist of music history and a fitting evolutionary path for a century dominated
by cyclic forms—the song cycle, “cycles” of programmatic piano music, and, ultimately, Friedrich
Nietzsche’s notion of Ewiges Verkehr (“Eternal Return”). We have already discussed the history
and development of the Mass in the eighteenth and nineteenth centuries in vol. 1, chap. 12, of
this book. The focus there was on the ways composers adapted symphonic thinking to setting
the words of the Latin Mass. The hard-fought battles over the relative balance between what
Charles Rosen described as “expressive” and “celebrative” text settings resulted in the emergence
of symphonic music as the clear “winner.”s With the advent of choral symphonies, it seems that
the tables had been turned, for choral music exacted some measure of revenge for its earlier sub-
limation. By the time Beethoven composed his Ninth Symphony, he had reached the conclusion
that the so-called absolute music was insufficient to express his “feelings,” that only text and the
human voice could elevate musical expression to the level of discourse he desired.

From that point on, the Ninth Symphony and the Missa Solemnis, its sister work,
became benchmarks against which, most people agree, other choral-orchestral music is mea-
sured. The concert Masses by Schubert, Bruckner, Berlioz, and Liszt blend imperceptibly into



CHORAL SYMPHONY FROM BEETHOVEN TO BERIO 119

the emerging body of music for chorus and orchestra that had the solemnity of the oratorio
without being obliged to tell sacred stories. In the case of the choral symphony, each composer
sought (usually in vain) to match Beethoven’s achievement. Of the works that are nominally
symphonic, the clearest pretender is Mendelssohn’s Symphony in Bb, op. 52, while the choral
symphonic works of both Berlioz and Liszt are consigned to some nether world that defies easy
categorization. It is only with the symphonies of Mahler that Beethoven’s grand concept was
successfully taken up, but by this time the nature of the symphony itself had changedg dramati-
cally due to the inclusion of words either tangentially (as a literary program) or directly (as texts
sung by either vocal soloists and/or chorus).

The continuation of the choral symphony in the twentieth century is less a matter of
aesthetic necessity than a testament to the increasingly diffuse meaning that the word “sym-
phony” conjures up. The combination of voices with orchestral music is no longer a novelty;
instead, it marks not only the increasing reality of the necessary coexistence of orchestras and
choruses but also the continuing penchant for composers to provide music to celebrate this
collaboration.



French Choral Music from Debussy
to Messiaen

The twentieth century could not wait fifteen years for a round number; it was born, yelling,
in 188s.
Roger Shattuck, The Banquet Years

rance has witnessed several revolutions that reshaped, one way or another, Western culture.

The French Revolution of the eighteenth century produced the Reign of Terror that sent
shock waves through the royal houses of Europe. In the 1840s another revolution, immortalized
by Victor Hugo in Les Misérables, pitted the “haves” against the “have-nots.” This penchant for
revolution took musical form in the renunciation of traditional culture and esthetic values by
French artists of the late nineteenth century. Four traits define the French artistic movement
commonly known as the avant-garde:

1. Rejection of “maturity” in favor of a childlike wonder, simplicity, and candor,
personified in Arthur Rimbaud’s synesthetic concept of the “child-man.”

120



FRENCH CHORAL MUSIC FROM DEBUSSY TO MESSIAEN 121

2. An ability, born as caricature and parody but transformed into absurdity, to
laugh at the overly serious and poke fun at the establishment. Classical logic’s
“reductio ad absurdum” as a means of proving truth is replaced by the absence
of a priori values that marks modern existence.

3. An alternative consciousness, encountered naturally in dreaming or the eupho-
ria/hallucination induced by mind-altering substances increasingly encoun-
tered among avant-garde artists.

4. A deliberate ambiguity or equivocal interpretation of meanings for any given
sound or symbol. Such ambiguity results from the convergence of the three
preceding attitudes.!

Roger Shattuck aligns the role that ambiguity plays with several prominent artists working in
different disciplines: “For the symbolists—Mallarmé above all—language was endowed with a
mystery of meaning that increased with the number of different directions in which each word
could point. Jarry . .. [maintained] that all meanings that can be discovered in a text are equally
legitimate. There is no single true meaning, banishing other faulty ones.”

CLAUDE DEBUSSY (1862-1918)

In music, ambiguity took the form of an increasing disinterest in traditional tonality. Shattuck
found this attitude most clearly embodied in Erik Satie’s preference for modal scales and imper-
fect cadences, attributes that also appeared in the music of Claude Debussy, even in such a rela-
tively unrepresentative work as the Trois Chansons de Charles d’Orléans (1898). The first of these,
Dieu! Qu'il la fait bon regarder!, epitomizes Debussy’s neomodal style (ex. 5.1).

Example 5.1 Debussy, Trois Chansons de Charles d’Orléans, no. 1, mm. 1—5
Clifford Bartlett, ed. Madrigals and Partsongs © Oxford University Press 2001.
Used by permission. All rights reserved. Photocopying of this material is ILLEGAL.
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Dieu! quilla  faitbon re-gar - der La gra-ci - eu-se bonne et bel - le;

Alto

Diew! quilla faitbon re-gar - der La gra-ci - eu-se bonne et  bel - Il

Tenor

Dieu! quilla  faitbon re-gar - der La gra-ci - eu-se bonne et bel - le;

Bass

Diew! quilla  faitbon re-gar - der La gra-ci - eu -  sebonneet bel - le;

The key signature of five sharps normally indicates either B major or G# minor, but Debussy’s
music is in neither key: his harmonies oscillate between F# major and C# minor. While Fi is the
dominant of B major (the putative tonic), there is no cadence to B. Despite the key signature,
Debussy asserts that Ff is the tonic and C# its minor dominant. The scale on which Debussy
based his composition is neither major nor minor but the Mixolydian mode beginning on F#:

F#-G¥-A¥-B'-C{'-D¥'-E"-F¢"

Any sense of tonality is further weakened by parallel chord progressions that avoided
the functional harmonies associated with tonality (ex. 5.2).
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Example 5.2 Debussy, Trois Chansons de Charles d’Orléans, no. 1, mm. 17-19
Clifford Bartlett, ed. Madrigals and Partsongs © Oxford University Press 2001.
Used by permission. All rights reserved. Photocopying of this material is ILLEGAL.

N4t f—
Aty f T p— T | — T !
N I | . S ™ S B e S B B S— E—
= L 3 } i i r i 2, i
La gra ci eu se  bonne et bel le!
3
fa it
-ty — T T 1
Alto oy i .3 o —— —— 1 T T — t |
D b 3 P —  — i 1 " — - T i
© S— 4 o o b » v =
La gra - ci eu - se bomme et bel le!
3
I P — — |
ey r o T T T T - 1 ]
Tenor | trERE—— L r e bd o pa g0 o7 ele 1o |
s —
La gra - ci eu se bonne et bel le!
n » | hs |
B O r— ) i . - T i r: He T i !
i T —— E——— . E——— E—— —— - — i —
ass b S — e — i = 1

This melody, also seen in mm. 6—9 and mm. 23-25, embraces another ambiguity by its alterna-
tion between Ay and A% depending on which pitch Debussy uses, the music fluctuates between
F# Dorian (A) and Ff Mixolydian (A$).

Then there is the text—a poem by Charles D’Orléans (1394-1465), royally connected
and one of the last great French courtly poets; he was captured at the Battle of Agincourt in 1415
and held captive (yet luxuriously) for twenty-five years in England.3 Part of Debussy’s fascina-
tion with the poems of D’Orléans was their antiquity, which, Debussy believed, made them
strikingly contemporary. They were written in an earlier time when France was under the yoke
of a foreign power (as she had been to Germany since the Franco-Prussian War of the early
1870s). The text’s very antiquity provided a pretext for Debussy’s use of modality, a harmonic
system that had the added benefit of not being German.

Debussy employed another historical reference in the second chanson, Quant j'ai ouy
le tabourin sonner, where the chorus accompanies the mezzo-soprano soloist with onomato-
poeic imitations of drum sounds (tabourin). Debussy likely heard a performance of Janequin’s
program chanson La Guerre by the Association chorale professionelle in March 1914. Following
that performance, Debussy wrote that Janequin’s masterpiece “conveys all the hubbub and the
rough way of life at an army camp. It is noted down shout by shout, noise by noise: the sound
of the horses’ hooves mingles with the fanfares of trumpets in a subtly ordered tumult. Its form
is so direct that it would almost seem to be ‘popular music,” so accurate and picturesque is the
musical representation of these events.”#

The opening measures of Debussy’s Quant j'ai ouy le tabourin sonner, mimic Janequin’s
musical onomatopoeia. A similar type of rhythmic patter appeared in two of the Trois Chansons
by Debussy’s younger contemporary, Maurice Ravel (1875-1937).5 Ravel’s music, especially his
keyboard music, shows more indebtedness to historic French composers like Francois Couperin
and Jean-Philippe Rameau than Debussy’s had.

Choral music is scarce in Ravel’s output, but Debussy composed quite a bit of it, even
if little is known today. These works include several orchestrally accompanied compositions
for women’s chorus, of which the largest is La Damoiselle Elue (1887), based on Dante Gabriel
Rossetti’s poem of the same name and scored for mezzo-soprano, women'’s chorus, and orches-
tra.® Two other works, Salut Printemps (1882) and the third of his Nocturnes, Sirénes (1897-99)
follow, the latter using the same key signature and tonal center as the first of the Trois Chansons.

Debussy’s least-known choral work is perhaps the most fascinating—Le Martyre
de Saint Sebastien, composed in 191 as incidental music for Gabriele dAnnunzio’s play. The
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Russian dancer Ida Rubenstein choreographed the work with Michel Fokine and Leon Bakst
provided the sets. Both Fokine and Bakst were associates of Diaghilev’s Ballets Russes, which
produced Stravinsky’s The Rite of Spring two years later. Like The Rite, its notorious succes-
sor, Le Martyre sparked controversy by blending a story of Christian martyrdom with tinges of
neopaganism and Hellenistic secularism. When the bishop of Paris learned that the seductive
Ida Rubinstein would dance the part of Sebastian as an androgynous, even blasphemous per-
sonification of the saint, he forbade Catholics to attend the performance. From this stage work
Debussy crafted a kind of secular oratorio in five parts (following the five acts of the play). Each
of these—Le Cour de Lys (The Court of Lilies), La Chambre Magique (The Magic Chamber), Le
Concile des Faux Dieux (The Council of the False Gods), Le Laurier Blessé (The Wounded Laurel),
and Le Paradis (Paradise)—is introduced by a narrator, who describes the action about to take
place. If heard at all today, Le Martyre survives as an orchestral suite of tableaux.

DEBUSSY’S PREDECESSORS

Martin Cooper identifies five dominant composers active in France between 1918 and 1937:
Charles Gounod (1818-93), César Franck (1822—90), Camille Saint-Saéns (1835-1921), Georges
Bizet (1838—75), and Emmanuel Chabrier (1841-94).7 Of these, Chabrier composed no choral
works. His opposite was the prolific Charles Gounod, Mendelssohn’s successor as the favored
composer of English choral societies. To some extent, Gounod’s experience as conductor of the
choral society Orphéon between 1852 and 1860 accounted for his expertise as a choral composer.
Among his best works were those written specifically for the Birmingham Festival—the sacred
trilogies La Rédemption (1882) and Mors et Vita (1885). More popular were the Messe Solennelle de
Sainte Cécile (1855) and the melody he wrote for Ave Maria (1859), accompanied by the flowing
arpeggios of Bach’s C-major prelude (BWV 8406).

None of the other three composers match the size of Gounod’s choral output. Bizet’s
most-recognized choral music appears in his opera Carmen (1875); Saint-Saéns’s best-known
piece is the Oratorio de No€l (1863), an accessible work dominated by operatic solo writing.
Although more widely esteemed for his organ works than his choral output, César Franck pro-
duced several important pieces, including four oratorios; the foremost of these is Les Béatitudes
(1869—79), a work that deserves contemporary performance. Franck’s adept use of hymn-like
melodies as the bases for his monumental organ trilogy Trois Chorales (1890), along with his
Symphony in D minor, the violin sonata, and other motivically inspired works, gives insight into
his masterful ability to compose “absolute” music in more than one genre. Richard Taruskin’s
succinct and possibly best description of Franck’s fingerprint states: “These slithery harmonies,
directing myriad recombinations of charged motivic particles on their trajectory through musi-
cal space, produce an effect even more like that of a Wagnerian music drama . . . thus supremely
realizing the objective of ‘absolute’ music: to say what is unsayable, to speak the unspeakable.”®

Perhaps Franck’s most enduring legacy was the impressive body of students he attracted
to the Paris Conservatoire (beginning in 1872). These included the song composers Ernst
Chausson (1855-99) and Henri DuParc (1848-1933), the organists Alexandre Guilmant (1837-
1911) and Charles Bordes (1863-1909), and Vincent d’Indy (1851-1931). These last two founded
the Schola Cantorum (originally called the Ecole de Chant, Liturgique et de Musique Religieuse) in
1894 to train a new generation of French church musicians. Bordes and d’Indy subsequently
hired Franck away from the Conservatoire to become the teacher of Gabriele Pierné (1863-1937),
Charles Tournemire (1870-1939), and Louis Vierne (1870-1937). D’Indy became the director
of the Schola in 1900, counting among his pupils Albert Roussel (1869-1937) and Paul Dukas
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(1865-1935). Despite its lofty ideals to raise music from polite entertainment to serious art, the
Schola exerted a somewhat conservative influence on French music and fostered new perfor-
mances in Paris of such forgotten masters as Charpentier, Rameau, Lully, and Gluck, all of
whom had, at that time, been sorely neglected.

GABRIEL FAURE (1845-1924)

Another name linked with Debussy is Gabriel Fauré, whose music bridged the end of romanti-
cism and the stylistic Babel of the early twentieth century. Born while Berlioz was still alive, Fauré
lived well into the twentieth century, serving as a teacher at the Paris Conservatoire (succeeding
Massenet in 1896) and as its director (in 1905, succeeding Théodore Dubois). His pupils included
Maurice Ravel, Florent Schmitt (1870-1958), Charles Koechlin (1867-1950), Georges Enescu
(1881-1955), Jean Roger-Ducasse (1873-1954), and Nadia Boulanger (1887-1979).

Fauré’s choral works include two relatively early sacred compositions—the Cantique de
Jean Racine (op. 11, 1873) and his well-known and lovely Requiem (op. 48, 1887). The Cantique,
Jean Racine’s translation of a medieval hymn of unknown authorship, dates from the end of
Fauré’s tenure at the Ecole Niedermeyer.9 Perhaps Racine’s position as a literary classicist had
something to do with the form of Fauré’s composition. Here, sectional lengths (verses and
interludes) are nearly identical, and Fauré’s tonalities outline the tonic (D) triad. The main
melody, first heard in the introduction, has a single accidental (Ayin m. 9) which effects a tem-
porary modulation Bb minor, the harmony that the B section ends with just prior to the return
of A. Fauré’s melodic construction relies on the repetition of two basic motifs (see ex. 5.3). The
middle section (B) is similarly classical in the periodicity of its phrase construction (three four-
measure phrases). In all of these respects, this composition discloses a balance that looks very
much like a classical form.

Example 5.3 Fauré, Cantique de Jean Racine, op. 11, mm. 1-13
John Rutter, ed. European Sacred Music © Oxford University Press 1996 Used by
permission. All rights reserved. Photocopying this copyright material is ILLEGAL.

Not as well known is Fauré’s Madrigal, op. 35 (1884), a setting of Armande Silvestre’s poem for
mixed chorus and piano. Its simple harmonies and lush melodic writing make it deserving of
more frequent performance.

Among the multitude of settings of the Requiem Mass, Fauré’s (op. 48) is notable for
its omission of the entire Dies irae sequence. But within the “Libera me,” Fauré quotes the open-
ing words of the sequence itself appear in a short but forceful reminder of hell’s terror. Overall,
the “Libera me” presents a serene, beatific view of the afterlife designed entirely to comfort
those who mourn, rather than creating spiritual angst. In a conversation with Louis Aguettant
in 1902, Fauré made his beliefs concerning the nature of his Requiem completely clear: “My
Requiem ... people said it did not express the terror of death, someone called it a berceuse of
death. But that is how I feel death: as a happy deliverance, a yearning for the happiness of the
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beyond, rather than as a distressing transition. . . . Perhaps also my instincts have led me to side-
step convention as I have been accompanying burial services on the organ for so long! I cannot
stand it any longer. I wanted to do something else.”® Fauré’s nondramatic approach informs
the work’s original orchestration of the four movements that comprise Fauré’s autograph: lower
strings (no violins save for a violin solo in the Sanctus), harp, timpani, and organ. These four
movements (Introit/Kyrie, Sanctus, Agnus Dei, and “In Paradisum”) were first performed for
a funeral on January 16, 1888. The similarity of textual mood throughout may account for the
relatively simple orchestration, but a note in Fauré’s hand, penciled on the title page of the
manuscript of the Agnus Dei, indicates that the orchestration was incomplete."

Subsequently, the composer added pairs of trumpets and horns in May 1888. And for its
public performance on May 17, 1894, Fauré added the “Offertoire,” “Pie Jesu,” and “Libera me,”
and revised the orchestration. Even this version lacks the full orchestration frequently heard today.
Jean-Michel Nectoux reports that the version performed in Paris’s L'église de la Madeleine (18838)
involved approximately sixty musicians including the choir of men and boys, and supported with
a small ten-rank organ located behind the altar.? A larger orchestration was subsequently made to
increase the likelihood of the composition’s performance by traditional orchestras.

Fauré was, above all, a melodist and this trait pervades his Requiem, which contains
one beautiful melody after another, like the simple “Pie Jesu” and the poignant Agnus Dei,
warmly accompanied by violas, divided cellos, and double basses (ex. 5.4).

Example 5.4 Fauré, Requiem, op. 48, Agnus Dei, mm. 7-12
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Fauré’s earlier protestations notwithstanding, it may well be that this lyrical approach was a
major factor in his omission of a separate movement for the Dies irae, the sequence text that has
attracted composers from the Middle Ages on, including it as part of the “Libera me.”

THE RISE OF THE AVANT-GARDE—LES SIX

The classicism of Fauré presented yet another style against which Debussy and Ravel rebelled.
Inevitably, they too became “classicists” of a sort, abandoning the avant-garde community cre-
ated largely by Jean Cocteau (1889-1963), author, artist-designer, filmmaker, and aesthetician.
Cocteau, in turn, promoted Erik Satie as titular head of the musical avant-garde. Satie shared
this role with Jean Cocteau, the entrepreneur and creator of ballet scenarios for Milhaud’s com-
positions Le Boeuf sur le toit and Le train bleu, as well as texts for Honegger (Antigone), Stravinsky
(Oedipus Rex), and Poulenc (La voix humaine). It was Cocteau that created the scenario for Les
Maries de la Tour Eiffel (1920-21), which marked the public introduction of Les Six (Fig. 5.1).
Together, they collaborated on Parade (1916-17), a work in which everything—from its inchoate
scenario, use of multimedia, surrealist/cubist costumes and scenery to its futuristic noise-mak-
ing mixture of ragtime and jazz—seemed contrived to offend someone, anyone. But none of
Satie’s other compositions (he wrote practically no choral music3) account for his role as men-
tor to the French composers collectively known as Les Six: Arthur Honegger (1892-1955), Darius
Milhaud (1892-1974), Francis Poulenc (1899-1963), Germaine Tailleferre (1892-1983), Louis
Durey (1888-1979), and Georges Auric (18899-1983).
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Fig. 5.1 Les Six at the Eiffel Tower in 1921
l-r: Tailleferre, Poulenc, Honegger, Milhaud, Cocteau, Auric.

Only three of Les Six produced significant amounts of choral music: Honegger,
Poulenc, and Milhaud. Arthur Honegger is chiefly known today for his oratorios Jeanne d’Arc au
biicher (1935) and Le Roi David (1921). Le Roi David began as incidental music for René Morax’s
play of the same name. In order to insure the life of his music life beyond this play, Honegger
converted it into a kind of oratorio or, to use his designation, a psaume symphonique. Liberated
from the play’s supporting narrative, Honegger needed to add a narrator and expand the orches-
tration from the original pit band to a full symphony orchestra.

The work consists of three parts that vary in length (Table 5.1). The list of movements illus-
trates the basic theatricality of Honegger’s conception, especially instrumental sections like the fan-
fare and entrance music for Goliath (no. 3), and the instrumental underscore to the “Incantation”
which involves the Witch of Endor and the ghost of Samuel (no. 12); Honegger labeled this section
a “melodrama.” The brevity of many of the movements is further evidence of the work’s theatrical
origins. Nonetheless, the longest movement is the 305 mm. of “The Dance before the Ark,” (no. 16);
of the rest, the next longest movement is no. 14, “The Lamentations at Gilboa” at just 72 mm.

Of the twenty vocal movements, six are solos for soprano, alto, and tenor; another
five blend soloist(s) and chorus. The second and third movements present strikingly different
aspects of Honegger's style. In Cantique du Berger David, a young shepherd sings a simple mel-
ody (based on E and C# minor) in ABA form. The accompaniment has multiple layers—oscillat-
ing, slow-moving chords in the bass, a palindromic, chromatic tenor line, and an instrumental
descant comprising equally still chromatic lines moving in contrary motion (ex. 5.5).
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Table 5.1 Honegger, Le Roi David, structure

Part 1

1. Orchestral Introduction

2. Cantique du berger David (A)

3. Psaume: Loué€ soit le Seigneur (unison chorus)

3. Fanfare and Entrée de Goliath (repeat)

4. Chant de Victoire (satb)

5. Cortege (orchestra)

6. Psaume: Ne crains rien (T)

7. Psaume: Ah! Si javais des ailes de colombe (S)

8. Cantique des Prophétes (tb)

9. Psaume: Pitié de moi, mon Dieu (T)

10. Le camp de Saiil (orchestra)

1. Psaume: ['Eternel est ma lumiére infinie (satb)
12. Incantation (Witch of Endor [spkr] and Samuel [spkr])
13. Marche des Philistins (orchestra)

14. Lamentations de Guilboa (S, A, and satb)

Part 2:

15. Cantique de féte (S and ssa)

16. La danse devant I'Arche (soli, satb, and dancers)
Part 3:

17. Cantique: De mon coeur jaillit un cantique (satb)
18. Chante de la servante (A)

19. Psaume de pénitence (satb)

20. Psaume: Je fus congu dans la péche (satb)

21. Psaume: Je léve mes regards vers la montagnes (T)
22. La chanson d’Ephraim (S and ssa)

23. Marche des Hébreux (orchestra)

24. Psaume: Je t'aimerai, Seigneur, d’'un amour tendre (satb)
25. Psaume: Dans cet effroi (satb)

26. Couronnement de Salomon (orchestra)

27. La mort de David (S and satb)

Example 5.5 a-b Honegger, Le Roi David, no. 2
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The choral psalm, Loué soit le Seigneur (no. 3), is the work’s simplest, most tonal piece. Honegger
sets the psalm text to a vigorous melody sung by the unison chorus, accompanied by a neo-
Baroque instrumental bass line and occasional trumpet scales that punctuate cadences.s
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The “Alleluia,” first heard at the end of “The Dance before the Ark,” (no. 16) and again at the
work’s conclusion (ex. 5.6) is especially memorable.

Example 5.6 Honegger, Le Roi David, no. 277, mm. 46-51

This melody first appears in a soprano obbligato (“Angels”), then successively in
the three upper choral voices. All present their melody as counterpoint to David’s earlier
melody for “And God said: One day shall dawn, Bringing a flower newly born,” which
bears a striking resemblance to the chorale “Wie schon leuchtet der Morgenstern.” In
both movements, Honegger employs a static accompaniment of flowing sixteenths that
outline part of the pentatonic scale, which relies on enharmonic modulation to create new
sonorities.

Honegger’s other choral works are also large symphonic pieces like Le Roi David;
he even christened Jeanne d’Arc au biicher (1935) a “dramatic oratorio.” Of his more con-
ventional choral-orchestral works the best known is probably Une cantate de Noél (1953) for
chorus, children’s choir, and orchestra, a work of Bachian influence in its use of chorale-like
melodies.

DARIUS MILHAUD (1892-1974)

While this composer’s choral output is larger than that of any other member of Les Six,
much of his music is either unknown or seldom performed today. Forty-three choral works
have assigned opus numbers; fifteen of these require vocal soloists, chorus, and symphony
orchestra. The Service sacré, op. 279 (1947); Lekha Dodi, op. 290 (1948); Cantate de linitiation
(Bar Mitzvah Israél), op. 388 (1960); the Holocaust cantata Le chdteau de feu op. 338 (1954);
and Ani maamin, un chant perdu et retrouvé, op. 441 (1972) all employ Hebrew texts. Several
other choral works also use biblical themes, for example, Borechou—Schema Israél (Bless Ye
the Lord-O Hear, Israel) for cantor, chorus, and organ, op. 239 (1944). Other important
larger works include the cantatas Les miracles de la foi (The miracles of faith, op. 314, 1952),
Cantate pour le louer le Seigneur (op. 103, 1928), and the Cantate de la guerre (op. 213, 1940) for
mixed chorus a cappella.

Perhaps Milhaud’s most revolutionary choral writing occurs in the dramatic trilogy of
operas based on Greek mythology (translated into French by Paul Claudel): Agamemnon (op.
14, 1913), Les Choéphores (op. 24, 1915-16), and Les Euménides (op. 41, 1917—23). In Les Choéphores,
Milhaud constructs a series of three hair-raising movements for speech chorus and narrator
(accompanied only by percussion including sirens), who recite the text rhythmically. This brief
excerpt from the work’s fourth movement, Présages, only hints at the power of dramatic expres-
sion that this seemingly simple music possesses (ex. 5.7).
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Example 5.7 Milhaud, Les Choéphores, op. 24, mvt. 4, Présages, mm. 26—29
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Given its origin early in the twentieth century, the dramatic, quasi-savage music of Les Choéphores
promised that Milhaud was a progressive, visionary compositional force to be reckoned with.
Milhaud’s trilogy follows close on the heels of two other landmark works: Richard Strauss’s
opera Elektra, op. 58 (1906-8), and Igor Stravinsky’s ballet The Rite of Spring (1913), both of
which are sensual and violent. Both Stravinsky and Milhaud are intent on crafting musical pre-
sentations of ritual that are unrelentingly expressionistic.

Milhaud also composed an impressive array of smaller, mostly a cappella choral works;
these include several choral cantatas based on the poetry of Paul Claudel, the most promi-
nent of which is Les Deux Cités, op. 170 (1937). A different sort of work is Les Momies d’Egypte,
op. 439 (1972), a twentieth-century revival of the madrigal comedy genre. Commissioned by
the chamber choir of Graz Academy in Austria, this work brings back the tradition of Vecchi
(LAmfiparnasso) or Banchieri (Il festino), except that all of the characters are portrayed by the
chorus. Although the majority of the text is French, there are some Italian words and character
names such as Harlequin, Colombine, and Lépine (also known as Scaramouche) that clearly
point to the Commedia dell’ arte as Milhaud’s source of inspiration. Considering the extreme
difficulties of the vocal writing—angular melodic lines, rapid textual declamation, complex
rhythms, dynamic extremes, and dissonant harmony—it is understandable why modern per-
formances are rare. Also worthy of mention is Milhaud’s setting of Psalm 121 (122), composed
for and premiered by the Harvard Glee Club in 1922. This compelling setting of the Paul
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Claudel’s French-language version of the psalm, though relatively brief, powerfully combines
modal melodies evocative of Jewish psalmody and a striking use of bitonality.

FRANCIS POULENC (1899-1963)

Chorally, Francis Poulenc’s output is outstanding and includes works both sacred and secular,
a cappella and accompanied. Poulenc’s early preoccupation with secular music changed dra-
matically in 1936, when, after the death of a friend in an automobile accident, he re-embraced
Roman Catholicism. The series of sacred music that ensued is one of the choral treasures of
the century such as the motets for Lent (FP 97,1938-89) and Christmas (FP 152, 1951-52).1° As
popular as Poulenc’s music has proven to be, its style remains elusive and is notoriously diffi-
cult to perform well. The difficulty springs from the music’s typically French textual inflection,
even in melodies for Latin texts, as excerpts from the cantata Un Soir de Neige (FP 126, 1944) and
his motet Salve Regina (FP 110, 1941) illustrate (ex. 5.8a, b).

Example 5.8 a-b Poulenc

a. La bonne neige, mm. 16-20
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These two melodies—one secular and one sacred—reveal the same basic approach. The
melodic excerpt from the cantata’s second movement, La bonne neige, demonstrates Poulenc’s
ability not just to realize the prosody of spoken French perfectly but also to create melodies
that, like those of his colleague Arthur Honegger, move through a limited compass. The
resulting meter changes are fundamentally different from those of Stravinsky in that they
create neither a strong sense of crusic accent (i.e., the accent a downbeat receives) nor do they
use that stress to emphasize text accent. The opening of Salve Regina reveals even less obvious
congruence of downbeat and text accent. Had most composers wished to create an alignment
of text and metric stress within the same melody, they might not have chosen single measures
of 4/4 and 6/4. The second measure’s downbeat would normally accent the first syllable of
“Ma-ter,” but Poulenc effectively neutralizes it by creating an agogic stress (dotted quarter)
on the second syllable. The ascending pitches on “Regina” (m. 1), the stress on “-ter,” and
the ensuing streams of eighth notes re-create a French speaker’s inflection of the Latin text,
“rising” to the end of the second bar. The implicit meter of Poulenc’s melody (2/4, 3/4. 5/4)
creates another layer of ambiguity. The triadic design of the bass line matches the soprano
perfectly, imbuing the passage with a stillness not unlike the gentle and gradual oscillations
of a kaleidoscopic image.

Such ametrical, oscillating melodies abound in Poulenc’s work, as example 5.9 from
the Sanctus of his Mass in G (FP 89, 1937) shows.
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Example 5.9 Poulenc, Mass in G, Sanctus, mm. 1—7

re
Soprano /= T — i E———  — 7 t —
Sanc tus Sanc - tus Sanc tus Sanc tus Sanc - tus

Poulenc’s metric construction (4/4 + 3/4) mirrors also features agogic stress on the second beat
of the 4/4 measures to create the same displacement and negation of any metrical accent seen
in Salve Regina.

This passage also illustrates another of Poulenc’s trademark devices—the repetition
of small melodic units to create a larger formal shape. In the Sanctus, Poulenc alternates
two contrasting melodies in an unpredictable sequence. Many of his compositions evolve
by such juxtapositions, which, when repeated, create a larger formal span. An apt analogy
is the art of mosaic, in which one assembles small bits and pieces of tile or glass to create
a Gestalt best understood by stepping back and not closely examining its particulars. What
Virgil Thomson wrote about Debussy’s music could just as easily apply to Poulenc’s: “But
his profound originality lies in his concept of formal structure. Where he got it I do not
know. It may have come out of Impressionist painting or Symbolist poetry. Certainly there is
small precedent for it in music. It remains, nevertheless, his most radical gift to the art.. ..
This formal pattern is a mosaic texture made up of tiny bits and pieces all fitted in together
so tightly that they create a continuity. The structural lines of the composition are not har-
monic, not in the bass, but rhythmic and melodic.”” Compositional unity resides less in
a single perception of cause and effect than in the simultaneity of many different interpreta-
tions. The author Roger Shattuck views such juxtaposition as a crucial element of twentieth-
century formal processes.”

The Sanctus of Poulenc’s Mass in G exemplifies a formal process, based on
repetition of contrasting material without any connecting transition, which dates back to the
Litanies a la Vierge Noire (FP 82, 19306). As the title implies, the Litanies imitates the call-and-
response of a church litany where multiple petitions are followed by the same response, a
process that creates both variety and unity. This cellular repetition points to another aspect of
Poulenc’s style—his frequent insertions of rests (often brief in duration)—seen in the open-
ing measures of Quem vidistis pastores, dicite (ex. 5.10), the second of his four Motets pour le
temps de Noél.

Example 5s.10 Poulenc, Quem vidistis pastores, dicite, mm. 1—4

Soprano

Alto

(bouche fermée) an - nun-tia-te no-bis in ter - ris quis ap-pa-ru- it?

Tenor

Quem  vi-dis-tis, pas-to - res di-ci-te: an - nun-tia-te no-bis in ter - ris quis ap-pa-ru- it?
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If taken literally, the rests in the soprano and tenor would fragment the line, creating small,
isolated cells instead of Poulenc’s more typical longer melodic arch.These embedded rests are
remnants of a mosaic creation: the grout, still visible between the tiles, is nonetheless still part
of the finished product. The rests are intended to facilitate the inflection of the sung line rather
than create microdivisions within it.

Another Poulenc fingerprint is his penchant for creating awkward, often difficult
voice leading. For example, the individual vocal lines of La bonne neige are difficult to sing
because of the frequency with which awkward leaps appear in the voice parts. By simply play-
ing the soprano melody with each of the other voices one discovers that all pairs are basically
consonant, but none of them is without fault. This is particularly true of the soprano-bass
pair with its direct and indirect parallelisms, and the dissonant intervals formed between the
soprano and tenor. Even the basically consonant women’s voices contain awkward voice lead-
ing, but correcting the passage to conform to traditional rules would no doubt result in some
loss of color or nuance.

Poulenc composed five works for chorus and orchestra, the most popular of which
is the Gloria (FP 177) for soprano, chorus, and large orchestra. Composed in the latter half of
1959 on commission from the Koussevitzky Foundation, the Gloria’s first performance was
on January 20, 1961. Critics of the time praised the work, comparing it with some justification
to Vivaldi’s setting of the same text. A primary difference between these two settings is their
respective divisions of the text: Vivaldi divides the text into twelve movements; Poulenc uses
only six.

Poulenc’s division of the text crowds more than half of the Gloria’s seventy-five words
into the final two movements, while mvts. 1, 3, and 4 contain only a single sentence or one
phrase. The traditional analytical strategy of noting key signature, meter, tempo, and the like
is ineffectual here; Poulenc used multiple meters in every movement (nos. 2, 5 and 6), no key
signature in three movements, and cast only one (mvt. 4) in a single key signature throughout.

Whoever sets the Gloria of the Mass faces the question of how to subdivide the text
since its length is not conducive to a single through-composed movement. The approach also
seems to vary depending on whether the Gloria is part of an entire Mass ordinary or a stand-
alone composition. Poulenc uses six movements that contain varying amounts of text. The

Table 5.2 Poulenc, Gloria, form

Movement Text Scoring

1. Gloria in excelsis Deo Gloria in excelsis Deo . . . bonae satb, orchestra
voluntatis.

2. Laudamus te Laudamus te . . . propter magnam S, satb, Orchestra
gloriam tuam.

3. Domine Deus Domine Deus, Rex Coelestis, Deus S, satb orchestra (pic, dbsn, br)
Pater omnipotens.

4. Domine Fili unigenite Domine Fili unigenite Jesu Christe.  satb, orchestra

5. Domine Deus Agnus Dei  Domine Deus, Agnus Dei . .. suscipe S, satb, orchestra (dbsn, tbn, tba
deprecationem nostram. & timp)

6. Qui sedes ad dexteram Qui sedes . .. in gloria Dei Patris. S, satb orchestra

Patris Amen.
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first three movements shown in Table 5.2 (“Gloria,” “Laudamus te,” and “Domine Deus, Rex
Coelestis”) set small, syntactically defined text units. The same cannot be said of the final three
movements. Movement 4 (“Domine Fili unigenite”)—the second of three that begin with
“Domine”—sets a single sentence. The fifth movement inexplicably combines the final Domine
phrase (“Domine Deus, Agnus Dei”) with the first two of the three sentences that begin with
“Qui,” leaving the third and final petition (“Qui sedes”) to the beginning of the sixth movement,
which also includes the three “Quoniam” phrases and the concluding “Cum sancto Spiritu . ..
Amen.” Poulenc’s formal structure and his division of the text is based on a formal design with
alternating tempi:

Maestoso MM6o
Tres vif et joyeux MMi138-144
Tres lent et calme MMo6o
Trés vite et Joyeux ~ MMz
Tres lent MMo6o
Maestoso MMo6o

The first and last movements are both marked Maestoso. The four movements that lie between
them form two pairs of fast and slow.

Despite the general critical approval accorded the Gloria, the “Laudamus te” move-
ment (no. 2) has elicited criticism for its blithe, bustling, totally secular tone. Responding to
such criticism, Poulenc remarked: “The second movement caused a scandal; I wonder why?
I was simply thinking, in writing it, of the Gozzoli frescoes in which the angels stick out their
tongues; I was thinking also of the serious Benedictines whom I saw playing soccer one day.”
Whatever inspired it, this music, so utterly French and typical of Poulenc’s early days, cre-
ates the naive, almost absurd juxtaposition Roger Shattuck poses as emblematic of the French
avant-garde.

Keith Daniel views the third (“Domine Deus”) and fifth (“Domine Deus, Agnus Dei”)
movements as the emotional pillars of the work, a residue of the profound effect composing
Dialogues des Carmélites (1954—57) had upon Poulenc.>® Both of these movements of the Gloria
have slow tempi, reduced orchestration (absence of brass and extreme winds), and a dominant
role for the soprano soloist. The appearance of the work’s most reverential and otherworldly
music here may explain Poulenc’s nondoctrinaire division of the text; only by dividing it as he
does is he able to begin two movements with the same words, “Domine Deus” (separated by
the “Domine Fili unigenite,” the work’s shortest movement). Neither text suggests the particu-
lar kind of music that Poulenc composes; certainly, the choice of B minor to convey the sense
of the text “Domine Deus, Rex coelestis, Deus pater omnipotens” is hardly traditional. Again,
Daniel clearly believes this to be the case: “The stylistic source of this movement is unques-
tionably Act III, scene 3 in Dialogues, the moving scene in which the Second Prioress says
goodbye to the Carmelite nuns. The text of this movement of the Gloria refers to the Son of
God dying for our sins. An even stronger musical connection can be made between the main
orchestral motif in this movement and a motif in the Sonata for clarinet, a piece Poulenc was
composing during the last year of his life.”> The specific themes to which Daniel alludes are
presented in example 5.11.
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Example 5.11 a—¢ Poulenc

a. Gloria, mvt. 5, mm. 54-5
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Poulenc’s Gloria is, in its own inimitable way, a convincing work that embraces the incongruous
stylistic juxtapositions of its time.

MAURICE DURUFLE (1902—-86)

The modernistic efforts of Les Six notwithstanding, the centrist classical language of Fauré and
the Ecole Niedermeier persisted, nowhere more clearly than in the music of Maurice Duruflé,
whose choral output centers on two popular compositions rooted in Gregorian chant—the
Quatre motets sur des thémes grégoriens (op. 10) and his Requiem (op. 9). Since its composition,
Duruflé’s Requiem has elicited comparison with Fauré’s, principally because both omit the
traditional Dies irae sequence and assign the “Pie Jesu” to a mezzo-soprano soloist. Duruflé
himself denied a connection, but these external similarities continue to suggest otherwise.>
What most clearly distances Duruflé’s Requiem from Fauré’s is his use of Gregorian themes
and a larger orchestra.

Following both liturgy and French tradition, Duruflé divides the Requiem text into
nine movements.
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Table 5.3 Duruflé, Requiem, op. 9

Movement Mode Tonality

Introit: Requiem Aeternam 6 (F Hypolydian) F major/D minor
Kyrie 6 (F Hypolydian) F major/D minor
Domine Jesu Christe 2 (Hypodorian) Fi/F4

Sanctus Aeolian D minor

Pie Jesu Ionian A

Agnus Dei 7 (Mixolydian) G/G minor

Lux aeterna 8 (Hypomixolydian) D minor/Bb
Libera me 1 (Dorian) F# Dorian

In Paradisum 7 (Mixolydian) F# Mixolydian

In Table 5.3 the numbers immediately to the right of each movement's title indicate the mode
prescribed for that chant item in the Liber Usualis; the next column gives the tonal center used
by Duruflé. The tonalities Duruflé uses (especially in the Introit, Kyrie, Agnus Dei, and “In
Paradisum”) reflect his contemporary approach to the integration of Gregorian chant into his
Requiem; the traditional modes are often transposed to pitch centers not associated with them
in Gregorian chant.

Duruflé was at that time composing a series of organ pieces based on these chants when
his publisher, Durand et Cie., commissioned a choral Requiem. It was a simple matter for Duruflé
to transform the organ preludes into a work for chorus, orchestra, and organ. Thus, each move-
ment of the Requiem uses the Gregorian chant assigned to its text in the Liber Usualis.®s Although
the melodies are always modally correct, Duruflé treats them with a freedom consistent with a
master improviser. In the Introit, for example, he assigns a rhythmic version of the plainsong to
the unison male voices (accompanied by “free” women’s vocal parts and the organ/orchestra). For
the verse, “Te decet hymnus,” Duruflé transposes the soprano melody up a third to A" and then
relocates the alto’s version of the melody down a fourth on E’) at “exaudi orationem meam” (ex.
5.12). This transposition is also clearly evident in the pedal tones the organ plays in each section;
for mm. 25-31, the organ sustains the pitch G’, which changes to D"’ for mm. 33-37.

Example 5.12 Duruflé, Requiem, op. 9, Introit, mm. 24-31

Soprano
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Beginning in m. 42, Duruflé repeats the opening text of the Introit and its music, as prescribed
Dby the liturgy. This time, however, the chant melody is in the orchestra/organ, freeing the voices
to provide a descant that not only fits the previous harmony and melody but also creates a
slightly different, more conclusive feel to the movement (mm. 42—59).

For the Kyrie, which is attached to the Introit, the voices imitate the head of the plain-
song melody ahead of the entry of chant in augmentation in the orchestra/organ at m 10. The
music of Christe eleison reveals no trace of the chant, but the return of Kyrie (m. 49) initiates
vocal imitation of the descending fifth that opens the final part of the Kyrie chant. As before,
Duruflé places the chant in augmentation in the orchestra. In general, Duruflé’s treatment of
the chant is closer to variation technique than a straightforward presentation a la cantus firmus.
Here combination of traditional melody and modern harmonies establish this work as uniquely
popular and accessible among the twentieth-century repertory for chorus and orchestra/organ.

Duruflé also composed a Messe “um jubilo,” which requires unison male chorus, orches-
tra, and organ, op. 11 (1966). This work is less known and more rarely performed than his Quatre
motets sur des thémes grégoriens (Ubi caritas, Tota pulchra es, Tu es Petrus, and Tantum ergo), op. 10
(1960), and a setting of the Lord’s Prayer (Notre Pére, 1978), which is unique for its use of French
text and absence of chant. The Quatre motets remain his most frequently performed composi-
tions. Of these, Ubi caritas is the most popular, largely because of the colorful vocal sonorities
Duruflé creates. The chant itself (LU 664-5) has only two melodic phrases. The first is used for
the antiphon and vv. 1 and 2 of the text (ex. 5.13a); the second phrase sets vv. 3 and 4 (ex. 5.13b). Most
performers and conductors believe that Duruflé used the entire chant; in reality he uses the first
phrase for the antiphon and text lines 2, 5 (transposed), and 9. The melody used for lines 3 and 4
and 6-8 sounds Gregorian but is freely composed. Duruflé uses the chant’s second phrase only as
the alto part in his setting of the final “Amen.” but Duruflé decides not to include it in his motet.

Example 5.13 a-b Duruflé, Ubi caritas et amor,
op. 10, 110. 1

Ti-me - a - mus et a-me-mus De-um  vi- vum.

Given the popular appeal of Duruflé’s choral works, it is lamentable that he published
only fourteen works during his lifetime. The relative paucity of this output is most likely attrib-
utable to his penchant for skillful improvisations, which resulted in many potential publica-
tions that were simply never written down.

OLIVIER MESSIAEN (1908-92)

One of the original and influential composers of the twentieth century, and perhaps the one who
most clearly embodies the modernist spirit of Les Six, is Olivier Messiaen (Fig. 5.2). Messiaen
pioneered the notion of integral serialism and coined the terms “modes of limited transposition”
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and “nonretrogradable rhythms.” He used birdsong as a kind of melodic “musique con-
crete,” and Indian talas to create uniquely non-Western rhythms. Most importantly, like Satie,
he became the mentor of younger composers like Pierre Boulez (1925-2016) and Karlheinz
Stockhausen (1928—2007), who continued to develop his ideas.

Messiaen was, first and foremost, an organist and an important twentieth-century com-
poser of organ music. His Le Banquet céleste (1926), L'Ascension (1933), La Nativité du Seigneur
(1935), Les corps glorieux (1939), and Messe de la Pentecite (1950) are staples of the organ repertory
in which Messiaen continued to refine his musical language. The mature works written during
and just after World War II include Quatuor pour la fin du temps (1941),24 Trois petites liturgies de la
Présence Divine (1944), Vingt Regards sur I Enfant-Jésus (1944), Harawi (1945), and the Turangalila-
Symphonie (1946-48). The Cing rechants (1948) and the “Rosetta stone” of integral serialism,
Modes de valeurs et d'intensités (1949), are the logical conclusion of this evolutionary process.

Fig. 5.2 Olivier Messiaen (1940s)
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With the exception of O sacrum convivium, Messiaen’s choral music is infrequently
discussed and performed possibly because it is inaccessible to all but the most accomplished
choirs. When Marcel Couraud, the conductor of Group vocal de France attempted to commission
a work, Messiaen rebuffed him, arguing that “anything I would write would be too difficult for
your choir or any choir to perform.” Ultimately, he relented and composed Cing rechants for
them, but to call this a choral composition is misleading, since Messiaen scores it for twelve solo
voices (SSSAAATTTBBB). The earlier Trois petites liturgies de la Présence Divine is only slightly
more choral, requiring eighteen sopranos and chamber orchestra (including the precursor of
the synthesizer, the Ondes martenot).

Messiaen’s earliest choral work, O sacrum convivium (1937), is also his most traditional.
This setting of the antiphon for the feast of Corpus Christi owes much to the style of Debussy
and the great organist-composers of nineteenth- and early-twentieth-century France (most nota-
bly Marcel Dupré). Messiaen presents the text twice, creating a short bipartite musical form
with a concluding coda.

These two text segments (mm. 1-16 and 17-206) share similar music, the first five
measures reappearing at the beginning of the second text statement (mm. 1—5 = 17-21). This
piece seems relatively simple because of Messiaen’s relentless repetition of melody, harmony,
rhythm, and homophonic texture. After texture, rhythm is the work’s least variable element. Of
thirty-five measures, twenty-six use one of two asymmetric rhythmic configurations. The first
(m. 1, see ex. 5.14a) contains nine eighth notes arranged as 3 + 2 + 2 + 2, while its complement
(m. 2, ex. 5.14a) deletes its final quarter note, resulting in a unit of 7/8 (3 + 2 + 2). These two cells
appear in alternation in mm. 1-10, 17—20, and 23-26, as well as independently in mm. 11, 21, 22,
and mm. 13, 28-30, and 34. Four of the nine remaining measures (mm. 14, 15, 31, 33) subtract
the final quarter note of the 7/8 pattern; another (m. 12) may be understood either as a variant
of m. 1 or an augmentation of m. 2. The other four measures (mm. 16, 3132, and 35) contain an
even number of eighth notes.

Despite a key signature of six sharps suggesting Ff major, the work is not convention-
ally tonal. It opens with a major-major seventh chord on Ff, which Messiaen establishes as a
tonic by constantly returning to it. The soprano’s concluding oscillation between D# and G#
suggests D# as an alternate tonic. The soprano melody of O sacrum convivium uses a scale that
presages what Messiaen will later call “modes of limited transposition,” meaning that if trans-
posed, the scale’s intervals yield the same pitches.2® The most common of Messiaen’s modes
is the whole-tone scale (Mode 1); the next (Mode 2) is commonly known as the octatonic scale,
a scale that alternates whole and half steps (ex. 5.13a, b).

Example 5.14 a-b Messiaen, O sacrum convivium

O sa-crumcon - vi-vi-um! in  quo Chris-tus su-mi- tur: re - co-li-tur me-mo-ri - a
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Minus the occasional appearance of Af and Cx, Messiaen’s scale is Mixolydian mode transposed
to D% the presence of A# creates an ascending octatonic pentachord (D#E#Fi#G#A), while
the substitution of Cx creates a descending pentachord that also exhibits octatonic qualities
(D#C+—B—-Ab-GH). Some form of the pitch A occurs sixteen times, twelve with the signed A# and
four with Ay (interestingly enough, always placed in close proximity to occurrences of the pitch,
B# (C enharmonic).

The composition’s two principal rhythmic cells are associated with specific melodic
gestures. The 9/8 cell tends to use one of two related pitch sets: built on G4, the first cell
consists of the G, followed by a whole step, perfect fourth, and perfect fifth (G#, A§, Ct and
D#). Example 5.15a contains two statements of this cell, the second a transposition of the
first. The second set consists of either two tritones (ex. 5.15b) or a tritone and perfect fifth
(ex. 5.15¢). Since his melodic mode is nontransposable, Messiaen creates a periodic melody
by repeating the same melody with varied conclusions (mm. 1—4 and 5-8) and sequential
extensions.

Example 5.15 a—c Messiaen, O sacrum convivium
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CINQ RECHANTS

Messiaen’s celebrated and influential “choral” work is Cing rechants (1948). Scored for twelve
solo voices, it marks the advent of a new type of choral music, conceived for small, virtuosic
vocal ensembles (one singer per part), and both the text and music of Cing rechants exhibit
important aspects of Messiaen’s style. As the concluding member of a trilogy based on the
legend of Tristan and Isolde (the song cycle Harawi [June 1945] and the Turangalila-Symphonie
[1948]), the five texts juxtapose aspects of sexual and mystical love. Messiaen’s use of deeply
imbedded symbolism and convoluted imagery is reminiscent of such landmark twentieth-
century poets as T. S. Eliot, Ezra Pound, and e. e. cummings. Messiaen claimed that he had
invented a language, basing it on ancient Peruvian and Eastern linguistic models as well as
modern French; words constructed purely for their phonemic, onomatopoetic value (e.g., the
text of the couplet of the third Rechant, which includes cheu, cheu mayoma kapritama kalimoli
sarisa) appear in all five movements.”” As the title indicates, all five movements use a Rechant
(refrain), an apparent historical reference to the sixteenth-century French style known as Vers
mesurés a antique.
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Musically, this cycle employs the entire gamut of Messiaen’s stylistic devices, including
the previously mentioned “modes of limited transposition” and “nonretrogradable rhythms.”8
It also features such other signature devices as quotations of birdsongs as a source of melodic
inspiration, and East Indian rhythms. The soprano solo that opens the first Rechant (ex. 5.16a)
demonstrates yet another common device, additive rhythm; the first six notes increase arith-
metically in sixteenth-note duration. He then follows this comparatively straightforward math-
ematical expansion by another expansion consisting of 1, 5, 6, and 16 sixteenth-notes.

Example 5.16 a-c Messiaen, Cing rechants, no. 1

ha-yo ka-pri-ta - ma lalilalilalila ssa - ¢ - no
b. mm. 3-6
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Soprano 1

Soprano 2

Alto

Tenor 1

Tenor 2

Bass

This same solo melody (ex. 5.16a) appears at the end of the movement, completing the frame
within which its story unfolds. The first four measures of the refrain (ex. 5.16b) demonstrate the
angularity and asymmetric rhythm that make this work so challenging.

In the first Rechant, we encounter Messiaen’s “langue imaginaire ou pseudo-hindoue”
combined with French. The contrived language is untranslatable and even the French text is
altogether enigmatic (Table 5.4).

There is a kind of ferocious energy here, especially in the use of the fricatives (t, k) and the
dissonant chords of maniacal laughter (ex. 5.16¢). The pitch content of these chords is daunting: the six
chords are two statements of three chords, in which the G” of soprano 1 and the F’ of the alto are con-
stants. Five other pitches—E, D}, Dy, Ct and A—appear in alternation with a second pitch collection.
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Table 5.4 Messiaen, Cing rechants, no. 1, text

Introduction:  Hayo kapritama, la li la li la li la ssaréno
Réchant: Les amoureux s'envolent
Brangien dans lespace tu souffles

Les amoureux s'envolent

Vers les étoiles de la mort

TKTK TKTK TKTK TKTK

Ha, ha, ha, ha, ha, soif

Lexplorateur Orphée trouve son ceeur dans la mort

Introduction: No translation possible

Refrain: The lovers fly off, Brangine, you breathe into
space,
The lovers fly off, toward the stars of death.
tktktktk
Ha, ha, ha, ha, ha, thirst.
The explorer Orpheus finds his heart in death.

Thus the pitch class [C+D#E-F-G] is common to each chord. The total content of these three chords
(G, F,E, D& D, Ct C, By, A, Gk, F) contains eleven of the possible twelve chromatic pitches.

The text of the couplets introduce the characters Yseult (Isolde), Orphée (Orpheus),
and Barbe Bleu(e) (Blue Beard). These texts present dark themes—separation, death, and the
void of space. The references to darkness are mitigated by couplet’s threefold reference to things
starry—*“star mirror,” “star castle,” and the “starry crystal bubble.”2> Messiaen presents his text
in all three soprano parts. The first is as an oscillating ostinato, the pitch content of which is a
tritone and enharmonic major third, D-Ab and E—B. These are followed by three melodies, the
first two built on the pairs of minor thirds heard at the outset of the Rechant—D'-F' (S3) and
CH-E (S2). The final melodic gesture is a transposition of three pitches from the conclusion of
the Rechant (A, C¥’ and G”) sung by S1 (ex. 5.17).

Example 5.17 Messiaen, Cing rechants, no. 1, mm. 19—27
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The sixteenth note used to set the final syllable of é-toi-le causes each melodic repetition to rotate
with respect to the barline. To underscore the asymmetry of his construction, Messiaen divides
the text and melody unequally among the three sopranos. In this couplet’s nineteen measures
(eighteen measures of 2/4 and one of 3/8), the sopranos sing the complete textual-musical unit
twice complete and a partial, third statement (first four notes only).3°

A similarly repetitive alto melody accompanies the soprano, distributing its melodic
material among two of the three singers. The altos sing a single word (“hayomakapritama”) to
a melody comprising two related, yet different parts (ex. 5.18).
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Example 5.18 Messiaen, Cing rechants, no. 1, mm. 19—22

This short alto melody appears five times in the couplet vis-a-vis the two-plus statements of
the soprano, a practice reminiscent of medieval isorhythmic motets. Each melody has its own
pitch content (color), unique rhythmic pattern (talea), and overlaps its partner in an asynchro-
nous way.

For the second couplet, Messiaen repeats the soprano and alto parts but adds tenor
and bass parts. The tenor part is unpitched, consisting entirely of a rhythmicization of the “t
k t k” phonemes that appear in the Rechant. The bass part contains the only text (“Bluebeard,
castle of the seventh door.”) not set in the first couplet, as well as the words of the soprano’s
introductory phrase “hayomakapritama,” sung by the altos. Like their female counterparts,
the male voices repeat their text and music in overlapping fashion. The bass melody (divided
into two parts: the French text sung by bass 3 and the invented word by bass 2) appears four
times, while the tenor part has two complete and one partial statements of its percussive
text. None of these entrances align vertically with the music of the women’s voices. If one
were to graph these four parts, it would become clear that Messiaen organizes the parts so
that their melodies do not begin at the same time, thus insuring no simultaneity.

Messiaen’s final stroke was the addition of a canon a 3 in the soprano above an other-
wise literal repeat of the initial eight measures of the Rechant. Each of the sopranos sings the
same ten-pitch melody starting an eighth note apart; each new melodic statement is marked
with an asterisk (ex. 5.19).

Example 5.19 Messiaen, Cing rechants, no. 1, mm. 71-6

Soprano 1

Soprano 2

Soprano 3

_
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FRENCH CHORAL MUSIC FROM DEBUSSY TO MESSIAEN 143

This obbligato, a logical extension of the layered, asynchronous counterpoint of the couplets, is
best understood as an intensification of the Rechant, more designed to create a sense of organic
growth within the piece than to create a new harmonic paradigm.

The four remaining movements operate in similar ways. There are, however, two pas-
sages that deserve special mention. The first is the Rechant of the third movement, which con-
sists of a soprano melody over a hummed accompaniment, a texture straight out of any one of
Messiaen’s organ compositions (ex. 5.20).

Example 5.20 Messiaen, Cing rechants, no. 3, mm. 33-6

Soprano 1
trou-ba-dour Vi - viane, Y -seult tous les cer-cles tous les yeux
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This dense, symbolist poetry, notable for its omission of connectives and descriptors, pres-
ents opposing concepts—openness/expansiveness, freedom/enclosed space, imprisonment/
claustrophobia. Yseult and a new character, Vivien, are bound together within the circles of
eyes (another common poetic thread).3* Concerning this image, Audrey Davidson has written,
“Here, eyes are appropriately connected with circles, for by the act of seeing men and women
are caught up in love, which for Messiaen was in part symbolized by the enclosed space of the
circle.”s Once again, Messiaen repeats a pair of phrases, the second of which is a transposition
(down a semitone) of the first; when repeated, he alters the rhythm of the fourth note from a
sixteenth to an eighth (to emphasize rose?). These melodies create circular patterns that may
be a kind of tone painting. The sustained accompaniment chords are based on diminished-
seventh chords (with added notes) that again imitate the color of Messiaen’s organ music. The
second notable passage is Messiaen’s elaborate version of the third movement’s rechant.34 Here,
a twelve-voice canon begins in the top soprano (descending through all voices); each entering
part sings the same tortuous melody a whole tone lower than its predecessor (ex. 5.21).

Example 5.21 Messiaen, Cing rechants, no. 3, mm. 86—-88
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Although Messiaen produced significant choral works after Cing rechants (most notably
the oratorio La Transfiguration de Notre Seigneur Jésus-Christ, 1965—-69), none of his other composi-
tions has had the impact of Cing rechants, which introduced a new type of vocal ensemble music
unique to the mid-twentieth century. Despite his reluctance to compose a choral work for Marcel
Couraud, the work he eventually wrote redefined the boundaries of choral music. Works that fol-
lowed Messaien’s Cing rechants adopted its scoring (one singer per part); these successors and the
role they played in expanding the boundaries of choral composition will be discussed in chapter 9,
“The Avant-Garde Aesthetic.” For now, it is sufficient to acknowledge Messiaen as the rightful heir
to the avant-garde spirit of composers like Satie, Debussy, and Les Six, and the part they all played
in first creating and then healing the rupture between past traditions and new possibilities.

CONCLUSION

In The Banquet Years, Roger Shattuck chronicles France’s celebration of La belle époque, even as its
collapse spawned radical new forms of artistic expression. This uniquely Parisian event was Janus-
like, looking back wistfully at the achievements of the dying era while it embraced the increasingly
absurd experiments of the new century, experiments that Shattuck codified under the concepts of
self-reflectiveness and stillness. This conundrum stemmed from the contradiction that Paris, one
of Europe’s oldest, most cultured cities, was an environment so absorbed by the continuous pres-
ent that history had little cachet. The four French artists (Jarry, Rousseau, Satie, and Apollinaire)
that Shattuck chose to study represented different disciplines and acknowledged different descrip-
tive labels; they all vehemently refused to conform to any notion of what an artist was supposed to
be other than their own strongly held personal identities and idiosyncrasies. Erik Satie deliberately
changed his style the moment he suspected that his audience knew what to expect.’s

This attitude of playful, even provocative artistic independence was shared by all com-
posers at that time. No music resembled, much less imitated, the style of another, but despite
their outward rejection of any sort of conformity, all of their music was utterly, if ineffably,
French. Religious music was extremely important in the rebirth in France of a national musi-
cal identity following the relatively short Franco-Prussian War (1870-71). If proof of this asser-
tion were needed, it lay in the distinguished tradition of French organists and the pioneering
work of the Ecole Niedermeyer, its successor, the Schola Cantorum, and the Benedictine monks
of Solesmes. Religious sentiment offered the simplest way of separating these composers,
even though their individual attitudes regarding church music followed no predictable evolu-
tionary pattern. Debussy and Ravel were the least inclined toward religious music; they were
counterbalanced by Fauré and Duruflé, for whom religion was a central aspect of their voca-
tion. Poulenc, Milhaud, and Messiaen vacillated in their embrace of religious subjects. While
Milhaud’s Judaism inspired some of his larger choral works, it was, on balance, not a major
influence. Poulenc’s fervent return to Catholicism in 1936 clearly prompted the body of Latin
sacred music that ensued. Messiaen’s ardent Catholicism is more in evidence in his organ
compositions than in his choral music, which, with the exceptions of O sacrum convivium and
his oratorio, La Transfiguration de Notre Seigneur Jésus-Christ, tended toward a mystical secular-
ism. None of these composers lived in an age that was particularly conducive to or respectful of
traditional religious values, but such values embodied precisely the type of conformity to which
artistic expression was fundamentally opposed.



Serialism and Choral Music
of the Twentieth Century

seminal event in twentieth-century music was Arnold Schoenberg’s (1874-1951) claim to

have discovered a new method of composition, which, as he boasted to his student Josef
Rufer, would “guarantee the supremacy of German music for the next hundred years.” Against
what or whom did Schoenberg feel he had to defend the legacy of German music of the three
Bs? The French avant-garde composers (discussed in chap. 5) were in large part responsible for
some of these Schoenbergian assumptions.

The symbolist poet Stéphane Mallarmé was one of the early editors of the Révue
Wagnerienne, a journal devoted to discussing Wagner’s aesthetic. Martin Cooper points out that
almost all French composers of the time made a pilgrimage to Bayreuth to experience firsthand
the power of Wagner’s music.? Ultimately the French were more intrigued with Wagner’s phi-
losophy than his music; in fact, the primary purpose of the techniques generated by French
composers from Debussy on was to avoid being German.’ France’s defeat by Germany under
Bismarck in the Franco-Prussian War (1870—71) prompted their search for alternative composi-
tional techniques that were distinct from the German musical style. Schoenberg surely sensed
this antipathy among the French and perhaps took it as his principal reason for revamping
German music so as to help it regain its former prominence.

145
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ARNOLD SCHOENBERG AND ANTON WEBERN

There was a palpable sense among twentieth-century composers that they had to opt in or out
of Schoenberg’s new system. That is the point of Schoenberg’s brief poem “Am Scheideweg”
(“At the Crossroads”), which became one of the texts of the composer’s Drei Satiren, op. 28:

Am Scheideweg

Tonal oder atonal? Nun sag einmal in welchem Stall in diesem Fall die grossre Zahl, dass man
sich halten kann am sichern Wall. Nur kein Schade!

(“Tonal or atonal? Just tell me in which category (stable), in this case, the greater number
belongs, so that one can cling to the safe wall. Please, no regrets!”)s

Very much tongue in cheek, Schoenberg assumes the part of every composer who wants to
be modern but also performed. Even among trained musicians there is an understood equa-
tion that tonal means consonant and atonal means dissonant. While there are many pieces of
atonal music that are dissonant, there are also pieces of consonant music that may be defined as
atonal, if by that term we mean a piece that avoids the usual trappings of the tonal system—key
signature, an understood hierarchy (tonic, dominant, subdominant, etc.) of pitch, harmony,
cadences, and form based on the departure from and return to a major or minor key.

Schoenberg’s quest is documented in a series of books (two by him and a third
by his pupil Joseph Rufer). Schoenberg’s personal manifestos were Harmonielehre (“The
Teaching of Harmony,” 1911) and Stil und Gedanke (“Style and Idea,” 1950); Rufer’s book,
Composition with Twelve Notes Related Only to One Another (1954), became the Rosetta stone
of pitch serialism. The first three chapters of Rufer’s study review the historical precedents
of Schoenberg’s new method, now known as dodecaphony or twelve-tone technique. In
fact, Schoenberg’s technique is more than the mere appearance of all twelve chromatic
pitches in some nonrepetitive sequence. He specifically referred to the term “atonal” as
imprecise, preferring to label it as “pantonal.”® The very same method finds validation in
the music of J. S. Bach. The subject of the final fugue of Book 1 of the Well-Tempered Clavier,
for example, uses all twelve pitches, yet no one would make the claim that this music is
atonal in Schoenberg’s sense of the term. Whereas Bach’s inclusion of all twelve tones is
designed to showcase his ability to make tonal counterpoint from a tortuous subject, as well
as advocate for the use of a temperament that was a compromise between just intonation
and other existing tuning schemes. Schoenberg’s method pointedly equalizes all of these
pitches to insure that there is no hierarchy as in tonal music. To accomplish this, the “rules”
state that no pitch can be repeated until all twelve have been heard, lest such a repetition
highlight that pitch and suggest a tonal centrism.

Schoenberg himself was quick to point out that his method was hardly new, as
it grew out of his careful study of the music of those old three Bs—Bach, Beethoven, and
Brahms—in addition to Mozart. And indeed, Schoenberg took Bach’s contrapuntal prow-
ess as the central tenet of his style. Alexander Ringer stated that Schoenberg’s technique
was unique in the history of musical precisely for its reliance on counterpoint to generate
harmony and not the other way around. Evidence of his indebtedness is clear in the tran-
scriptions that both Schoenberg and his disciple, Anton Webern, made of Bach’s music;’
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these were not mere modern arrangements like Mozart’s re-orchestration of Handel
or Mendelssohn’s revival of the St. Matthew Passion but studies of Bach’s contrapuntal
process.

From Beethoven, Schoenberg borrowed the contrapuntal manipulating of motivic
cells (as seen in Beethoven’s late string quartets, for example); in Beethoven’s transforma-
tional processes Schoenberg found the precedent for his creation ofcontrapuntal manip-
ulations of a twelve-tone row, the prime, inversion, retrograde, retrograde inversion, and
the like. Again, Rufer specifically mentions a hidden relationship between the antecedent
and consequent phrases of the Allegro of Beethoven’s String Quartet in F major, op. 135.%
Following Beethoven, the tendency of nineteenth-century composers strayed farther and far-
ther from the diatonic hierarchy of classical tonality; their increasing use of chromaticism to
obscure the functional basis of tonality, even to obliterate the boundary between major and
minor modes, may explain Schoenberg’s denial in 1949 that he had created the twelve-tone
method, for it was already there to be discovered.?

From Johannes Brahms, Schoenberg borrowed the idea of the developing variation.
The repetition of themes and keys combined with periodic phrase structure was essential to
tonal music’s formal cohesion. The notion of variation served as an antidote to any predict-
ability that ensued. “Repetition combined with variation allows the unit to create the manifold
by procreating new shapes through ‘developing variation.”” As an illustration Rufer cites the
themes of Brahms's String Quartet in A minor (op. 51).°° Furthermore, Brahms’s conspicuous
use of contrapuntal devices—canon, inversion, augmentation, and the like—in his choral
music may well partly explain Schoenberg’s own fascination with the idiom.

Schoenberg arrived only gradually at the rudiments that ultimately govern dodeca-
phonic composition. The compositions that precede the first thoroughly serial works (opp.
23—24) represent a style in flux, a style in which the wholesale abandonment of tonality is
not a consideration. Friede auf Erden, op. 13, 1907, which he later described as an “illusion
written when he still thought harmony among men conceivable,” is still an arguably tonal
work that fully embraces the Brahmsian notion of developing variation." Despite its daunt-
ing vocal challenges, Schoenberg’s setting of C. F. Meyer’s poem for eight-part chorus is
still nominally “tonal” as the presence of two key signatures, D minor and D major show.
The implied ambivalence between major and minor mode illustrates another Brahmsian
legacy assumed by Schoenberg. The simplest view of the work’s formal scheme results from
tracking the placement of the changes from one signature to the other in relation to the four
eight-line stanzas of text.

Schoenberg divides the first stanza equally between D minor and D major; similarly;
those two key signatures govern equal amounts of the remaining text, lines 9—20 under the
signature of one flat and lines 21-32 under two sharps. But this information is itself an illusion
because the music under these two signatures can rarely be described as conventionally in D
(minor or major). Example 6.1 shows the first eight measures of the work.

The tenor maintains the diatonic limits of D minor save for the single appearance of
an F# (m. 6) as a chromatic neighboring tone. Similarly, the soprano adds only two chromatic
neighboring tones (C# and Eb) to D minor’s standard collection of pitches. The alto and bass
voices behave similarly. Yet in spite of the predominance of D minor’s pitch content, the
music doesn’t actually sound like D minor. The reason for this is simple: the key signature
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doesn’t represent the dominant feature of Schoenberg’s vocal parts. Instead of voice parts that
conform to D minor, we get voice parts that have their own separate contrapuntal and tonal
logic. The soprano is the first to present the work’s principal motive (m. 2), a diatonic melodic
minor third starting on D. The bass follows suit in mm. 3 and 6 on the dominant. What we
see are not melodic parts defined by tonal harmony, but separate contrapuntal lines that, by
and large, respect the implied D-minor tonality but don’t reinforce it. Harmony here is the
product of melody, not the other way around (an idea related to medieval polyphony).

Example 6.1 Schoenberg, Friede auf Erden, op. 13, mm. 1-8
Used with kind permission of European American Music Distributors, LLC,
sole U.S. and Canadian agent for Schott Music.
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The set of melodies given in example 6.2 represent Schoenberg’s application of the
Brahmsian technique of developing variation. Each of these motives clearly derives from the
soprano opening (bracketed portions in ex. 6.2), but riffs on it in increasingly chromatic and
intervallically disjunct ways.

Example 6.2 a-g Schoenberg, Friede auf Erden, op. 13
Used with kind permission of European American Music Distributors, LLC,
sole U.S. and Canadian agent for Schott Music.
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Example 6.2 Continued
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Another subsidiary motive that figures prominently in the unfolding development of the piece

is the figure first sung by soprano and bass in mm. 3—4.
A far more compelling example of Schoenberg’s retention of the devices of tonality

occurs at the first change of key signature (D minor to D major) in m. 11.

Example 6.3 Schoenberg, Friede auf Erden, op. 13, mm. 11-14
Used with kind permission of European American Music Distributors, LLC,

sole U.S. and Canadian agent for Schott Music.
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Between mm. 11 and 20 the choral basses sing the same ostinato-like melody (E—C#F#B)
five times (ex. 6.3). This pattern is a standard cadential progression, but what key is it in?
Schoenberg creates tonal ambivalence by allowing the same sequence of pitches to be under-
stood in either E minor or B minor. This motive can be analyzed in either key, but, once again,
the problem is that the resulting musical gestalt is neither of these tonalities; here the empha-
sis is less on the tonal foundation laid down by the bass part than on the melodic constructions
that lie above it. The almost plodding regularity of the bass compared with the sinuous chro-
maticism and out-of-phase textual construction of the alto is shown in example 6.4.
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Example 6.4 Schoenberg, Friede auf Erden, op. 13, mm. 11—20
Used with kind permission of European American Music Distributors, LLC,
sole U.S. and Canadian agent for Schott Music.
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The relation of the alto and bass parts is emblematic of the texture as a whole. While the bass
repeats its quasi-tonal ostinato, the alto moves above it producing a freely chromatic harmony,
which is essentially consonant but transcends the boundary between tonality and atonality.
Ironically, one could describe this passage using Roger Shattuck’s term “still” because it lacks
tonal direction, rather like the ever-changing design of a kaleidoscope.®

By contrast, Schoenberg’s first setting of the refrain that ends three of the four verses
(“Friede auf der Erden”) seems more ordered and goal-oriented. Indeed, the soprano and alto
duet at its beginning is a variant of the preceding bass ostinato, comprising thirds and sixths;
the tenor and bass parts are a kind of lush remembrance of the parallel first-inversion triads of
fauxbourdon. Schoenberg reprises this refrain (mm. 62—75 and mm. 137—48) in increasingly
dense, abstruse harmonic constructions based on doubled thirds.

Seen from this perspective, the sprawling work shows clear signs of strophic developing
variation. Consider the beginnings of the second (mm. 31-38) and fourth (mm. 100-113) verses;
although each is different than the first, the thematic gestures and harmonies show clear con-
nection to the first eleven measures of the composition. A comparison of the original motive (ex.
6.2a) and the opening of verse 2 (ex. 6.2b) validate Schoenberg’s indebtedness to Brahms’s idea
of continuing variation. And we can hear the music for “Mihlich wird es sich gestalten” (ex. 6.2d
and ex. 6.5) as a recapitulation, albeit in the major rather than the minor mode.

Example 6.5 Schoenberg, Friede auf Erden, op. 13, mm. 100—03
Used with kind permission of European American

Music Distributors, LLC, sole U.S. and Canadian agent

for Schott Music.
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Two other examples of melodic and harmonic variation conjure up visions of Brahms’s use
of canon to generate thematic development. First, notice the parallelism between Schoenberg’s set-
tings of comparable lines of stanzas 2 (“O wie viele blut'ge Tagen Hat der Streit auf wildem Pferde,
Der Geharnischte vollbracht”) and 3 (“Dass der Schwache nicht zum Raube Jeder frechen Mordgebirde
Werde fallen allezeit”). Schoenberg realizes the violence of these texts, which stand in stark contrast with
the illusion of Friede auf Erden) by setting the alto line given in example 6.2¢ in canon against itself (mm.
43—40), creating a battle between rival declamations of the text. Schoenberg employs a less strict but no
less compelling counterpoint based on a diminution of the soprano’s motive from m. 2 to set the second
text. The same imitative complex also appears in service of the text of v. 4: “Waffen schmieden ohne
Fihrde, Flammenschwerter flir das Recht.”s The coincidence of this text and music is effective yet ironic,
for, unlike its predecessors, this text looks to humanity’s salvation rather than its imminent doom.

The clearest Brahmsian reference appears at the conclusion of v. 2 (mm. 53-58).
Here, Schoenberg adopts Brahms’s characteristic voicing (SAATBB) deployed as antiphonal
canons between the female and male voices (ex. 6.0).

Example 6.6 Schoenberg, Friede auf Erden, op. 13, mm. 53—-58
Used with kind permission of European American Music Distributors, LLC,
sole U.S. and Canadian agent for Schott Music.
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To find the model for this homage, look at similar passages in the Nachtwache setting that opens
Brahms’s op. 104. Other examples of this same texture appear in the canonic variants of the
“Friede” motive in mm. 43—44 and mm. 81-85.

Without question, Friede auf Erden is one of the landmark choral compositions of the
twentieth century: it forms a bridge between the comparatively accessible choral repertory of
the late Romantics (Brahms, Bruckner, Reger, Cornelius, and Wolf) and the emerging atonal-
ity of the pre-World War I period. If, as Schoenberg reportedly thought, it was an “illusion”
that peace among mankind were still possible, it proved to be elusively difficult to sing, lead-
ing Schoenberg to orchestrate it in 1911; apparently he realized that performing this piece at
all (not to mention staying in tune), required the support of a colla parte chamber orchestra.
Schoenberg’s attempt to use counterpoint to generate a new, nontonal harmonic language
thus pays homage to his German musical heritage.

A similar perversion of tonality appears in a composition by Schoenberg’s most famous
disciple, Anton Webern (1883-1945). At roughly the same time Schoenberg was finishing his master-
piece, Webern writes a similarly experimental piece in which he attempts to marry contrapuntal rigor
with consonant, tertian sonorities. Like Schoenberg’s op. 13, Webern’s setting of Stephan George’s
poem Entflieht auf leichten Kihnen, op. 2 (1908), turns the hallmark intervals of tonality—thirds and
sixths—into a primer of derivative atonality. Like Schoenberg, Webern uses a tonal key signature (one
sharp), but the music has little if anything to do with either G major or E minor tonalities (ex.6.7).



152 A HISTORY OF WESTERN CHORAL MUSIC

Example 6.7 Webern, Entflieht auf leichten Kihnen, op. 2, mm. 1-9

©1921, 1948 by Universal Edition A.G., Vienna © Renewed. All Rights Reserved.
Used by permission of European American Music Distributors, LLC, sole U.S.
and Canadian agent for Universal Edition A.G., Vienna
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The thirds and sixths of both duets are consonant; example 6.7 shows that they are all freely
chromatic, unrelated to one another or to a central tonality. To insure that he doesn’t lapse into
tonality, Webern has the male voices sing the same music as the female voices one measure
later. By so doing, he asserts that counterpoint—not tonality—is the driving force of his com-
position. Ironically, the work ends a G-major triad that actually sounds dissonant because noth-
ing in the preceding measures has prepared one to hear G major as confirmation of the key
signature. Entflieht is that rare example of a composition that ends on major chord that sounds
dissonant because it has nothing to do with the compositional logic of the piece.

But Schoenberg and Webern are best known for their advocacy and strict use of
twelve-tone technique. Josef Rufer believes that this process provided both a new ordering for
the pitch materials (absent the traditional frame of tonality) and a way of creating musical form
not connected to the traditions of classicism; hence, the appellation of Schoenberg’s circle as
the “Second Viennese School.”4 Many would doubtless agree with Virgil Thomson’s view that
Schoenberg’s twelve-tone technique is merely a set of rules insuring that one will not write
“tonal” music. But was it really as simple as avoiding tonality at all costs? If Schoenberg had
simply tried to create a dissonant nontonal language, how could we explain the juxtaposition
of the consonant imitative language of the Three Folk Songs (op. 49) with the dodecaphonic
polyphony of De Profundis (op. 50b)? And if we assume that op. 49 is some senescent aberra-
tion, even atonal works like De Profundis are not totally devoid of tonal gestures.

Schoenberg composed Psalm 130 (De Profundis) at the request of the Polish conduc-
tor and musicologist Chemjo Vinaver, who wanted to include a Hebrew psalm-setting by
Schoenberg for the anthology of Jewish music he was compiling for the Jewish Agency for
Palestine.’* Completed in 1950, Schoenberg dedicated De Profundis to the new State of Israel
and asked Serge Koussevitzky, who had commissioned a new work for the first King David
Festival, to accept this composition as his most fitting contribution.

Still, Schoenberg rejected using traditional Hebrew chants in his setting as Vinaver
had suggested. He did adopt Vinaver’s suggestion of using the call-and-response format
traditionally associated with psalmody but did so in his own Schoenbergian unique way.
Rather than restricting the “congregational” response at the end of each verse, Schoenberg
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introduced unpitched, rhythmic speech to simulate congregational participation and in a
manner that places the unpitched element on a nearly equal footing with the sung psalm
text. Twenty-five of the work’s fifty-five measures contain purely sung music, which points
up two tendencies: while Schoenberg begins each psalm verse with sung music, he intro-
duces the spoken chants immediately (m. 2). This equivalence sets up a formal gradient in
which the amount of pitched material increases in each successive verse, creating a textural
crescendo.

As this facsimile (see Fig. 6.1) shows, Schoenberg scored De Profundis for six voices a
cappella, re-creating the number and disposition of voices used so often by Brahms.” Over the
opening melody, we see a rubric that will become a Schoenbergian fingerprint: the use of the
symbol H to indicate the Hauptstimme (“leading voice”). This designation runs throughout the
composition indicating the most important sung line. Schoenberg sets the eight verses of the
psalm to a variety of textures. All six voices sing together in only thirteen of the composition
measures (mm. 17, 26—27, 38—40, 42—44, 51-52, and 54-55). Clearly, Schoenberg reserves these
for significant textual moments—the end of v. 3, the sung conclusion of v. 5, the end of v. 7, and
the beginning and end of the final verse.

The absence of a key signature and the pitch content suggest dodecaphony, but
although Schoenberg presents all twelve chromatic pitches in the first section (mm. 1-6), he
does so as two hexachords, the pitches of which are separated by rests and “congregational”
response. He also often constructs rows of two complementary hexachords, the second often
being a transposition of the first (ex. 6.8). Here, the two are related by similar intervallic content
(a tritone and two major thirds) arranged in two distinct shapes—asymmetrical (tritone, M3,
M3) and symmetrical (M3, tritone, M3).
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Fig. 6.1 Manuscript (facsimile) of Schoenberg’s De Profundis, op. 50b
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Example 6.8 Schoenberg, De profundis, op. 50b
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The following example (ex. 6.9) shows two duets resolving from a tritone to a major third, the
equivalent of a V-I cadence in D major (the dominant is incomplete). This measure (m. 7) also
illustrates Schoenberg’s reliance on canonic imitation to generate harmony.

Example 6.9 Schoenberg, De profundis, op. 50b, m. 7
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Schoenberg associates this particular resolution with the word Adonai (“Lord”). This can
hardly be a coincidence as he frequently uses the tritone-major-third progression when the
word appears, which it does in every verse save the last. Perhaps, like J. S. Bach, Schoenberg
equated imitative counterpoint with texts about God’s justice and righteousness. If so, we have
yet another manifestation of Schoenberg’s belief that his new method, built on the cornerstones
of traditional tonality, would guarantee the dominance of German musical heritage throughout
the new century.

The canonic imitation seen in example 6.9 provides the briefest glimpse into a proce-
dure that permeates the entire work. Schoenberg frequently creates duets that are canonic, such
as the opening music of vwv. 3 (mm. 13-15), 4 (mm. 18-19), 5 (mm. 23—26), and 6 (mm. 30-31).

Example 6.10 Schoenberg, De profundis, op. 50b, mm. 13-15
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The last occurrence of this figure (mm. 30—31) shows Schoenberg breaking one of his own cardi-
nal “rules” of dodecaphonic technique (ex. 6.10): no note is to be repeated before all twelve have
sounded. But the text that opens v. 6, “Nafshi UAdonai” prompts a series of oscillations where
notes are repeated; the tenor’'s A-GHA-G#-A is just one example. This counterpoint is visible;
itis the contrapuntal juxtapositions that create the musical substance of the piece. It reminds us
that Schoenberg himself was a painter and that one of his best friends was Wassily Kandinsky
(1866-1944), the father of abstract painting. Like Kandinsky’s canvases, Schoenberg’s compo-
sitions are filled with beautifully shaped contrapuntal lines to the extent that the shapes over-
whelm the expressive content of the work.
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The work’s dramatic conclusion offers a final example of Schoenberg’s relentless con-
trapuntal logic. The melodic pitches of the first soprano and second bass create successive per-
fect fifths (AY"-Db, D"—G, B” [s1]-E [b] and Bb [b]-F” [s1]) as a harmonic frame; the perfection of
these intervals is trumped by the melodic tritones that appear between the inner pairs of voices
(s2, a: D¥"—A’, E'-B/’; t, bu: F¥-C’, F'-B) and the dissonant sonorities they generate. Unlike
Webern’s Entflieht, there is no consonant (i.e., tertian) conclusion. The work’s abrupt and seem-
ingly incomplete ending perhaps symbolized the unfinished nature of both Schoenberg’s spiri-
tual journey and Israel’s redemption.”®

Comparatively speaking, Anton Webern’s approach to serialism is stricter and more
broadly applied than Schoenberg’s. Webern was, of all of Schoenberg’s pupils, the most ardent advo-
cate and strict practitioner of pitch serialism. Webern’s more severe style is evident in the three,
large, dodecaphonic choral works he composed, all based on poems by Hildegard Jone (1891-1963):
Das Augenlicht, op. 26, 1935; Kantate I, op. 29, 1938—39; Kantate II, op. 31, 1941—43. None of these
works is often performed because the choral writing is both unidiomatic and very difficult.

Das Augenlicht is scored for mixed chorus and chamber orchestra (fl, cl, hn, sax,
tpt, tbn, str, hp, mand, and perc). Webern consistently uses this unusual group of instru-
ments in brief pointillist snippets that effectively obscure the contrapuntal intricacy of
his multiple canons. The choral writing, which alternates between imitation (canon) and
homophony, is unaccompanied (save for mm. 64-69). Unlike their instrumental counter-
parts, the voices present complete rows. The first choral passage presents the four basic
(untransposed) row-forms as two duets: mm. 8-13, soprano and tenor; mm. 14-19: bass
and alto. These canonic duets alternate with homophonic passages of increasing inten-
sity, culminating in what Webern designates as the work’s dynamic climax (dynamischer
Hohepunkt), mm. 64-69 (ex. 6.11).19

Example 6.11 Webern, Das Augenlicht, op. 26, mvt. 1, mm. 64-69
© 1938 by Universal Edition A.G., English Version © 1956 Universal
Edition A.G. © Renewed. All Rights Reserved. Used by permission

of European American Music Distributors, LLC, sole U.S. and Canadian
agent for Universal Edition, A.G., Vienna.
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In this climactic passage none of the choral voices presents a different row-form. Omission
of any rows’ pitch is rare in Webern’s music, especially at climactic moments. The pitches in
brackets are missing from the respective choral partsas we can see in the matrix. Four of these
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omissions may occur because the pitch is already present in another voice (the second and
penultimate bass pitches and third alto and tenor pitches). But there is no such explanation for
the omission of the final pitch of each part’s row:

A# B D# C E C# D F# F G# GIA]
C# C [GH B G A# A F TF# D# E[D
G# G [DH F# D F E C C# A# BI[A]
A [G] G# F F# D C# E C D# [BGH

wH > n

The first clue to solving this comes with the realization that the s/b and a/t pairs sing
related row-forms. The alto and tenor sing retrograde forms, the pitches of which are a perfect
fourth apart; each voice lacks its row’s third and twelfth pitches. While the soprano and bass
both use inversions, they differ in the way many pitches are missing (although their total is four,
just like the alto/tenor pair). But it happens that the missing soprano pitch [A] is the first pitch
of the bass, while the missing bass pitches [A#, B, and G] are pitches 1, 2, and 1 of the soprano.
This discovery suggests that Webern used these particular rows because they are combinatorial,
that is, the bass provides the missing soprano pitch [A] and the soprano supplying the bass’s
missing A%, B, and G.

For the three movements of Kantate 1 (op. 29), Webern sets Jone’s poem for soprano
solo, mixed chorus, and a chamber orchestra that resembles the one used in op. 26. In the first
movement, Webern sets these lines of poetry concerning life’s beginning and end for chorus
a cappella. He presents the text in three choral segments (mm. 14-22, 26-29, and 32-35) sepa-
rated by brief instrumental interludes and framed by an instrumental prelude and postlude.
Each section emphasizes one of the text’s central themes—lightning, thunder, and peace. In
mvts. 2 and 3 Webern uses the soprano soloist (joined by the chorus in mvt. 3) to create a formal
design based on alternating textures. The second movement (“Kleiner Fliigel Ahornsamen”)
was the first music Webern composed. Although he originally intended to open the cantata
with the text of the current third movement, he changed his mind for “textual and musical
reasons.”?°

The choral writing is daunting, a trait that results from Webern’s deliberate use of
compound intervals to create angular vocal lines. The sheer difficulty of these lines seems
to preclude use of chorus. The vocal parts in mm. 14-21 contain nineteen different pitches
instead of the expected twelve. The soprano’s first twelve pitches form a row; furthermore, the
intervals separating each successive pair of pitches reveals a symmetrical construction and a
palindromic form that Webern likes to use in his rows. Even more astonishing is the discov-
ery of a vertical symmetry based on the pitch content of each of the chords that occur in mm.
14-19. If we arrange the pitches of each chord in its most compact intervallic form, we discover
that they too form a palindrome based on pitch-class sets (ex. 6.12).

In the example, the four vocal lines in the example present different symmetrical
rows. Webern has arranged these lines as chords, the pitch content of which may be reduced to
three separate and distinct groups of pitches. The pitch content of each chord forms a separate
palindrome.

Such contrapuntally complex music, closely approaching the purity of mathematics,
typifies much of Webern’s music. The convoluted manipulation of row-forms, pointillist textures
(both instrumental and vocal), and serialization of other structural components (timbre, dynam-
ics, scoring, etc.) conspire to make Webern’s music seemingly inimical to performance.
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Example 6.12 Webern, Kantate I, op. 29, mvt. 1, mm. 14—21

© 1929 by Universal Edition A.G., © Renewed. All Rights Reserved.
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IGOR STRAVINSKY

Given the close working relationship with Igor Stravinsky (1882-1971) and Robert Craft’s pas-
sionate advocacy of the music of Webern, Stravinsky’s eventual adoption of twelve-tone tech-
nique in the 1950s seems inevitable (see Fig. 6.2). Even though Schoenberg and Stravinsky
lived relatively close to one another in Southern California, they were never friends. Indeed,
Stravinsky was the primary target of the third of Schoenberg’s Drei Satiren, op. 28 (Der neue
Klassizismus). Stravinsky waited until Schoenberg was dead to appropriate the method of
composition so closely associated with him. Stravinsky’s first exploration of row technique
occurs in the canons of his Cantata (1952), the circumscribed intervallic series he uses in the
Septet (1953), and In Memoriam Dylan Thomas (1954). Stravinsky’s first wholesale adoption of
Schoenberg’s method is a choral work—Canticum sacrum (1955).2> Composed for the city of
Venice in honor of its patron saint, Mark, Stravinsky’s cantata is scored for tenor and bass
soloists, chorus, and a large orchestra. After the opening “Dedicatio,” Stravinsky composes five
musical movements, a representation of the five domes atop St. Mark’s Cathedral, the city’s
most iconic landmark.

Stravinsky’s repetition of the opening chorus (“Euntes in mundum”) in retrograde as
the closing movement (“Illi autem profecti”) creates an audible and symbolic symmetry. The
rationale for this musical relationship stems from the texts, both taken from the Gospel of
Mark 16:15: the “Great Commission” (“Go ye into all the world and preach the gospel to every
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creature”) and Mark 16:20: “And they went forth and preached everywhere, the Lord working
with them and in them, and confirming the word with signs following.” Thus, Stravinsky’s use
of retrograde for the final chorus represents the disciples’ setting out to fulfill Christ’s com-
mand. The two movements are built around a polytonal interplay of chords related by thirds—B
minor and G minor—typical of Stravinsky. This harmonic language is essentially a continua-
tion of that used in the Symphony of Psalms (1930, rev. 1948).

Canticum sacrum’s two solo movements (2 and 4) for tenor and baritone, respectively,
represent the next level of symmetry in the work’s overall structural design. The tenor aria, “Surge
aquilo,” is Stravinsky’s first composition to make exclusive use of a twelve-tone row. The solo ten-
or’s initial melody is the prime version of Stravinsky’s row (ex. 6.13a, b); it follows a harmonized
presentation of the retrograde by harp and three contrabass soli. Stravinsky’s use of pitch repeti-
tion is the first of many departures from the prescriptions of Schoenberg’s technique.

Example 6.13 a-b Stravinsky: Canticum sacrum, mvt. 2

a. Row

The work’s centerpiece is a cantata within a cantata; Stravinsky composes separate
movements, each of which bears the title of one of three virtues—charity (Caritas), hope (Spes),
and faith (Fides). Stravinsky ties the three movements together with a recurring organ ritornello
and different brief orchestral introductions. The organ ritornello appears three times—on A in
Caritas, on C in Spes, and on B in Fides. This solemn theme is a tone row that, as Eric W. White
notes, is the retrograde inversion of the row used throughout the movement. Stravinsky takes
advantage of the fact that the ritornello’s final pitch is one whole step lower than its starting
pitch. By starting his final ritornello on B and ending on A, Stravinsky establishes A as the pitch
with which the movement begins and ends. Stravinsky uses texture to differentiate the formal
segments of mvt. 3. The central movement, Spes, has the clearest formal structure. After the
organ (mm. 130-35) and instrumental (mm. 136—47) preludes, Stravinsky creates a rondo form
(ABABA) based on the alternation of male solo voices (A) and the choral trebles (B). All three
A sections use the same pitch content and rhythm, drawing their melody from two different
rows, neither of which appears completely in a single voice. Conversely, the choral trebles sing
different rows each time they appear. Despite these different choral rows, the accompaniment
(oboes and tenor trombone 1) and its thematic material remain the same. The two outer move-
ments feature a variety of rows sung contrapuntally. In Caritas, the voices sing various rows in
canon, accompanied by bass trumpet. For Fides, Stravinsky assigns the row to the chorus in
unison to reflect the steadfastness of faith.

Stravinsky composed several more choral works that use twelve-tone technique
in Stravinsky’s idiosyncratic way: Threni, id'est Lamentationes Jeremiae Prophetae (1957—58);
A Sermon, a Narrative and a Prayer (1960—61); Anthem: The Dove Descending Breaks the Air
(1962); The Flood (1961-62); and Requiem Canticles (1965-66). Of these, the simplest and best
exemplar is The Dove Descending, a setting of text from the last of T. S. Eliot’s Four Quartets. Eliot
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Fig. 6.2 Igor Stravinsky (Pablo Picasso, 1917)

himself suggested this text to Stravinsky, who, at the time, was looking for a hymn text to set as
his contribution to the new English Hymnal.>4

Stravinsky dedicated the composition to Eliot, presenting the poet with the manuscript
of the completed composition. This short, a cappella composition is pedagogically useful because
Stravinsky restricts himself to just four rows—the prime, retrograde, inversion, and a retro-
grade inversion transposed six semitones from the original (ex. 6.14). These rows form the basis
of four discrete musical sections defined by different vocal textures: A (s/a); B (satb); C (t/b),
and B (satb).

Example 6.14 Stravinsky, Anthem: The Dove Descending, rows
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The B sections are identical in scoring and music, concluding with two forms of the
row—Retrograde (a/b) and retrograde inversion (s/t)—that allow the composition to end with a
consonant, tertian sonority. Restricting himself to these four row-forms is yet another example
of Stravinsky’s penchant for elaborate pre-compositional planning; while this limitation sim-
plifies analysis, it does little to facilitate aesthetic understanding or successful performance.

OTHER DODECAPHONIC COMPOSERS

Aside from Stravinsky, the list of other prominent composers of choral music who use twelve-
tone technique to varying degrees includes George Rochberg (1918—2005), Ernst Krenek (1900—
1991), Luigi Dallapiccola (1904-75), and Krzysztof Penderecki (b. 1933). Dallapiccola was the
first to adopt Schoenberg’s dodecaphonic style in his triptych Canti di Prigionia (1938—41) (see
Fig. 6.3). These “Songs of Prisoners” were Dallapiccola’s way of protesting Mussolini’s adoption
of Hitler’s anti-Semitic policies (Dallapiccola’s wife was a Jew). As a result of his own intellec-
tual imprisonment, Dallapiccola set Latin prayers attributed to three famous prisoners of con-
science—Mary Stuart, the sixth-century Roman philosopher Boethius, and the preacher-monk
Girolamo Savonarola, who instigated protests against the Medici family in fifteenth-century
Florence.? Dallapiccola composed the three movements separately, the first in July 1939, the
second roughly a year later, and the last in October 1941.

Fig. 6.3 Luigi Dallapiccola
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To unify these diverse texts Dallapiccola decided to include portions of the Gregorian
sequence Dies irae in each movement; by so doing he sought to turn the persecution and death
of three prisoners from different places and times into a more universal metaphor. In addi-
tion to varying the texture, pitch level, and instrumentation of each movement, Dallapiccola
increased the amount of cantus firmus used to ratchet up the tension (ex. 6.15).2°

Example 6.15 Dallapiccola, Canti di Prigionia, Dies irae
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In the first Canto, Dallapiccola uses only the first phrase of the Gregorian sequence and limits
its appearance to the instrumental introduction (mm. 1-25). Once the chorus begins singing in
m. 26, the cantus firmus disappears. Dallapiccola seems to regard the archaic, modal diatoni-
cism of the chant as a foil to his chromatic tone rows, creating a musical tension that mirrors
the tense uncertainty of contemporaneous world events.

Dallapiccola’s row for Canto 1resides in the series of piano tetrachords that accompany
the first phrase of Dies irae. The intervallic construction of three tetrachords is reminiscent
of the hexachordal symmetry found in Schoenberg’s De Profundis. The intervallic separations
of the pitches (number of semitones) of Dallapiccola’s three tetrachords show that the first two
are identical; the third tetrachord opens with two minor thirds, but the last two pitches are sepa-
rated by a major third rather than the tritone found in the first two.

Analysis of twelve-tone music makes the reasonable, though not always accurate
assumption that the first collection of pitches (linear or vertical) one hears is the primary the-
matic material. The collection of twelve pitches contained in the piano tetrachords duplicates
two pitch classes—G and E, a redundancy that disqualifies them as the source of the tone row.
The actual completion of Dallapiccola’s twelve-note series appears not in piano 2 (m. 4) but
in the piano 1 chord (m. 4): D-F-A—Db. Therefore, the twelve-tone row is actually E-G-Bh—
F#-A—C-E—B-D-F-A)-D}. In the first Canto, Dallapiccola consistently uses only the first tetra-
chord in both prime and retrograde motion on a variety of pitches. In the twenty-five-measure
introduction, this theme appears only in the instruments, but when the chorus begins singing
(m. 26) Dallapiccola uses its distinctive contour as the basis of a point of imitation. Another
clue that this movement is not a typical twelve-tone composition is the tetrachord’s complete
absence for considerable portions of the music (e.g., mm. 37-44).

At the beginning of the second Canto, Dallapiccola makes the pitches of his row
explicit. Given the second movement’s changes of tempo, meter, scoring and musical char-
acter, the appearance of what seems to be a new row is perfectly logical. However, analysis
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reveals that despite its fragmentation, the “new” row is not new but is in fact the retrograde of
the row used in Canto 1. Armed with this information, it is easy to generate the complete serial
matrix.

Like the gradual expansion of the Dies irae motive from movement to movement,
Dallapiccola adds something new to his row: Canto 1 uses fragments of the row, Canto 2 begins
with the entire retrograde, adding prime forms as early as the fifth measure. Dallapiccola injects
another variation following the piano row (mm. 9—12) with a version (mm. 13-16) in which he
reverses the order of the second and third pitches of each trichord.

In this same movement, Dallapiccola does something tonal that flies in the face of
Schoenberg’s attempted avoidance of his musical past. At the text “Felix qui potuit” (m. 184),
Dallapiccola reprises, note for note, the music of the first 133 measures of the movement,
effectively creating a large ternary form. Other aspects of the reprise are less literal than the
row-forms, suggesting a modified or embellished return of A. The unison choral passage that
begins Canto 3 apparently uses a new row, although its prominent fifth (the inversion of the
fourth that began Canto 2) followed by two minor thirds suggest a connection between this row
and its predecessor. But the change of the minor third from minor to major and the restriction
of its presentation to the unison chorus dissolve any direct linkage. Following the choral row
(mm. 2—4), the instruments play a harmonization of Dies irae, the bass line of which is the
first tetrachord of row 1, used in both prime and inverted form. This template—alternating the
unison choral row and the harmonized presentation of the sequence—marks the culmination
of the thematic processes present in the work’s opening measures.

Dallapiccola’s use of twelve-tone materials represents his own personal appropriation of
Schoenberg’s formulation. While the choral writing tends to avoid the rows (Canto 3 being the
exception), subtle uses of row elements appear in the choral parts of all three movements. In the
first movement, the row’s opening tetrachord (and only the opening tetrachord) becomes the basis
for a point of imitation. By the time Dallapiccola wrote his opera, Il Prigioniero (1946—47) and the
choral drama Job (1950), strict dodecaphony governs the choral parts as well as the instrumental
parts.

The early career of the Austrian composer Ernst Krenek is marked by the influence of
neoclassicism and American jazz, the latter evident in the opera Jonny spielt auf (1927), which
launched his international reputation. As early as 1933, Krenek made extensive use of dodeca-
phony, adopting it as the exclusive language of his remaining compositional output. Following
the annexation of Austria in 1938, Krenek immigrated to the United States and became an
American citizen in 1945. His setting of the Lamentations of Jeremiah, op. 93 (1957), features
a unique blending of twelve-tone procedure and Gregorian chant. In his preface to the score,
Krenek provides invaluable insight into his compositional approach.?” In recognition of liturgi-
cal precedent, Krenek sets off the Hebrew letters in a manner similar to the ornamented capi-
tals of Renaissance manuscripts; more importantly, his primary theme reproduces the first four
pitches of the Gregorian tone (ex. 6.16a).

Example 6.16 a-b Krenek, Lamentatio Jeremiae Prophetae, op. 93
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Example 6.16 a-b Continued
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To complete the first hexachord, Krenek adds the pitches D» and Eb. He calls this
Hexachord A. He orders the six missing pitches as an ascending scale—B, C, D, E, F, and
G#—to create the remainder of his row called Hexachord B. Instead of creating a traditional
matrix based on this row, Krenek rotates both hexachords (ex. 6.16b), so that each new version
of the two hexachords begins with the next pitch in the sequence; hence, the first rotation of
Hexachord A (F-G-A-B—D—E}) is G-A-B—Di—E—F. He applies the same process to Hexachord
B and then transposes both hexachords so that all six rotations of each begin on a single pitch—
F (Hexachord A) and B (Hexachord B). He explains that the purpose of this arrangement “is
to allow the use of the principle of composition by tone row, except that all twelve tones can be
in play continuously while each, in accordance with the compositional purpose, can be chosen
in various gradations of the six-pitch diatonic and the twelve-pitch chromatic series.”?® The
resultant choral writing, while strictly ordered, is more consonant, expressive, and melodically
accessible than most dodecaphonic choral music (ex. 6.17).

Example 6.17 Krenek, Lamentatio Jeremiae Prophetae, op. 93
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The example shows the conclusion of the first lesson (Lectio prima). Despite his complex melodic
manipulations and counterpoint, Krenek creates choral music that is quite beautiful but difficult
to sing.

Krzysztof Penderecki ranks as an important twentieth-century exponent of twelve-tone
technique. Known primarily for his innovative experiments in sonority and the new notational
signs required to represent them, Penderecki's appropriation of Schoenberg’s technique is just
another in the large array of techniques he employs. His earliest choral use of row technique occurs
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in the second movement of Aus den Psalmen Davids (1959). In contrast to the percussion and quartal
harmonies that dominate mvt. 1, mvt. 2 is a brief, a cappella setting of Psalm 30, which uses only two
row-forms (prime and inversion) as well as their transposition by a perfect fourth. This simple appli-
cation of serialism is most clearly visible in the first seven measures of the alto part (ex. 6.18).

Example 6.18 Penderecki, Aus den Psalmen Davids, mvt. 2, mm. 17
© 1976 by Schott Music. All Rights Reserved. Used by Permission of European
American Music Distributors, LLC, sole U.S. and Canadian agent for Schott Music.
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The bass inverts the first ten pitches of the alto’s row, followed by the simultaneous entries of
soprano and tenor. The soprano sings all twelve chromatic pitches, the tenor only five (repeating
the last three of these in m. 8). From this point on, row usage is less predictable.

In his masterpiece, the Passio et mors Domini Nostri Jesu Christi secundum Lucam (St.
Luke Passion, 1963), Penderecki makes a much greater use of rows; these occur most often in
instrumental passages or solo melodies as a means of building chromatic clusters but not in
the chorus. In their analysis of the work, Ray Robinson and Allen Winold document the diver-
sity of the work’s thematic material, which, among other melodic types, includes multiple
twelve-tone rows derived in many cases from the BACH motive (B—A—C-By) motif.29 Of the
thirty-five motives Robinson and Winold cite, only two—cantus firmus 1 (CF-1) and the BACH
row—use all twelve chromatic pitches; both utilize their pitches as a kind of cantus firmus.3°

Example 6.19 Penderecki, St. Luke Passion, Rows

© 1960 by Schott Music, © Renewed. All Rights Reserved. Used by
Permission of European American Music Distributors, LLC, sole U.S.
and Canadian agent for Schott Music.
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The first row (CF-1) follows Schoenberg’s ideal, creating the second hexachord by trans-
posing the first one a distance of six semitones (ex. 6.19a). Penderecki uses the opening intervals of
the Polish hymn melody Swiety Boze (ascending semitone, ascending minor third, and descending
semitone) to initiate his second hexachord.> The BACH row (ex, 6.19b) features three different
arrangements of the BACH motive. Pitches 1—4 and 9—12 feature the motifin retrograde, beginning
on B and By respectively;3? the middle tetrachord uses the prime version starting on G (G-F+A-G#).

Penderecki’s use of pitch serialism rarely rises to the rigid application found in
Schoenberg or Webern; at no point in the St. Luke Passion do multiple row-forms appear in the
choral parts, either melodically or harmonically. The setting of Psalm 10, v. 1 closely resembles
the row used in the second movement of Aus den Psalmen Davids.3 Fifteen of the chorus’s
sixteen measures use only the four voices of chorus 1. The only complete statement of the row
CF-1appears as the alto’s first eight pitches, the remaining pitches (9-12) follow in the bass. The
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remaining choral parts (save for the t/b reiteration of the BACH motive in mm. 13-15) use only
partial row statements. Penderecki’s use of twelve-tone rows is neither substantial (in terms of
the vertical combination of multiple rows or melodic consistency) nor unique; he creates dis-
tinctive melodic curves with little apparent concern for the number of pitches they contain. All
told, his row usage constitutes a fairly prescribed portion of his compositional palette.

BENJAMIN BRITTEN

A prominent composer who adapted the pitch-serialism method in a way that uniquely fitted
his personal aesthetic is Benjamin Britten (1913—76), who uses aspects of twelve-tone technique
in his Cantata Academica (op. 62, 1960), Missa Brevis (op. 63, 1959), and War Requiem (op. 66,
1963). In these works Britten’s use of dodecaphony is purely melodic and typically harmonized
by triads. His 1954 chamber opera The Turn of the Screw, op. 54, is built almost entirely around
the twelve note “screw” theme. Only in his late opera Death in Venice, op. 88 (1973), does he give
himself over wholly to twelve-tone procedure in both vocal and instrumental parts.

The Cantata Academica illustrates Britten’s unique application of dodecaphony in a sus-
tained and interesting way: the opening movement of the cantata’s second part, Tema seriale con fuga
(“Serial Theme with Fugue”), is a unison melody that includes all twelve chromatic pitches plus a
concluding repetition of the opening pitch sung over a consonant triadic accompaniment (ex. 6.20).

Example 6.20 a-b Britten, Cantata Academica, op. 62, mvt. 8
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After two identical presentations of this theme, Britten begins his fugue, the subject of which
is clearly not a twelve-tone theme. Nonetheless, he presents this theme twelve times, starting
each statement of the subject with the successive pitches of his row. He then caps off the move-
ment with a contrapuntal tour de force in a stretto where each part presents recaps the twelve
fugal entries starting on each successive quarter note beat. The ingenious part of this stretto is
this compression of all twelve entries in such close proximity. Britten also extends the unifying
presence of his serial theme by using each of its twelve pitches as the tonal center of the can-
tata’s twelve movements.# Britten’s use of serial technique in the Missa Brevis and War Requiem
follows this model quite closely.

CONCLUSION

Although Schoenberg’s belief that the twelve-tone technique would become the basis of modern
music has had its advocates, the system he advocated failed to dominate the compositional land-
scape to the extent he envisioned. Nowhere has the style received a more tepid reception than
among choral composers for the simple reason that, in choral singing, voice leading matters.
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We return to the question posed by Schoenberg in his poem “Am Scheideweg.” It appears that
the great majority of people (whether composers, choral conductors, or audiences) have come
to equate Schoenberg’s opposition of tonal and atonal as code for consonant and dissonant,
but history will show that his emphasis on counterpoint at the expense of sonority became one
extreme of a musical spectrum. At the other extreme lay the inherently conservative nature of
choral music. Music like Webern'’s, for example, may never become a staple of the choral reper-
tory precisely because its voice leading (not to mention the level of harmonic dissonance) is ulti-
mately unwieldy to choral singers and, in general, not worth the trouble. Most choral composers
and conductors of the twentieth and twenty-first centuries have answered Schoenberg’s query
with an overwhelming vote for tonal even if they ultimately misunderstand the true nature of
the categories being held in opposition. Recasting Schoenberg’s question as “Consonant or
Dissonant” advances neither our understanding of his motivation nor the transformative role
that his method has had in the choral music of the twentieth century. As his Drei Volkslieder,
op. 49, make abundantly clear, Schoenberg never envisioned a choice of consonance over dis-
sonance but rather the affirmation of contrapuntal craft in the face of musical sentiment. The
greatest legacy of serialism is to be found in the Hegelian synthesis it effected, enriching a
choral music focused too much on sonority with new contrapuntal rigor.



Nationalism, Folk Song, and Identity

Music with a pronounced nationalistic flavor has been a presence in the concert halls
of Western Europe since the eighteenth century. Interest in the music of a country
other than one’s own is present in the eighteenth- and nineteenth-century’s fascination with
“Turkish” (e.g., the Rondo alla Turca from Mozart’s Piano Sonata in A major, KV 331, or the
“Turkish March” in the Finale of Beethoven’s Ninth Symphony), and “Gypsy” music (e.g.,
Schumann’s Zigeunerleben, Brahms’s Zigeunerlieder, or Liszt's Hungarian Rhapsodies, S. 244). At
best, Western appropriation of such music retains little or no connection to its original cultural
context. Although Chopin was Polish and the mazurka is a Polish dance, one is hard-pressed
to see his mazurkas as overtly nationalistic. In this period, native elements are used more as
novelty items than as serious representations of non-European cultures. Fascination with the
exotic is part and parcel of romantic poetry, beginning as early as the French translations of the
One Thousand and One Nights by Antoine Galland; the fascination of Western Europeans with
these exotic tales persisted, eventually becoming the inspiration for Schumann’s oratorio Das
Paradies und die Peri, which is based on Lalla Rookh, a Persian-inspired tale by Thomas Moore
published in 1817.

National music as exotic ornament is not the subject of this chapter, though. We will see
how increasing local interest in and promotion of native culture for its own sake blossomed into
a substantial body of choral repertory. This trend in countries with long-standing histories of
music like France, Italy, and Germany can be traced back to movements of political unification.

167
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That is not to deny the nationalist sentiment that spawned such works as Brahms’s Fest- und
Gedenkspriiche, op. 109, La Marseillaise, or the chorus Va pensiero from Verdi's opera Nabucco
(1841), which became something of a de facto national anthem for the Italian Risorgimento. But
we will examine choral music that draws its textual and musical substance from the discovery
and elevation of indigenous folk art to serious art music in countries such as England, Hungary,
Russia, and Scandinavia. This folk art often arose as a response to what Glenn Watkins calls the
“German hegemony.”

The first efforts at local musical training in many of these emerging countries took
as their model the tradition of the German conservatory, a pedagogy immersed in the three
Bs of German music. In chapter 6 we saw how Arnold Schoenberg attempted to ensure the
continuance of this German dominance through his creation of a system of composition
that would keep the German contrapuntal tradition at the center of modern music for the
new century. Indeed, much of the nationalistic music of the early twentieth century took
as its raison d’etre the provision of an active resistance to that German musical tradition.
In The English Musical Renaissance, Frank Howes writes: “Germany, Italy, and France cul-
turally hang together in spite of the wide stylistic and temperamental differences between
them. But their tyranny in music, a tyranny of melodic and harmonic language based on
key and a tyranny of structure and design as evolved in sonata form, was provoking revolt
in Russia, in Scandinavia, in Hungary, in Bohemia, in Spain and finally in England.”* The
Franco-Prussian War (1870—71) initiated France’s separation from the cultural axis Watkins
describes, spilling over into the two world wars that dominated twentieth-century cultural
history. Concurrent with French explorations of non-German alternatives are similar stir-
rings all over Europe—the music of Edvard Grieg (1843-1907), Jean Sibelius (1865-1957),
and Carl Nielsen (1865-1931) in Scandinavia, and in Russia the “Mighty Russian Five”:
Mussorgsky, Borodin, Rimsky-Korsakov, Balakirev, and Cui.

ENGLAND

The renascence of English music in the twentieth century is still debated. What revival
there was drew its impetus from the rediscovery of English folk song and the revival of
polyphonic music from the Tudor and early Jacobean eras. The movement began in ear-
nest with John Broadwood’s publication of sixteen songs associated with harvest and
other rural festivals in 1843. Fifty years later, his niece, Lucy, and J. A. Fuller-Maitland
published English Country Songs, an expanded version of the earlier collection.? The Folk-
Song Society was founded in 1898 to collect, preserve, and publish folk songs, ballads, and
English tunes. This organization had as charter members such musical luminaries as John
Stainer (1840-1901), Alexander Mackenzie (1847-1935), C. Hubert H. Parry (1848-1918),
Charles V. Stanford (1852-1924), and Edward Elgar (1857-1934), later adding Percy Aldridge
Grainger (1882-19061), whose folk-song research in Britain was concurrent with the work of
Béla Bartok in Hungary.

But the prime architect of the folk song revival was Cecil Sharp (1859-1924), who
despite a lack of professional musical training, pioneered what we now call ethnological
fieldwork, collecting 3,000 English folk songs and another 1,700 tunes of English origin in
the Appalachian Mountains of Virginia, North Carolina, Tennessee, West Virginia, and east-
ern Kentucky.# Editors and publishers, following Sharp’s example, produced a steady stream
of anthologies like National English Airs (1840) and Popular Music of the Olden Time (1859).
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Sharp’s efforts influenced the two composers who, more than any others, integrated folk song
into the emerging English musical identity—Ralph Vaughan Williams (1872-1958) and Gustav
Holst (1874-1934) (Fig. 7.1).

Vaughan Williams began collecting folk songs in East Anglia in 1903; his compositions
In the Fen Country (1904) and three Norfolk Rhapsodies (1906) were the direct result of this activ-
ity. Concerning his own discovery of folk song, Vaughan Williams stated, “My intercourse with
Sharp crystallized and confirmed what I already vaguely felt about folk-song and its relation-
ship to the composer’s art. With Sharp ... (one) had to be either pro-folk-song or anti-folk-song
and I came down heavily on the folk-song side.”s Imogen Holst notes that her father undertook
similar work at approximately the same time: “He had already begun to dream of a renaissance
in English music; here [in the folk song] to his delight he found English music at its very best.
Folk-songs finally brushed all trace of Wagner from his work. . .. He had the deepest admiration

Fig. 7.1 Gustav Holst with Edward Elgar (ca. 1921)
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for Cecil Sharp ... and felt that when the time came for the English musical history of the twen-
tieth century to be written, Cecil Sharp’s name would stand out above all others.”®

The role of folk music hinged on the nature of its use. Vaughan Williams used two dif-
ferent approaches—straightforward arrangement (harmonization) of a melody, and the trans-
formation of that melodic style into a new musical language. Hugh Ottaway and Alain Frogley
describe his dilemma as one of “reconciling rounded lyrical structures with the demands of
large-scale structures,” a challenge made more difficult by his fondness for small-scale stanzaic
tunes.” Vaughan Williams’s arrangements led him to develop new principal methods of trans-
lating melody-based forms into larger musical designs.

Vaughan Williams became convinced that the folk song was capable of sustaining
larger, more complex musical structures. His operas Hugh the Drover (1911) and Sir John in Love
(1929) make conspicuous use of this genre. The first choral work to appropriate folk song was
his popular Fantasia on Christmas Carols (1912), founded on traditional English Carols, together
with fragments of other well-known carol tunes.

The first tune, “The Truth Sent From Above” (Herefordshire), is Hypoaeolian, although
Vaughan Williams’s harmonization often uses F#, foreshadowing the E-major tonality of the sec-
ond carol, “Come All You Worthy Gentlemen” (Somerset). Vaughan Williams sets “On Christmas
Night” (Sussex) in G major, only to obscure that tonality by its combination with the final carol,
“God Bless the Ruler of This House,” which reuses the second tune and its key (Somerset).
Wilfrid Mellers has suggested that the Carol Fantasia is “affecting precisely because it is not an
exercise in anthropological lore or retrospective musical research but a modest re-vision of a life
that had once seemed permanent.”®

Vaughan Williams favored assimilation of folk song over direct quotation as the basis
of his developing style. A typical by-product of this choice is the use of gapped, pentatonic melo-
dies, a staple of folk songs. The hymn tune Kingsfold is an English folk song adapted by Vaughan
Williams for use in the English Hymnal of 1906 and can be found in many hymnals throughout
the United States and Britain.

Example 7.1 Kingsfold

The key signature suggests either G major or E minor; while both tonalities appear in the mel-
ody, the nearly complete avoidance of F and C emphasizes the melody’s pentatonic character.
An inclination toward triads based on the third and sixth scale degrees as accompaniment adds
to the modal feel of Vaughan William’s harmonizations (ex. 7.1).

Vaughan Williams also composed pieces designated as “folk songs” the cycle Five
English Folk Songs (1913) marks his earliest direct use of folk song. The five pieces included
in this cycle are “The Dark-Eyed Sailor,” “The Springtime of the Year,” “Just as the Tide Was
Flowing,” “The Lover’s Ghost,” and “Wassail Song.” It is interesting to compare the melody
of Kingsfold (ex. 7.1) with his transcription of a Dorian folk melody for “Just as the Tide was
Flowing” (ex. 7.2a) published in the 1906 issue of the Journal of the Folk Song Society.?
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Example 7.2 a-b “Just as the Tide was Flowing”

a. Dorian Folk Song
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These two pentatonic melodies are similar save for the latter’s larger range. Compare the
Dorset tune (ex. 7.2b) with the opening of Vaughan Williams’s composition (ex. 7.3). Except
for its transposition down a step and some minor modifications, his melody is virtually iden-
tical with the tune that George Gardiner published in July 1906.° Julian Onderdonk notes
that contrary to the composer’s self-proclaimed objectivity, frequent discrepancies between
the transcription and its later use in compositions is par for the course, especially with
arrangements."

Like many folk songs, “Just as the Tide was Flowing” is strophic. Vaughan Williams
sets the first four stanzas, omitting the rest due to variations in scansion. For the most part, he
deploys the tune in the soprano or tenor voice. Harmonically, he favors tertian chordal accom-
paniments with a predilection for plagal cadences (D to A) suggested by the melodic cadences
from Fito A (ex. 7.3).

Example 7.3 Vaughan Willliams, “Just as the Tide was Flowing,” mm. 1—4
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In addition to being strophic, many of these texts contain dialogue. “The Dark-Eyed Sailor,” for
example, involves two characters, William (the “dark-eyed sailor”) and an unnamed young lady.
The full chorus (as Narrator) sings the first two words of v. 2 (“Said William”), after which the
tenors sing the tune (ex. 7.4).
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Example 7.4 Vaughan Williams, “The Dark-Eyed Sailor,” mm. 11—18
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Later in the same verse, the chorus’s “She said” precedes the women’s voices singing “It’s a
dark-eyed sailor.”

Gustav Holst published only two significant collections of folk songs, op. 36b (1910)
and an unnumbered collection of twelve songs (1930-31). The Six Choral Folk Songs owe their
existence to William G. Whittaker’s fondness for Holst’s arrangement of “This Have I Done for
My True Love.” When Whittaker asked Holst for permission to perform this “folk song,” Holst
replied that it was not a folk song, but he would arrange one for Whittaker’s concert. On April 24,
1916, Holst sent Whittaker “I Sowed the Seeds of Love,” confiding that he “had given up all hope
of writing anything for yr. Concert when this ‘came’ all at once just 24 hours ago along with some
ideas for arranging folk songs.”2 Holst dedicated the first three pieces to Whittaker, the last three
to Charles Kennedy Scott and the Oriana Madrigal Society.? Five of the six melodies (including
“Swansea Town,” p. 85 in Marrow Bones) were transcribed and published by George B. Gardiner;
the sixth (“I Love My Love”) is based on “The Loyal Lover” published in Songs of the West.4

Holst’s approach to “Swansea Town” is nearly identical to Vaughan Williams’s in “Just
as the Tide Was flowing”: Holst transposes the melody to a more singable range and slightly
modifies its melody. Like Vaughan Williams, Holst pays attention to the implied gender of the
text using male voices to represent the anonymous sailor serenading “Nancy.” In v. 2, Holst’s
simple, four-part harmonization avoids tonal progressions (e.g., V-I) in favor of inversions. The
text of v. 3 leads to some obvious text painting—hummed chromatic lines and the alto’s mourn-
ful octave ascent and descent to represent the howling winds of the storm. The concluding
stanza resembles the second, except that the melody appears in the male voices accompanied
by a descant (ssa) based on inverted parallel triads.
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Both Holst and Vaughan Williams were active as choral conductors, which may explain
the size of their choral output; alternatively, they simply may have conducted choirs to insure
performances of their music. Both composers also participated prominently in major choral
festivals. From 1920 to 1926 Vaughan Williams conducted the London Bach Choir (founded
1849); Holst, who had conducted the Hammersmith Socialist Choir in the late 1890s, created
the Whitsuntide Singers in 1916 to perform his own music as well as compositions by Purcell,
Weelkes, and other early English composers at annual music festivals. Vaughan Williams first
set the poetry of Walt Whitman (“Toward the Unknown Region”) for the Leeds Festival in 1907,
followed by more Whitman texts in his Sea Symphony (1910). For the Gloucester Festival in
1910, Vaughan Williams produced a signature composition—the Fantasia on a Theme of Thomas
Tallis for double string orchestra; this work uses as its theme the Phrygian melody composed
by Thomas Tallis in 1562 (“The Third Tune”) for the metrical psalm paraphrases of Archbishop
Matthew Parker’s Psalter.

The first choral manifestation of Tudor revivalism was Vaughan Williams’s Mass in
G minor (1922), inspired by the tireless advocacy of Richard Runciman Terry (organist-choir-
master at Westminster Cathedral) of the music of Tallis and Byrd and dedicated to Holst’s
Whitsuntide Singers. The opening melody of the Kyrie sets the tone for the entire work.
Though nominally in G minor, the persistent presence of Eis suggest Dorian mode. Similarly
Tudor in style is the Kyrie’s use of a point of imitation. The use of two major chords with roots
a third apart generates cross relations like those commonly found in Tudor church music, as
one finds in the opening harmonic progression of the Gloria. The Gloria and Credo feature
double choir, a texture perhaps derived from the Decani and Cantoris divisions that form an
essential aspect of Tudor practice. These terms indicate the ecclesiastic location: decani, the
side of a cathedral where the dean sits, south side of a church; cantoris, the side of a cathedral
where the precentor or music director and choir sit, north side of a church. A final historical
allusion is Vaughan Williams’s imitation of the planing first-inversion triads known as discant
style in the Benedictus.

The closest parallel to Vaughan Williams’s Mass is Holst’s eight-part Nunc Dimittis
(1915). Also composed for Richard R. Terry, the work was premiered in 1915 on Easter Sunday
at Westminster Cathedral; after that, it lay forgotten until Imogen Holst reconstructed it for
performance at the 1974 Aldeburgh Festival (the centenary of Holst’s birth). Although Holst
assigned a key signature of three sharps, the music is rarely in a key. Most striking are the
abrupt juxtaposition of chords a whole step apart, prominent use of G naturals, and plagal
cadences. Like Vaughan Williams’s Mass, Holst uses the double-choir format but with even
greater flexibility, as seen in the contrast between ensembles of high and low voices at “Lumen
ad revelationem gentium.”

Such references to the choral techniques of earlier times also appear in the larger works
of both composers. The crown jewel of Holst’s output is The Hymn of Jesus, op. 37 (1917), which
directly followed his widely known composition of The Planets, op. 32 (1914-16). An earlier set of
choral hymns (op. 26), based on texts from the Rig Veda that Holst had translated, is the choral
ancestor of the Hymn of Jesus. Holst composed his Choral Hymns from the Rig Veda during a
period of intense interest in subjects and texts drawn from Eastern culture. Richard Cappell
commented that “So far as the spirit of the music went, the hymns might almost as well have
belonged to prehistoric Gloucestershire as to the valley of the Indus. It was a misapprehension
of twenty-five years ago to put the strangeness of the musical style down to Oriental influences.”
Holst’s specific musical techniques included use of asymmetrical meters (5/4,7/4, etc.), unusual
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scales, cross rhythms, and canon to generate a new harmonic language. Perhaps most suc-
cessful is the third set, scored for female voices and harp (1910); Holst dedicated them to Frank
Duckworth and his all-female choir at Blackburn, who “were the first musical executants to
take me seriously as a composer.”® The “Hymn of the Travelers” (the fourth song in set 3)
is an excellent representative of the collection as a whole (ex. 7.5).

Example 7.5 Holst, Choral Hymns from the Rig Veda, op. 26, no. 3,
mvt. 4, mm. 1-5
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A hypnotic Lydian (on D) tune cast in subtly varied versions of 5/4 meter is used to set all five
verses of text; Holst injects variety by adding progressively added wordless countermelodies.

Dedicated to his friend Ralph Vaughan Williams, The Hymn of Jesus sets texts from the
Apocryphal Acts of St. John (in the New Testament Apocryphal Books) translated from the original
Greek by Holst. The text elaborates a verse from Matthew 26:30, “And when they had sung a hymn,
they went out to the Mount of Olives.” To this spare account, the apocryphal source adds considerable
detail: “He commanded us to make as it were a ring, holding one another’s hands, and Himself stand-
ing in the middle. He said: ‘Respond Amen to me.” He began then to sing a hymn and to say: ‘Glory
to Thee, Father!” And we, going about in a ring, said ‘Amen, Amen . . .” So then, my beloved, after this
dance with us, the Lord went out: and we men gone astray or awakened out of sleep fled all ways.””

The work is scored for two mixed choruses, a treble semichorus (ssa) and a large
orchestra.

Example 7.6 Holst, The Hymn of Jesus, op. 37,
“Prelude,” mm. 2830
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Example 7.7 Holst, The Hymn of Jesus, op. 37, “Hymn,” mm. 69-70
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Holst’s orchestration is precise, guided by his experience as a professional trombonist. His pref-
atory notes even include a list of instruments that may be omitted if necessary. Compositionally,

the work is strikingly progressive in several ways:

1. Ituses plainsong as a prominent source of melodic themes (both instrumental
and choral). In the “Prelude,” Holst has the semichorus sing “Vexilla regis pro-
deunt” over an instrumental ostinato; neither part is metered, allowing the two
layers to coexist without conflict.

2. Example 7.6 shows an early use of bitonality, its harmony compounded from
triads (C major and F# major) the roots of which are a tritone apart.

3. Another typical Holst fingerprint is the repeating bass ostinato that supports the
opening hymn. Over this same ostinato, occurs what may well be the first use of
choral speech, indicated by specific rhythm notation without pitch (ex. 7.7).

4. The prominent use of 5/4 meter in the work’s large central section (“Divine
Grace is Dancing.”) is strongly reminiscent of The Planets.

5. Like many twentieth-century composers, Holst avoids any key signature (and
implication of tonality), the result being a constant flux of accidentals.

The larger choral works of Vaughan Williams are more popular and thus more often
performed than Holst’s. Especially well known are the Fantasia on Christmas Carols, Five Mystical
Songs, Serenade to Music, and Hodie. The less familiar A Sea Symphony (Symphony No. 1)
actually started out as a cycle of choral songs about the sea and modeled on a similar work by
Charles Villiers Stanford.®® Two other relatively unknown works of similar character and length
are the oratorio Sancta Civitas (1923—25) and the cantata Dona nobis pacem (1930).

Vaughan Williams called Sancta Civitas an oratorio, although one is hard-pressed to
discern why. Citing the maxim of William Blake that “to labour in knowledge is to build up
Jerusalem,” Wilfrid Mellers has argued that Vaughan Williams purposefully invoked the image
of the New Jerusalem as an antidote to the tribulation afflicting England after World War 1.
Indeed, the first work’s premiere took place during the General Strike (1925) that threatened to
paralyze England. Many commentators note that Vaughan Williams claimed this work as his
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favorite, perhaps because it was a personal exploration of the same mystical depths he found in
Holst’'s Hymn of Jesus. Alternatively, this collation of biblical texts comes closer than any other
to being a statement of his faith, an affirmative agnosticism that neither shied away from real-
ity nor bathed in fatuous platitudes. A sense of Vaughan Williams, the man, is found in the
quotation from Socrates (via Plato’s Phaedo) that prefaces the score; having described the soul’s
journey after death, Socrates explains: “A man of sense will not insist that things are exactly as
I have described them. But I think he will believe that something of the kind is true . . . and that
it is worth while to stake everything on this belief.”2°

Sancta Civitas contains all the stylistic trappings associated with Vaughan Williams’s
music—parallel triadic harmonies, tonal ambivalence (created by the juxtaposition of unrelated
triads), contrapuntal writing based on the pentatonic scale, a beautiful violin solo (reminiscent
of those found in The Lark Ascending or Serenade to Music), and the somewhat overblown choral
writing beloved and expected by English choral societies of the day. But there is also much that
is novel, like the harmonies of the orchestral introduction; despite a key signature of one sharp,
Vaughan Williams avoids both G major and E minor, emphasizing Fy and Bb in the bass, over
which float chords comprising unrelated pentatonic collections (E, A, B, and D, E, A). The same
music returns at the work’s end.

In addition to a large orchestra, Vaughan Williams calls for three choruses—a large
mixed chorus, a smaller semichorus (both divided antiphonally) and a so-called Distant Chorus
of treble voices. The composer specifies that that particular choir (preferably consisting of male
treble voices) literally be distant, and, if possible, invisible. This choir sings three times, always
in Ab major accompanied by a trumpet call. While the first two passages (m. 78 and m. 307) are
brief and diatonic, the harmonic vocabulary of the third (ex. 7.8) expands to include neighboring
chords in Gb major/minor.

Example 7.8 Vaughan Williams, Sancta Civitas, mm. 492—97

Distant
Choir

Distant
Trumpet

The divided treble voices of the semichorus dominate the work’s center, singing
“Babylon the Great is fallen,” not bombastically but as pianissimo chords that create a bitonal
clash with the E» pedal of the orchestral basses. We expect such layered bitonality in Stravinsky
but not in the Vaughan Williams of the 1920s. One of the more remarkable passages to appear
in any of Vaughan Williams’s choral music is his resolution of this bitonality by subtracting
orchestral texture until only Ab remains to provide an enharmonic pivot to E major for the text
“For I saw a new heaven and a new earth” (Revelation 21.1).

If Sancta Civitas celebrates the hope for a new world order after World War I, Dona nobis
pacem prays for peace amid the gathering certainty of a yet more terrible war in the late 1930s.
Vaughan Williams assembled an eclectic selection of biblical and secular texts, which appealed
for “inner and outer peace.” Written amid the rise of National Socialism in Germany, the work
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sounds the tocsin of war. Vaughan Williams turns again to Whitman’s poetry, specifically the
collection titled Drum Taps, whose recollection of the American Civil War sets an appropriately
martial tone in the first poem: “Beat, beat, drums! Blow, bugles, blow!” In response to this
martial music comes a luminous setting of Whitman’s “Reconciliation”: “Word beautiful over
all, beautiful as the sky, Beautiful that war and all its deeds of carnage must in time be utterly
lost.” Filled with hope, but tinged with the seeming inevitability of war, these words evoke one
of Vaughan Williams’s most beautiful melodies, sung first by a baritone soloist, then by the
choral sopranos (ex. 7.9).

Example 7.9 Vaughan Williams, Dona nobis pacem, mvt. 3, mm. 22-34
© Oxford University Press 1936, Renewed in U.S.A., 1964. Used by permission.
All rights reserved. Photocopying of this material is ILLEGAL.
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A revised version of the 1908 setting of Whitman’s poignant “Dirge for Two Veterans”
follows. True to its title, this work features the persistent, muted rhythms of a funeral procession.
The nine strophes of the poem fuel a musical procession that seems to start in the distance and
grow nearer and nearer until the “strong dead march enwraps me” (using a rhythmic motive
from the opening movement). The final movement begins with words “The Angel of Death . ..”
from John Bright’s speech on the eve of the Crimean War in 1855, inciting the chorus to reply, “We
looked for peace, but no good came; and for a time of health, and behold, trouble!” (Jeremiah &:15).
This despair gives way to more hopeful texts from Daniel 10:19 (“O Man, greatly beloved, fear not”)
and Haggai 2:9 (“The glory of this latter house shall be greater than the former ... and in this
place will I give peace.”), ushering in a procession that culminates “Glory to God in the highest
and on earth peace, good will to men,” set to music of Elgarian grandeur. Just like the angels who
having sung words disappear leaving an uneasy quiet, Vaughan Williams diminishes the forces
in each setting of “Dona nobis pacem,” ultimately leaving only the plaint of the soprano soloist.

The Australian-born Percy Aldridge Grainger deserves mention as among the most
ardent, if idiosyncratic, advocates of folk song. Long familiar in the American band world for
his folk-inspired pieces (Lincolnshire Posy), Grainger is less well known as a composer of choral
music, principally because his choral music often lacks text, as in his exquisitely tuneful arrange-
ment of “Irish Tune from County Derby (Londonderry Air).” Recently, more of Grainger’s music
has become accessible in score and recordings, especially the multivolume Grainger Edition on
the Chandos Label (1992—2002). The novelty and honesty of this little-known repertory make it
an ideal source of piquancy for choral programs. Interestingly, Grainger largely disapproved of
Vaughan Williams’s treatment of folk song, believing that the words and music need always be
kept together. According to Grainger, the music should never be used in isolation for that would
deny the artistry of the singers who were the real “owners” of such music.>
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HUNGARY

A pair of Hungarian composers—Zoltan Kodaly (1882-1967) and Béla Bartok (1881-1945)—
undertook the same type of ethnological fieldwork as had Sharp, Vaughan Williams, and
Holst (See Fig. 7.2). For Kodaly, the process began with his doctoral thesis, A Magyar népdal
stréfa-szerkezete (The Stanzaic Structure of Hungarian Folk Song, 1906). Driven by a shared
interest in ethnic music, Barték and Kodaly undertook a systematic study of Hungarian folk
song and produced “a complete collection of folk songs gathered with scholarly exactitude.”
Their transcriptions comprise a Complete Edition of Hungarian Folk Songs, published as
Transylvanian Hungarian Folk Songs.??

ZOLTAN KODALY

In the late 192.0s, artistic differences ultimately led to the dissolution of the partnership between
Bartok and Kodaly. Bartok used ethnic melodies to create a new, personal harmonic language,
while Kodaly adhered more closely to traditional Western harmonies. Bartok’s description of
Kodaly’s music (1921) highlights their differences: “His music is not of the kind described nowa-
days as modern. It has nothing to do with the new atonal, bitonal and polytonal music—every-
thing in it is based on the principle of tonal balance. His idiom is nevertheless new; he says
things that have never been uttered before and demonstrates thereby that the tonal principal
has not lost its raison d’étre as yet.”

Kodaly’s oeuvre contains works as diverse as Psalmus Hungaricus, op. 13 (1923), the
Missa Brevis (1942—44), and numerous a cappella compositions both sacred and secular. And

Fig. 7.2 Béla Bartok and Zoltin Kodaly with members of the Hungarian Quartet
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his choral output is larger than Bartok’s, providing a more inclusive summary of his style.
Despite its title, the Psalmus Hungaricus is not based on folk materials. Its genesis—the fifti-
eth anniversary of the unification of Pest, Buda, and Obuda into the modern city of Budapest
(1923)—is decidedly nationalistic, as is its use of a Hungarian paraphrase of the Psalm 55 by the
sixteenth-century poet Mihdly Kecskeméti Vég.24 The success of its European premiere at the
fourth ISCM Festival in Zurich (1926) and more than two hundred documented performances
in Europe, Britain, and the United States suggest broad appeal.® Following the Zurich pre-
miere, Edward Dent arranged a performance at Cambridge (March 1927) for which he provided
an English singing translation. This performance also provided Kodaly entrée to English com-
posers (Elgar and Vaughan Williams) as well as various English choral festivals.>®

Vég's text paraphrases Psalm 55 in seventeen strophes, the first of which is given
here in Dent’s translation: “When as King David / sore was afflicted, / By those he trusted /
basely deserted / In his great anger / bitterly grieving, / Thus to Jehovah / he prayed within his
heart.”?” Even this translation illustrates the original text’s organization into lines containing a
variable number of five-syllable lines with a concluding phrase of six syllables. The consistency
of the text’s format allows Kodaly to create what is essentially a set of rhythmic/melodic varia-
tions. Janos Breuer believes that Kodaly composed Psalmus Hungaricus straight through: “He
sketched out the whole rondo form with three themes on a single music sheet (the recurring
elements being an orchestral introduction, “‘When as King David’ and ‘O hear the voice of my
complaining’).”2®

Example 7.10 Kodaly, Psalmus Hungaricus, op. 13, mm. 17—25

© 1926 by Universal Edition A.G., Vienna. All Rights Reserved. Used by
permission of European American Music Distributors, LLC, solo U.S.
and Canadian agent for Universal Edition, Vienna.
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This ritornello melody (ex. 7.10) dominates the work, creating a ternary form:

A B A’

mm.1-145 mm. 146-269 mm. 270-397
wW. 1-8 V. 913 VV. 14-17

The second and third segments feature the same contrasts as the first—alternation of tenor solo
and chorus, whose only appearance is a wordless wail over a truncated version of the orchestral
introduction. In the final section the chorus returns to the prominence it enjoyed initially (the
tenor soloist is absent for the final 127 measures); the concluding section also reasserts the
principal melody (in varied form for vv. 1417, returning to its initial shape in the final strophe).
This overview emphasizes the multiple variants of the principal theme and their role in creating
unification and variety. Although Kodaly adheres to a basically tonal orientation, he manages
at times to create an exotic, modernistic language similar to Bartok’s. The clearest example of
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what later became Barték’s “night music” occurs at the conclusion of v. 13 (mm. 152—70), where
the tenor soloist turns from prophetic vengeance to serene trust in God.

For Kodaly’s Missa Brevis (1942—44), the composer himself describes the early genesis
of this work in a radio interview in 1944:

During a lengthy stay in the country, I was asked, for want of someone bet-
ter, to accompany a low mass—on a harmonium ... when a low Mass is cel-
ebrated without the singing of any chorus or folk hymn, the organist plays
solo throughout the Mass. This organ solo can be of two sorts: he either plays
pieces he has selected in advance or improvises. In either case the music very
rarely follows the passages of the Mass to express, as far as possible, the con-
tents of the liturgical texts. I wanted something like this, and instead of an
improvisation I sketched up the various movements; out of these there devel-
oped, after a great many changes, the present form of the Mass.?9

This “present form of the Mass” refers to its incarnation as a work for chorus and organ (1944),
the form in which the work was premiered two days before the liberation of Budapest.® The
informal performance was given by soloists of the Budapest Opera (who, like Kodaly, were
refugees in the basement of the Opera House); the composer played a harmonium found in a
storage room.

In 1948, Kodaly orchestrated the Missa Brevis for performance at the Three Choirs
Festival in Worcester Cathedral, with the composer conducting. To the traditional five move-
ments, Kodaly added an Introitus for organ and a setting of the concluding “Ite, missa est” (for
choir, organ, and solo organ). The Introitus functions as an overture and presents the main
theme of the Kyrie in diminution (ex. 7.11a, b).

Example 7.11 a-b Kodaly, Missa Brevis
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Table 7.1 Kodaly, Missa Brevis, Gloria, form

A B A’

Gloria in excelsis Deo ... Domine  Qui tollis peccata mundi . . . Quoniam tu solus Sanctus . . .
Deus, Agnus Dei, Filius Patris Amen

mm. 1-39 mm. 40-77 mm. 7811

2 sharps 4/4 3 sharps 3/4 3—2 sharps 4/4

Andante Adagio Tempo primo

D M-CiM F¢ m-Di M Dé M-Ft M-D

The “Ite, missa est” brings back the material first heard in the Introitus. Inside this frame lies
another, the nearly exact return of the Kyrie motive in the Agnus Dei.»

Both the Gloria and Credo follow the nineteenth-century tradition of using tripartite
form based on tempo (F-S-F), meter (4/4, 3/4, 4/4), and vocal texture (chorus, solo, chorus).
Even Kodaly’s division of the text occurs at traditional places (see Table 7.1). The opening mel-
ody of the Gloria, though reminiscent of Hungarian folk song, is original. The opening of the
Sanctus, featuring white notes (4/2) and imitative counterpoint, seems positively Caecilian in
inspiration. At “Pleni sunt coeli,” however, Kodaly clearly references a Gregorian theme, fol-
lowed by allusions to the Kyrie’s melody at “Hosanna in excelsis.”

Kodaly’s earliest a cappella chorus is a haunting setting of Gyulai Pal’s poem Este
(“Evening”), one of only four choral works that predate the Psalmus Hungaricus. Sections of
the work’s beginning, middle, and end feature a single vocal line (choral or solo) accompa-
nied by a wordless chorus. The lush harmonies used here are more suggestive of German
romanticism than of any folk-song influence. More obviously nationalistic is Kodaly’s cycle
Matrai Képek (“Matra Pictures,” 1931), which contains no fewer than seven different folk
songs.

BELA BARTOK

If Kodaly favored a consonant Western approach to harmonizing folk-song melody, Béla
Bart6k’s path led to the creation of a new and distinctly personal musical language that epito-
mizes the gap between ethnic Hungarian/Romanian music and the Western tradition. Bartok’s
best-known choral work is the set of Four Slovakian Folk Songs (1917). The first of these pieces,
the Wedding Song from Poniky, seems comparatively consonant and tertian. Bartok uses a modal
melody, which resists reduction to any traditional, seven-note diatonic scale in order to create a
modified strophic form (ex. 7.12).

Example 7.12 Bartok, Wedding Song from Poniky, mm. 1—9
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The first quandary posed by this melody is its acceptance of two conflicting versions
of the pitch class D (Db and D). The scale’s lower tetrachord (E—F-G-A) is consistently Lydian,
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a modal construct more strongly associated with Slovakian melodies than Hungarian ones.:?
Depending on which form of D Barték employs, the upper tetrachord vacillates between Bb
Dorian and Ionian. Another departure from Kodaly’s approach is his construction of cadences;
to our tonal ears the melody ends on a half-cadence to the supertonic (F), a cadence that mir-
rors the first cadence to C (supertonic to Bb). Paired with the composition’s contrasting initial
and final harmonies (B> minor and F major), there is substantial tonal ambiguity. That said,
Bartok’s use of tertian chords (piano) to harmonize the melody and counterpoint in v. 2 creates
a harmonic and textural variety not all that different from Kodaly’s. The textures used for the
four strophes create a textural symmetry—unison (s), 2 part (s, a), a 4, and unison (sat). Barték
counters this symmetry by constantly changing his harmonization of the melody; although
each verse is seemingly different, comparison of each verse’s opening and closing harmonies
reveals some similarities:

Stanza 1:  Bb minor—D minor
Stanza 2: B—F major

Stanza 3: G+D minor

Stanza 4: B—F major

The first and third stanzas end in D minor (approached from a diminished triad); the second
and fourth close in F major, suggesting the conventional relationship of minor and relative
major. Stanzas 2 and 4 begin with seventh chords built as different inversions of Bb major
(thus, D), while 1 and 3 assume the presence of Db. The style of piano writing suggests yet a
different pairing, the first two strophes (chordal accompaniment) against the final two (arpeg-
gios). The piano introduction features an implied pentatonic scale on B} (the E) is omitted),
the pitch that begins and ends the introduction and functions as the central pitch of the vocal
melody.

The Four Hungarian Folk Songs (early 1930s) present a totally different approach to
melody, harmony, form, and texture. The absence of piano accompaniment leads to frequent
use of divisi, which, along with complex rhythms, sets this collection apart from its predecessor.
The first setting of the four, titled (in English) “The Prisoner,”® is an old Hungarian folk song
consisting of four six-syllable lines sung to a G-Dorian melody.3

Bartok sets only the first four stanzas of text, using rests to separate each verse. He
relocates the Dorian melody to a new tonal center for each verse (3 flats, 2 flats, 1 flat, 3 flats).
This modal transposition partially explains his changes of the melody’s location (s, vv. 1 and 3,
bar, v. 2, and the s and t alternately in v. 4). Bartok’s vocal scoring sometimes reflects the gender
of the speaker, but at other times he avoids such clear characterization. The first strophe (mm.
1-9) begins with women’s voices, adding the first tenor in line 3 to identify the protagonist as
the mother’s son. Male voices dominate v. 2, but Bartok uses full texture (saattb) for the son’s
plea to his mother to secure his release. The change of voicing and tune location in the fourth
strophe reflect the son’s question (atbb, melody in tenor [above the alto]) and the mother’s
response (satb, melody in soprano). In addition, Bartok’s setting creates a formal shape based
on dynamics: v. 1 p; v. 2 mp; V. 3 mff; v. 4 p; Coda pp. Other interesting features are Bartok’s grad-
ual insertion of tones outside the mode (e.g., the appearance of Gb and Db in v. 1) and melodic
flourishes that suggest the improvisational nature of authentic folk performance (ex. 7.13).
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Example 7.13 Bartok, The Prisoner, mm. 1—5
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In v. 2 Bartdk injects a harmonic style based on parallel sixths (ex. 7.14), which he expands to
parallel triadic inversions in vv. 3 and 4, producing a denser harmonic language based on oppos-
ing harmonic layers in the female and male voices.

Example 7.14 Bartok, The Prisoner, mm. 22—27
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Although clearly more challenging than the Slovakian Folk Songs, Bartok’s basic approach—
modal harmony combined with a linear melodic logic for each part—remains the same.

Despite its lofty position in Barték’s catalogue and relatively brief duration of about
eighteen minutes, Cantata Profana (1930) remains the composer’s least performed major work.
Bart6k had to wait four years for the work’s premiere (by the BBC on May 25, 1934) and another
two years for its premiere in Hungary (by the Budapest Philharmonic Society, conducted by
Erné Dohndanyi). These delays and the paucity of contemporary performances stem from the
difficulties of the choral and solo writing, difficulties made even more acute by the orchestra’s
completely independent, dissonant accompaniment.

It is the composition’s text rather than its music that link it with folk song; this text is
part of a body of Romanian songs, and Bartok writes of his text:

The category “Christmas carols” (in Romanian, “colindas”) is the most impor-
tant. Their text is also extremely valuable and interesting, both from the stand-
point of folklore and cultural history. However, we should not think of these
songs in terms of the pious West European Christmas carols. The most impor-
tant part of the text, perhaps one third, is not connected in any way with the
Christian Christmas: instead of the Bethlehem story, they are about miraculous
and victorious battles with a hitherto invincible lion (or stag); there is a legend
about nine brothers who hunted so long in the depths of the forest that they
were turned into stags; there is also a miracle story about how the Sun married
his sister, the Moon.. .. In other words, all remnants of stories from pagan
times!3s

Bartok saw the story of the nine hunters transformed into stags as a metaphor for urban civili-
zation’s increasing incursions into nature’s realm. Taken literally, the story describes an ironic
“escape” from the warmth of human companionship into the cold world of nature and the cos-
mos; metaphorically, however, the tale is one of triumph over a world that increasingly provides
no protection from custom, compromise, or power and that, ultimately, humankind must rely
only on its own innate abilities and moral values. The music that carries this story consists of
three distinct, yet continuous movements:

1. Molto moderato—Allegro molto—Molto moderato: 198 measures (chorus and orchestra)
2. Andante: 215 measures (T, Bar, chorus and orchestra)
3. Moderato: 93 measures (chorus and orchestra)

Aside from these obvious divisions, typical formal markers do not apply. No change of
tonal center demarcates the movements, their music being both nontonal and continu-
ous. The tempos appear at the beginning of each movement (plus the important change to
Allegro molto for the “Hunting Chorus”) and impart a large-scale, rondo-like design based
on alternating slow and fast tempi: the slow tempi imply narrative, the fast sections dra-
matic conflict. In reality, the tempi, carefully quantified by metronome markings, fluctuate
constantly, and the analysis can not use the number of measures as an accurate gauge of
form because the quantity of the measure is in a nearly constant state of flux. The most
distinctive formal marker is the dominant presence of the tenor and baritone soloists in the
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Table 7.2 Barték, Cantata Profana, mvt. 2, formal
symmetry

Instrumental introduction (8 mm.)
t,b (8 mm.)
s,a,t,b (then divisi) 25 mm.
Aria T (53 mm.)
s,a,t,b (7 mm.)
Arioso Bar (5 mm.)
attb (7 mm.)
Aria Bar (45 mm.)
s,a,t,b (7 mm.)
Aria T (20 mm.)
T, B + ssaattbb (29 mm.)

middle movement and their absence in the outer movements. Bart6k’s decision to reduce
the chorus’s role to a narrative frame for a poignant dialogue creates the dramatic weight-
ing of the work’s form.

Bartdok’s well-documented sensitivity to symmetry begins with the ethnomusico-
logical research that places him in contact with nature; his appreciation for the harmony
and growth processes he found there are manifest not only in the overall textural symmetry
but also in the internal balance between chorus and soloists in the critical second move-
ment. Three seven-measure choral interludes simultaneously suggest a kind of rondo or
concerto function and create a quasi-palindromic formal design.

This internal scena exists within a frame of choral and ensemble music—an intro-
ductory chorus of forty-one measures (including an eight-measure orchestral introduction)
balanced by the twenty-nine-measure concluding ensemble. What Table 7.2 cannot convey is
Bart6k’s use of different vocal styles and his use of strict imitation to create a tense buildup
climax of the tale.

The second part of the cantata begins with eerie orchestral music generated by a duet
in mirror inversion between the vla and vc 1, 2, and db (ex. 77.15).

Example 7.15 Bartok, Cantata Profana, mvt. 2, mm. 1—4

©1934 by Universal Edition A. G., Wien/UE 10613 © Renewed All Rights Reserved.
Used in the territory of the world excluding the U. S. by permission of European
American Music Distributors LLC, agent for Universal Edition A.G., Wien.
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The seemingly random succession of pitches is anything but random, generated by Bartok’s
signature use of an octatonic scale (a symmetrical scale of alternating whole and half steps).3
The implied tonal underpinning (F-C'-F) provided by the bassoons and horns serves only to
intensify the dissonance of the passage. The first choral entry, an imitative duet for bass and
tenor, escalates into an eight-part texture founded on mirror inversion and the gradual reduc-
tion of the distance between entries that eventually produces entries harmonized in parallel
fourths (ex. 7.16).

Example 716 Bartok, Cantata Profana, mvt. 2, mm. 33-35

©1934 by Universal Edition A. G., Wien/UE 10613 © Renewed All Rights Reserved.
Used in the territory of the world excluding the U. S. by permission of European
American Music Distributors LLC, agent for Universal Edition A.G., Wien.
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The tempo increases and the orchestration thickens, building toward the entry of
the tenor soloist, whose melody exhibits both metric fluctuation and a gradually rising tessi-
tura. The music climaxes at m. 85 as the tenor ascends to C", accompanied by string tremolos,
a sustained fifth (G#D¥) in lower strings and bassoons, a four-part chord in the horns, canonic,
pentatonic flourishes in the flutes and clarinets, and rapid harp glissandi.
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Elliott Antokoletz points out that the authentic Romanian folk-song texts (colindiis)
throughout this work “are supported by ... diatonic and nondiatonic folk modes, which are
transformed into several other diatonic modes, as well as octatonic and whole-tone collections,
in support of the main idea of the story.”s” The strings open the cantata with such a nondiatonic,
modal scale (ex. 7.17).

Example 7.17 Bartok, Cantata Profana, mvt. 1, mm. 1-5

©1934 by Universal Edition A. G., Wien/UE 10613 © Renewed All Rights Reserved.
Used in the territory of the world excluding the U. S. by permission of European
American Music Distributors LLC, agent for Universal Edition A.G., Wien.
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This scale contains both Dorian and whole-tone tetrachords, creating a scale that is partially
octatonic. The Dorian tetrachord consists of whole step, half step, and whole step. The G# and
At of the whole-tone tetrachord extend the octatonic pattern (half step, whole step), but the A#
breaks the pattern.

This very Bartokian scale can be viewed as a simplified demonstration of the math-
ematical construction known as the Fibonacci series, in which each number is the sum of the
two immediately preceding numbers (e.g., 1, 1, 2, 3, 5, 8, etc.) Thus the distance from D to E
is 2 semitones, from E to F one (2+1=3), from F to G two semitones (3+2=5), etc.3® The web of
interrelated melodies that spring from example 7.17 and return to conclude the composition
suggest that Bart6k constructed this collection of pitches to embody the purity of nature and
the forest that nurtures the transformed stags. The dark, brooding music of the work’s open-
ing sets up a pattern commonly found in Western art—divergence (development) and return
(recapitulation)—that Bartok re-creates despite his use of a nontonal musical language.

GYORGY LIGETI

The logical successor to Kodaly and Bartok is Gyorgy Ligeti (1923—20006), who in his maturity
struggled to reconcile the contradiction implicit in the aesthetic of Kodaly and the repressive
politics of Communism. Publicly, Ligeti initially produced the kind of music the state required,
but privately he explored new, adventurous sonic experiments. By the mid-1950s, the grip of
Communism had relaxed enough to allow Ligeti to set two poems by Sandor Weéres for a cap-
pella chorus: Ejszaka (Night) and Reggel (Morning). Of the two, Reggel is more indebted to folk
music in its imitative opening and its soloistic imitation of rooster cries. Yet Ligeti manipulates
these traditional folk music gestures to create new sonorities as the opening melody of Fjszaka
demonstrates (ex. 7.18).
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Example 7.18 Ligeti, Fjszaka, mm. 1-13

© 1973 by Schott Music © Renewed All Rights Reserved Used by permission
of European American Music Distributors LLC, sole U.S. and Canadian agent
for Schott Music.
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Ligeti freely alternates two rhythmic cells (A and B) in creating a diatonic melody that, when
sung in strict canon, gradually becomes more dense and dissonant. This cluster of sound
reaches its apex in m. 27, where each chord contains all six pitches of the hexachord of white
notes, C-A. After this development concludes (m. 42) Ligeti suddenly introduces a new sonority
compounded from the black notes that he had previously avoided. (G, Ab, B, Db, Eb). This pivot
from white notes to black notes is the fulcrum by which he leverages a radical change of style.

RUSSIA

After the Italianate influence cultivated by Catherine the Great (1729—96), the quest for Russian
identity produced the five composers known as the Russian Five—Mily Balakirev (1837-1910),
Aleksandr Borodin (1833-87), César Cui (1835-1918), Modest Mussorgsky (1839-81), and Nikolai
Rimsky-Korsakov (1844-1908). The nationalistic bent of these composers is more evident in
their instrumental works and operas than in their small output of choral music.

Unlike areas such as Hungary, England, and the Baltic region, the secular choral music
of Russian composers relies less on folk materials. Prior to the Bolshevik Revolution (October
1917), choral composition in Russia was largely the domain of court composers in St. Petersburg
and, to a lesser extent, the composers who wrote music for the Moscow Synodal Choir, the
group of singers who provided music for the Cathedral of the Dormition and the Church of the
Twelve Apostles in the Kremlin.3

That said, the choral idiom is predominantly liturgical church music, which, ironi-
cally, becomes a principal expression of Russian nationalism within the secular society of
Communism. The glorious tradition of Russian church music begins with Dmitri Bortniansky
(1751-1825). Trained in Italy, Bortniansky returned to Russia to conduct the Imperial Chapel
at the court of Prince Paul, the heir to the throne. Paul's accession to tsar in 1796 led to
Bortniansky’s promotion as director of the imperial musical establishment in 1801. Vladimir
Morosan equates Bortniansky’s sense of political acumen with that of Lully: “Thus, under
Bortniansky’s administration the Imperial Court Chapel gradually expanded its role from
being merely the private choral establishment of the ruling monarch to that of an institution
actively influencing, and eventually controlling, church choral singing in the entire Russian
Empire.”+° The keys to Bortniansky’s enormous success are his Italian compositional train-
ing, an innate sense of good singing, and a sincere reverence for the Russian tradition of
liturgical music. His admixture of Western and Russian perspectives is clearly audible in
his “Cherubic Hymn,” disseminated in early twentieth-century America as a church anthem
in English (based on Tchaikovsky’s arrangement). Bortniansky’s principal contribution to
Russian choral music was his invention of a uniquely Russian genre—the choral concerto.
Example 7.19 shows that stylistic genre in an excerpt from Da voskresnet Boh (“Let God Arise”).
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Example 7.19 Bortniansky, Choral Concerto 34, Da voskresnet Boh,

mm. 25-33
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Bortniansky’s successors at the Imperial Chapel include Fyodor Lvov, Balakirev,
Nicolai Rimsky-Korsakov, Anton Arensky, and Stepan Smolensky. Although by the late
nineteenth century the Imperial Chapel Choir was in decline, it remained the pre-emi-
nent Russian choral ensemble until the rapid social change in Russia after 1850 led to
its demise. To fill this void choral singing was used as a way to promote cultural iden-
tity and improve literacy. As in Europe and especially England, this new social mission
resulted in a flurry of public concerts. But the defining moment for Russian choral music
was a court case. The director of the Imperial Chapel, Nikolai Bakhmetev, sought to
block the publication of Tchaikovsky’s Liturgy, op. 41, by legal maneuvering. But in 1880
Tchaikovsky emerged victorious, opening the door for a “new Russian choral school.”
For the first time, composers outside the Imperial Chapel establishment were able to
compose and publish sacred music. The Moscow Synodal Choir’s emergence from the
shadow of the Imperial Chapel led to the creation of new choirs, the foremost of which
was the ensemble founded in 1880 by Aleksandr Arkhangel'sky (1846-1924). Most of
the Russian choral composers popular today in the West were the beneficiaries of this
initiative. In addition to Arkhangel’sky, this group of composers included such familiar
names as Pyotr II'ich Tchaikovsky (1840-93), Mikhail Ippolitov-Ivanov (1859-1935), Pavel
Grigor’evich Chesnokov (1877-1944), Aleksandr Grechaninov (1864-1956), and Sergey
Rachmaninoff (1873-1943).

Following the example of Arkhangel'sky, the Moscow Synodal Choir began to give
regular concerts in Moscow; they even toured outside Russia, most notably singing for the
dedication of a church within the Russian embassy in Vienna in 1899.# The concert programs
of the Moscow Synodal Choir in the years prior to World War I and the Bolshevik Revolution
are dominated by this group of composers.+* Two figures —Aleksandr Kastalsky, a composer
and folklorist, and Sergey Taneyev, composer and music theorist—taught the new generation
of Russian composers, but differences of personality resulted in two, very different tradi-
tions. Kastalsky, the Russian equivalent of K6daly, assimilated folk song and Orthodox music.
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Central to his style was the idea of heterophony, that is, simultaneous yet different presen-
tations of a melody in multiple voices. Because he primarily worked outside the Orthodox
Church and fostered interest in the European contrapuntal tradition, Sergey Taneyev’s career
took a different path. His style is exemplified in a choral cycle that sets the poetry of Yakov
Polonsky (op. 27).

The rise of new performing groups stimulated an astonishing growth in choral com-
position. The most prolific composer of the Moscow Synodal School was Pavel Chesnokov, who
produced two settings of the Divine Liturgy, All Night Vigil and Memorial Service; several other
liturgical settings; and 192 smaller sacred works. Choral conductors today know and regularly
perform his anthem Spaseniye sodelal (“Salvation Is Created”). An early setting of the “Cherubic
Hymn” from the Divine Liturgy, Heruimskaya pesn (1897), shows why we still find his style so
attractive (ex. 7.20).

Example 7.20 Chesnokov, Heruvimskaya pesn, op. 7, no. 1, mm. 1-12
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Paired thirds sung in octaves by the soprano and tenor over an alto and bass pedal is emblem-
atic of his style.

Equally well known and often performed is the choral music of Aleksandr
Grechaninov. Before the October Revolution, Grechaninov was absorbed in ethnographic
work, arranging folk songs from all parts of the empire; he was also an active pedagogue,
producing a considerable body of works for children. Grechaninov’s discomfort with
the new regime led to his emigration first to Paris in 1925 and then the United States in
1939. He became an American citizen in 1946. The bulk of his liturgical music, including
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three of his four settings of the Liturgy of St. John Chrysostom, opp. 13 (1897), 29 (1902), and
79 (1917-20), was written prior to his departure; it follows closely the traditional practice of
sumptuous harmonizations of old Russian chant melodies. His most popular composition is
the Vesper hymn, Svete tikhiy (“Gladsome Light”), which has long been a staple of collegiate
choirs and church choirs.

For Western audiences, Sergey Rachmaninoff is the embodiment of Russian sacred
choral music. His celebrity is somewhat ironic because Rachmaninoff is known, first and fore-
most, as a composer of instrumental music and because, as Vladimir Morosan points out,
Rachmaninoff “did not concern himself with the liturgical minutiae of the service, such as
litanies and responses.”s Both of Rachmaninoff’s major liturgical cycles—the Liturgy of St.
John Chrysostom (Liturgiya svyatovo Ioanna Zlatousta, op. 31 [1910]) and his All Night Vigil
(Vsenoshchnoye bdeniye, op. 37 [1915])—pre-date World War I and the Bolshevik Revolution. The
first work contains settings of twenty texts from the central liturgy of the Russian Orthodox
Church and is indebted to the earlier service by Tchaikovsky (1878). The popularity of the All-
Night Vigil, a piece of formidable difficulty, is evident in the numerous recordings the work
received.# Here, Rachmaninoff sets the fifteen “ordinary” texts sung polyphonically during
the Vigil.

In his exemplary edition, Morosan notes that ten of these texts are based on chants
taken from one of the principal orthodox traditions—Znamenny chant (nos. 8, 9, 12, 13, 14),
Russian “Greek” chant (nos. 2, 15), and Kievan chants (nos. 4, 5). The five marked with an aster-
isk in Table 7.3 are freely composed. Of these, the beloved “Ave Maria” (Bogoroditse Devo) uses a
“chant-like” melody of limited range (octave) and basically diatonic motion.

More conventional liturgically is Blagoslovi, dushe moya, Ghospoda, the text of which
alternates fragments of vv. 1, 6, 10, and 24 of Psalm 103 with the refrain “Blagosloven yesi,
Ghospodi” (“Bless the Lord, O my soul”). The chant refrain appears six times, each time using
the same musical materials (a pedal point on C’, the chant melody, and Rachmaninoff’s harmo-
nization) distributed in slightly varied ways (ex. 7.21).

Table 7.3 Rachmaninoft, All-Night Vigil, op. 37

1. Priidite, poklonimsia* Come, Let us Worship God

2. Blagoslovi, dushe moya, Ghospoda Bless the Lord, O My Soul

3. Blazhen muzh* Blessed is the Man

4. Svete tikhiy Gladsome Light

5. Nine otpushchayeshi Lord, Now Lettest Thou

6. Bogoroditse Devo* Rejoice, O Virgin

7. Shesto psalmiye Six Psalms (“Lesser Doxology”)
8. Huvalite imiia Ghospodne Praise the Name of the Lord

9. Blagosloven yesi, Ghospodi Blessed Art Thou, O Lord

10. Voskreseniye Khristovo videvshe* Having Beheld the Resurrection
1. Velichit dusha moya Ghospoda* My Soul Magnifies the Lord

12. Slavosloviye velikoye The Great Doxology

13. Tropar: Dnes spaseniye Troparion: “Today Salvation”
14. Tropar: Voskres iz groba Troparion: “Thou Didst Rise”

15. Vzbrannoy voyevode To Thee, Victorious Leader
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Example 7.21 Rachmaninoff, All-Night Vigil, op. 37, no. 2
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Rachmaninoft assigns the psalm verses to an alto soloist accompanied by male chorus; the var-
ied placement of the pedal point and other materials in the refrain producing not only a rondo-
like form but also a type of variation technique, which affects the form of the entire cycle. The
“Allelulia” melody of no. 3 (Blazhen muzh) not only fulfills this formal function but reappears in
the “Great Doxology” (no. 12), where two slightly different versions are heard—chant-like trip-
lets in the alto and augmentation in the soprano (divided a 3).4 The cycle’s dramatic high point
occurs in no. 9, whose Znamenny chant melody also appears in Rachmaninoff’s Symphonic
Dances, op. 45, composed twenty-three years later.

Among Rachmaninoff’s choral works was a choral symphony, The Bells (Kolokola,
op. 35), for S, T, and Bar, chorus, and orchestra. From the Russian symbolist poet Konstantin
Balmont’s enhanced translation of Edgar Allan Poe’s well-known poem, Rachmaninoff creates
four symphonic movements. The chorus appears in all four movements, although it is limited
to simpler music than that of the All-Night Vigil, perhaps in deference to the prominent roles of
the orchestra and the three soloists. Nonetheless, one hears many of the same kinds of variation
procedure and textural contrast found in the slightly later choral cycle. If the basis for including
a discussion of Rachmaninoff’s choral music in this chapter on nationalism is something of a
stretch (given his apathy toward the church), we must admit that “The Bells” is even less rel-
evant: it contains none of the Russian flavor of Rachmaninoff’s Orthodox church music, being
far more reminiscent of the colorful orchestral palette of the French Impressionists.

IGOR STRAVINSKY

Igor Stravinsky’s use of Russian folklore in his early ballets (The Firebird, Petrushka, and The Rite
of Spring) is well known. Less recognized are folk-based choral works like the Four Russian Peasant
Songs (1917, rev. 1954) originally written for four women’s voices and later revised for four equal
voices and four French horns. By far the most significant expression of Stravinsky’s Russian heri-
tage, Les Noces (“The Wedding”) is also his last; completed in 1917, this choral ballet underwent a
series of experimental scorings before emerging in its final state in 1923. In that form, it became
an archetypical twentieth-century work, scored for vocal soloists, mixed chorus, an orchestra of
four pianos, and a large battery of pitched and nonpitched percussion instruments.4® Stravinsky
described the libretto as: “A suite of typical wedding episodes told through quotation of typical
talk.... As a collection of clichés and quotations of typical wedding sayings it might be com-
pared to one of those scenes in Ulysses in which the reader seems to be overhearing scraps of
conversation without the connecting thread of discourse.”# If the stories and remembrances of
Russian folk weddings inform the text, the folk-song-like melodies, characterized by modality,
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limited range, predominantly stepwise motion, and ornamentation, are the musical bases of
these wedding scenes. Stravinsky’s primary melody involves the pitches B’, D", and E”, which
prompts various possible classifications; the pentatonic is most obvious, followed by E Dorian
(given the Ff used as ornament and assuming an unseen C#) or Dorian or Phrygian on B. To this
vocal pitch collection, the piano accompaniment adds Br and Fi, creating bitonality (E Dorian
versus Bb). Pitches added later hint at an octatonic collection (E, D4, Ci, B, B}, A, G, and F) that
Stravinsky plays off against the opening melodic cell. The tonal drama of the work resides in
the juxtaposition of these different approaches and their melodic and harmonic extensions.
One of the many difficulties the work presents is the need to sing diatonic melodies within an
alien rhythmic and harmonic context. The majority of Stravinsky’s choral works are discussed
in chapter 8.

NATIONALISM UNDER THE SOVIET REGIME

The nature of Russian nationalism changed drastically under the Communist regime of Joseph
Stalin. One composer who managed to be both nationalistic and politically correct was Sergey
Prokofiev (1891-1953).

SERGEY PROKOFIEV

Prior to the outbreak of World War II, Prokofiev’s output was decidedly neoclassical; his
compositional style was perfectly suited to that movement’s preference for traditional instru-
mental forms. At times, his neoclassicism became explicit, as in his First Symphony (the
“Classical Symphony,” op. 25, 1916—-17) and the First Violin Concerto, op. 19, from the same
year. Both works are brief, cast in a luminous D-major tonality and beholden to Mozartean
models. A later group of works that embody the spirit of eighteenth-century music includes
his operas Love for Three Oranges, op. 33 (1919), and Betrothal in a Monastery, op. 86 (1940—41),
the Lt. Kijé Suite, op. 60 (1934), and the ballet Cinderella, op. 87 (1940—44). Further evidence
of Prokofiev’s neoclassical bent are the numerous works in traditional forms—fifteen sonatas
(ten for piano), nine concertos, and other chamber music, including two string quartets. His
choral music consists exclusively of choral-orchestral compositions, the majority of which
postdate Prokofiev’s return to Russia in the late 1930s and thus adhere to the Communist
Party line in ways both obvious and subtle. Prokofiev’s cantata and a familiar choral work is
Alexander Nevsky, op. 78 (1939), which began as a film score to accompany Sergei Eisenstein’s
movie of the same name (1938).

The movie and music are patently patriotic celebrations of Alexander Yaroslavich
Nevsky’s victory over invading Teutonic knights at Novgorod in 1242. The battle that took place
on a frozen Lake Chud is the centerpiece of Eisenstein’s epic film and, appropriately, the largest
single part of Prokofiev’'s music. The result of this collaboration was so successful that in 1939
Prokofiev decided to extract music from the film score to create what he termed a “dramatic
cantata.” Although nominally a cantata (six of the seven movements have vocal parts), the work
is predominantly orchestral. Prokofiev’s vocal music is simple, frequently consisting of melo-
dies doubled (in octaves) and harmonized (in thirds). Prokofiev reuses a patriotic melody from
mvt. 2 in the finale (ex. 7.22); initially, he quotes it literally (with different words) but eventually
transposes and slightly modifies the melody to create a grand climax.
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Example 7.22 Prokofiev, Alexander Nevsky, op. 78, mvt. 2, mm. 5-13
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What choral writing there is suffers from repetition. One of the few people not enthralled with
the work at its premiere was Dmitri Shostakovich, who commented: “Despite a whole series
of wonderful movements, I didn't like the work in its entirety.. . . It seemed to me in particular
that many sections end before they get started.”+

VELJO TORMIS

While composers in many countries set nationalistic texts and/or melodies, none is so thor-
oughly absorbed by and faithful to folk art than the Estonian Veljo Tormis (b. 1930). In 1930
Estonia was an independent state, but its autonomy was short-lived; in 1940 Estonia was sub-
sumed into the Soviet Union. Consequently, Tormis’s education (musical and otherwise) was
both Estonian and Russian. Early musical training at the Tallinn Music School (1944—47) led
to Tormis’s enrollment in the Tallinn Conservatory as an organ student. Because of the insti-
tution’s obvious ties to the Orthodox Church, the state-ordered termination of this course of
study in 1948 turned Tormis toward choral conducting. In 1950 he enrolled at the Moscow
Conservatory to study composition, returning to Tallinn in 1955 to embark on a teaching career.
On a trip to Budapest (1962), Tormis encountered the music and philosophy of Kodaly and
Bartok, which in turn resulted in Tormis’s first significant choral composition, Looduspildid
(“Nature Pictures”), a series of four cycles for women’s chorus.

The catalogue of Tormis’s music occupies almost forty pages of Mimi Daitz’s mono-
graph on the composer.#9 Tormis burst upon the international scene after a performance devoted
to him at the International Federation of Choral Music’s 1990 World Symposium. Written sum-
maries of his style are fairly numerous, but few are more succinct and to the point than the one
Eve Tamm wrote for the English-language Estonia Magazine: “Sixty-two-year-old Veljo Tormis
has had a monumental influence on Estonian music [of] this century. Almost single-handedly,
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Tormis revived the use of an ancient and, at the time, mostly forgotten form of Estonian
singing—the runic song. This eerie, chanting style of song frequently underlies Tormis’s com-
positions to exceptional, almost supernatural effect. During the Singing Revolution of 1988, this
folk-based singing style was even picked up by Estonia’s top pop musicians to create some of
the most memorable pro-independence rock.”s°

The composition that has consistently created the greatest sensation is Raua Needmine
(“Curse upon Iron”). Composed in 1991, Raua Needmine is the first of Tormis’s compositions
to use text from the Finnish literary epic, the Kalevala. In this work, the ancient text becomes a
warning for the potential abuses of technology.

The work’s powerful impact comes from primal, visceral music, which takes its more
powerful musical form in the central role of the Shamanistic drum. Like Stravinsky’s Les Noces
or Carl Orff’s Carmina Burana, the music is simple and repetitive, and it is Tormis’s enhanced
repetition of ideas that accounts for most of the work’s impact. To this text, Tormis adds new
text, presumably of his own authorship.

Clearly, Tormis projects the past abuse of iron as a source of weapons into a late
twentieth-century litany of potential destruction. He uses drones or pedal tones either pitched
(voices) or unpitched (drum). Urve Lippus points to two principal melodies at work in this
composition—the first is a “cursing” melody comprised of just two pitches (ex. 7.23); the second
is a “telling” melody, which expands to three pitches (A, Bb, C).5!

Example 7.23 Tormis, Raua Needmine, mm. 21-30
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Lippus describes the work’s first 111 measures as an “exposition” made up of three sections:
an introduction (pedal point with “cursing” melody) and two episodes that retell the birth of
iron (“Kiisid kolme ilmaneitsit” [“Once there walked three nature spirits,” m. 72] and Soosi
jooksis sooda mdédda [“A wolf then ran across the fen”], m. 107).52 All of these themes descend
from the melodic trichord of the “telling” song. Lippus sees the music beginning in m. 127
as a development that begins by transposing the motive chromatically every half measure,
moving from A to C (“Nii koneles suuri surma”), BV (“Kuulis kui tule nimeda”), and Gb.
Tormis then returns to A and uses a typically Stravinskyan device that extends the melody’s
range past the octave (A) up to E». What follows is a thickening of the texture by splitting the
unison Eb into a dichord (Fb"” and D}"). Here he injects a new melody in 4/8 meter (ex. 7.24),
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which he treats canonically then combines with the first theme. And so goes his organic
process of expansion and intensification that produces a stunning climax of both texture
and dynamics.

Example 7.24 Tormis, Raua Needmine, mm. 222—24
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The elegance of his system is its dependence on the simple three-note “telling” melody as the
basis of the entire composition.

Although less dramatic than Raua Needmine, his other choral pieces provide more
direct illustrations of Tormis’s transformation of inherited folk materials into something both
contemporary and timeless, artistically challenging yet immediately accessible. Such a work is
Unustatud Rahvad, a large composition comprised of six separate choral cycles composed over
a period of almost two decades (1970-89):

Liivlaste Piarandus Livonian Heritage
Vadja Pulmalaulud Votic Wedding Songs
Isuri Eepos Izhorian Epic
Ingerimaa Ohtud Ingrian Evenings
Vespa Rajad Vespian Paths
Karjala Satus Karelian Destiny

The cycle’s long gestation results from breaks in the compositional process to gather new folk
materials. The number of compositions in the first five parts of the cycles increase (5,7, 9, 9,
14), which illustrates Tormis’s learning curve, his gradual absorption, and his understanding of
how to craft each new song and the techniques that derive from it into a set of interrelated com-
positions. The settings themselves are guileless, reflecting no apparent compositional artifice
save for the artistic preservation of these Balto-Finnic “runic” songs. It is Tormis’s genius to find
a way to make such repetitive music constantly engaging.
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Another series of cycles, Eesti kalendrilaulud (Estonian Calendar Songs, 1966-67),5
contains multiple compositions based on the five important holidays that define the annual
work cycle of Estonian farmers:

Mardilaulud ~ (St. Martin’s Day, 11/9)
Kadrilaulud (St. Catherine’s Day, 11/29)
Vastalaulud (Shrove Tuesday, movable)
Kiigelaulud (Swing Songs, early summer)
Jaanilaulud (St. John’s Day, 6/24)

The nine songs of Mardilaulud and the three of Vastalaulud are scored for male chorus; the
Kadrilaulud (four songs) and Kiigelaulud (six songs) use a women'’s chorus of six to eight parts.
Only the final cycle, Jdanilaulud, is scored for mixed chorus (up to twelve parts). Tormis evi-
dently did not conceive these pieces to be performed in their printed order. The final song of
Jaanilaulud, Jdanilaul (“St. John’s Song”), for instance, is often excerpted for separate perfor-
mance, and this one chorus is an outstanding example of Tormis’s ability to wring everything
he can from folk song.

Tormis bases this entire composition on a hypnotic Aeolian melody, the two periods of
which use the same pairs of phrases (ex. 7.25).

Example 7.25 Tormis, Jdanlilaulud, mm. 1-14

Its length (131 mm.) obviously requires considerable repetition of both text and melody. The
basic design involves presentations of the melody that expand exponentially, incorporating
increasingly dense triadic structures derived from the basic melody. Initially, these gestures are
sporadic and short-lived, occurring in conjunction with the name of the saint.

Of his technique, Tormis writes: “I believe the runic songs to be the highest achieve-
ment and most original phenomenon of Estonian culture. But today, runic song has ceased to
exist as a component part of the Estonian way of life. Through modern art forms, I try to expose
the originality and meaning of runic song. Eternal is the great circle of life, eternal are the life
events repeating in their own way with each passing age.”s

CONCLUSION

All the music examined in this chapter shares a common desire: to create modern music that
also acts as the conservator of a given people’s distinctive ethnic heritage. Throughout the
roughly one hundred years of music discussed here, the ways in which individual compos-
ers handle these materials vary widely, ranging from common “arrangements” that harmo-
nize the original using traditional Western harmonies to those exceptional composers who
accept the original not as something that needs to be “tamed” but as the source of a new,
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idiosyncratic musical language. In the first category are composers like Vaughan Williams,
Kédaly, Prokofiev, and the Russian school of church music composers. In the second category
are the innovative composers like Bartok, Ligeti, and Tormis, with the others falling at various
points along the continuum. Regardless of how the inherited music is used, all of these com-
posers attempt to confirm the validity of their unique cultural heritage. As our world shrinks
due to technological innovation, we continue to see new traditions added to the mix without
changing the fundamental dichotomy between Western tradition and new traditions from all
corners of the globe.



Neoclassicism

The Revival of Historical Models in the Works
of Stravinsky, Hindemith, and Others

fall the “isms” of the twentieth century, none is more troublesome, none more persistent

in the period from 1885 to 1935 than that of neoclassicism. It has been traditionally associ-
ated with the movement begun around 1920, from the time of Stravinsky’s Pulcinella and Octet,
in which the subject matter or the forms of the eighteenth century were overtly reinterpreted.
For the world of music, the eighteenth century was the so-called classic century, and any neo-
classicism would, by definition, relate to that era. In literature and the fine arts, though, the
eighteenth century was already a neoclassic period, one that had witnessed the revival of interest
in ancient Greece and Rome. Only a sparse Greco-Roman legacy had come down to the world of
music, and in spite of a brilliant (if largely theoretically inspired) attempt at a revival in the late
sixteenth century in Italy, the later and more common designation “classical” for the music of
Haydn, Mozart, and their contemporaries had little to do with tapping the distant past for musi-
cal models. Instead, there was a general emphasis on proportion and balance as formal ideals
and a mild revival of interest in classical subjects or texts. In Glenn Watkins’s Soundings, the

199
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preface to the “Towards Neoclassicism” chapter lays out the fundamental problems this term
poses.! Neoclassic music references the music of the eighteenth century, the so-called common
practice period. The term describes music conceived with the balance, purity, objectivity, and
logical construction of late-eighteenth-century music in mind; as such, it stands as the objective
antipode to the subjectivity of nineteenth-century Romanticism. Neoclassical composers seek
this balance in their use of the absolute classical forms (sonata, concerto, symphony, etc.) and
in their emulation of composers of that era. Thus defined, neoclassicism was already in place
by the mid-nineteenth century in France, Italy, and Germany, as such study was regarded as a
necessary cure for the excesses of the romantic experiments. Thus, one finds classical trends in
composers as diverse as Camille Saint-Saéns in France, Ferrucio Busoni, and Richard Strauss
in Germany, and the Generazione dell Ottante (generation of the 1880s) in Italy.

IGOR STRAVINSKY (1881-1971)

Neoclassicism is most closely associated with Stravinsky’s music composed between 1920 and
1950. Stravinsky’s neoclassical works begin with Pulcinella (1919—20) and end with The Rake’s
Progress (1948-51), all of which encompass symphonic genres (the Symphony in C, 1939-40),
concerto form (Concerto for Piano and Winds, 1924), chamber works like the Octet, 1922-23),
Sonata for Piano, 1924, Concerto in D, 1931, and the Concerto in E» (“Dumbarton Oaks,” 1937-38).
Imbedded within this group of predominantly instrumental works are three choral works of
major importance—the opera/oratorio Oedipus Rex (1926—27), the Symphony of Psalms (com-
posed to honor the fiftieth anniversary of the Boston Symphony Orchestra in 1930), and the
Mass for chorus, winds, and brass (1948).

In an article on Oedipus Rex, Wilfrid Mellers attributes the genesis of neoclassicism to
Stravinsky’s emigration to Western Europe after the twin catastrophes of World War I and the
Bolshevik Revolution (1917) in Russia, which effectively denied him access to his native land.
Mellers argues that Stravinsky was forced to abandon his Russian cultural roots in favor of the
musical aesthetics of his adopted homeland.

For him [Stravinsky], music has always been ritual, even though, as a modern
man twice deracinated, he has lived in societies that have forgotten what ritual
means. In early works like The Rite of Spring and The Wedding he was able,
being a Russian, to re-invoke the ritual of a remote and primitive past. In so
doing he was performing a negative and a positive act simultaneously: nega-
tive because the terror and the violence in the ritual seemed directly to parallel
the death-struggle of our deracinated civilization which was then erupting in
the first of the World Wars; positive because this primitive vitality served as a
reminder of the instinctive passional life that modern man had lost.>

In Pulcinella, Stravinsky appropriates music supposedly written by Pergolesi as his first exercise
in taking ownership of Western European music as his sine qua non. Similarly, Oedipus Rex
may be seen as a reworking of the dramatic music of Handel, especially the oratorios based on
such classical subjects as Hercules and Semele. Therefore, Oedipus Rex is doubly neoclassical
because it redresses Sophocles’s famous play in modern garb (courtesy of Jean Cocteau) and
relies on Latin to not just reflect the mythological roots of its story but also to assure a certain
neutrality of text.
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Fig. 8.1 Stage design for Oedipus Rex by Théodore Stravinsky

Stephen Walsh argues that labeling Oedipus Rex as neoclassical is a misnomer. What
that piece offers “is neither new (‘neo’) nor classical; or rather its classical elements are not new,
and its new elements are not classical.”# Boris Asaf’yev is even more direct: “Certainly, the opera-
oratorio King Oedipus (1926—27) is a synthesis of Stravinsky’s latest and persistent efforts to cre-
ate a new style that will be strictly practical and also neutral (that is, uncontaminated by national
or subjective emotional connotations)—in short, a kind of musical esperanto.”s Here we can
understand that Oedipus Rex is “classical” textually in its use of a well-known Greek myth (recast
into Latin) and “classical” musically in Stravinsky’s unabashed use of tonal elements (Fig. 8.1).

Again, Mellers argues that Stravinsky uses specific tonal centers to represent emo-
tional states and attributes.® This tonal symbolism is most obvious in the music Stravinsky
crafts for Oedipus’s realization of his fate (ex. 8.1).

Example 8.1 Stravinsky, Oedipus Rex, act 2, mm. 467—70
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Stravinsky has Oedipus express his “light-bulb moment” as a descending B-minor arpeggio;
Similarly, for the opening of Creon’s aria “Respondit deus,” Stravinsky chooses to use a C major
arpeggio—the Enlightenment’s musical embodiment of reason or, in this case, validation that
Creon speaks for the gods (ex. 8.2).
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Example 8.2 Stravinsky, Oedipus Rex, act 1, mm. 143—49
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The tenet this C-major arpeggio represents (whether from heaven or Olympus) is confirmed
by the chorus’s salutation, “Vale Creo! Audimus!” (“Hail, Creon; we are listening!”); centered
in G major (the dominant of C), it expresses the local population’s hope that Creon speaks the
truth and prepares us musically by expressing its hopes in the music’s resolution to the tonic
C major (ex. 8.3).

Example 8.3 Stravinsky, Oedipus Rex, act 1, mm. 139—42
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Stravinsky’s melodic language is largely diatonic, an Apollonian quality further rein-
forced by the use of sequence as a way of developing musical ideas. Stravinsky also appropriates
another commonplace of classicism—patterned repetition—as a quasi-tonal way of expanding
melodic ideas (ex. 8.4).

Example 8.4 Stravinsky, Oedipus Rex,
act 2, mm. 325-28
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In The Unanswered Question, Leonard Bernstein reveals his discovery of a striking simi-
larity in Oedipus Rex between Jocasta’s aria “Nonneerubescite, reges,” the opening orchestral
motive of that work, and the aria “Pieta ti prenda,” sung by Aida in act 2 of Verdi's opera of the
same name (ex. 8.53,b,c).”

Example 8.5 a—c Stravinsky, Oedipus Rex

a.Act 2, mm. 325-55
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As striking as this apparent borrowing is, it hardly justifies calling the work neo-
Verdian, even though Stravinsky was known to be an ardent admirer of Verdis operas.
Stephen Walsh remarks that “Stravinsky’s opening rarely sounds specifically Verdian in the
way Jocasta’s aria later in the work does. This is partly because the modeling is not at the level
of musical style but at the more general level of gesture and dramatic parallel. But it is also
because Stravinsky typically mixes allusions in such a way as to confuse our sense of style, and
because, finally, the temporal dynamic of his writing is crucially different from that of roman-
tic Ttalian opera.”®

Despite Stravinsky’s imitations, allusions, and outright parodies, Oedipus transcends its
borrowings. Whether one hears in Creon’s music intimations of Handel, Mozart, Mendelssohn,
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or Meyerbeer, these characterizations all miss the fundamental point: no matter the diversity of
its musical inspiration, this piece is ultimately and irrevocably Stravinsky.o

The second member of Stravinsky’s neoclassical trilogy is the Symphony of Psalms
(1930), a work that epitomizes Stravinsky’s attention to detail and precompositional planning.

The idea of writing a symphonic work of some length had been present in
my mind for a long time.... My idea was that my symphony should be a
work with great contrapuntal development, and for that it was necessary to
increase the media at my disposal. I finally decided on a choral and instru-
mental ensemble in which the two elements should be on an equal footing,
neither of them outweighing the other.. .. I sought for my words, since they
were to be sung, among those which had been written for singing. And quite
naturally my first idea was to have recourse to the Psalms.*

Stravinsky reveals himself as a meticulous composer who makes a priori decisions about his
current work. His approach is simultaneously at odds with the romantic notion of the composer
as inspired artist and attuned to the calculated appropriation of ideas and procedures as they fit
into his larger scheme."

The European premiere of Stravinsky’s Symphony of Psalms took place, not
in Boston but in Brussels on December 13, 1930, with Ernst Ansermet conducting the
Orchestre de la Suisse Romande. The concert program initially listed the three symphonic
movements as Prelude, Double Fugue, and Allegro symphonique; although these labels
were later discarded, they offer insight into Stravinsky’s conception of his symphony.®> The
implied connection of the first two movements as Prelude and Fugue aside, there is a
geometric shape based on the durations of the three movements, each movement being
roughly twice the length of its predecessor: mvt. 1 (ca. 3 minutes), mvt. 2 (ca. 6 minutes),
mvt. 3 (ca. 12 minutes).

The orchestra itself was perplexed by Stravinsky’s deliberate decision to avoid using
the upper strings. The work’s relatively brief duration for a work called “symphony” was also
problematic; in order to achieve the expected length, it was decided that the work should be
played twice, but Stravinsky himself never considered composing a traditional symphony, that
is, “a succession of pieces varying in character.”s His stated intention was to produce a work
of “great contrapuntal development” in which the choral and instrumental ensembles were
on an even footing. After making these preliminary decisions, Stravinsky chose his texts. As
he had in Oedipus Rex, he chose Latin (texts from the Vulgate for Psalms 38, 39, and 150) to
create a cultural distance between the work and its audience; in so doing, he lent credence to
Roger Shattuck’s notion that neoclassical art was “self-reflexive” and more concerned about the
legitimacy of its own genesis than with fulfilling cultural norms.* Even given this neoclassical
bent, Stravinsky’s appropriation of the word “symphony” is potentially misleading. Like his
later Symphony in Three Movements (1945), Stravinsky casts his Psalms in the pattern (fast-slow—
fast) of the Italian sinfonia. The original titles suggest neither a symphonic conception nor the
tonal plan of the typical classical symphony. Thus, the Symphony of Psalms is not in a key in the
conventional sense as the first movement begins in E minor and ends in G major, a key that
seems to function neatly as dominant to the second movement’s tonality of C minor. From the
outset, Stravinsky suggests a strong pull to Eb (relative major of C minor), a tonal focus that
persists well into the third movement.
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The first movement begins with an astringent, symmetrically spaced E-minor triad
that has come to typify Stravinsky (ex. 8.6).

Example 8.6 Stravinsky, Symphony of Psalms, mvt. 1, mm. 1—4
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Stravinsky’s excitement upon discovering this precisely spaced chord—E-minor triads at the
top and bottom with two additional Gs, each a sixth away from the innermost member of the
triad—has been explained by Walter Piston, speaking about another chord in another piece:

In the course of a talk about Oedipus Rex, at one of these meetings, an observa-
tion that he made threw a bright light on a most important aspect of his artis-
tic ideals. He said, “How happy I was when [ discovered that chord!” Some
of us were puzzled because the chord, known in common harmonic terms
as a D-major triad, appeared neither new nor complex. But it became evident
that Stravinsky regarded every chord as an individual sonority, having many
attributes above and beyond the tones selected from a scale or altered this way
and that.s

Stravinsky’s reiteration of this chord establishes the first layer of formal design; we hear it as
a special kind of tonic (not unlike the iconic opening of Debussy’s Prélude a laprés-midi d'un
faun) from which the subsequent music diverges and then returns. The first fourteen mea-
sures of orchestral music contain four statements of the chord separated by arpeggios. The
chord sounds twice more in the opening movement, preceding the texts “Ne sileas” (m. 48) and
“Quoniam advena” (m. 52), the conclusion of v. 13 and the opening of v. 14 respectively.

This boldly original chord and the unison arpeggiations of the dominant seventh
chords of Eb and C minor/C major respectively that follow it present the harmonic content of the
entire work, analogous to the exposition in sonata-allegro form. Joseph N. Straus explains the
harmonic flux of the first movement from E to G as movement along an axis comprised of two
triads that share two common tones. Melodically, a Phrygian gesture (E-F-E) dominates the
movement, seemingly predicting a final resolution to E. But Stravinsky denies this expectation,
resolving from F upward to G rather than down to E. For Straus, though, this reversal of expecta-
tion confirms Stravinsky’s modulation from one tonal axis (E-G-B) to the next (G-B-D)."° The
obvious problem with his interpretation is that this progression is linear, denying recapitula-
tion of the opening material in its original tonal area. Such a deviation from eighteenth-century
practice is one of the attributes that makes this work neoclassical. Stravinsky had no more inter-
est in copying Haydn or Mozart’s practice than their immediate successors did.

The Phrygian “Exaudi” theme first heard in the alto (m. 26) dominates the move-
ment, but embraces slightly different accompaniments. Its first statement (m. 26) features
three melodic strands: (1) an instrumental doubling of the alto melody (2) a variant of the intro-
duction’s arpeggiated melody, and (3) a B-minor ostinato in the second and fourth oboes. For
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its second appearance (m. 41), Stravinsky amplifies the minor thirds by adding an oscillating
ostinato of minor thirds (F-Ab, E-G). A new vocal melody begins at m. 53, accompanied by now
harmonic minor thirds and another typically Stravinsky device—successively longer repetitions
of a scalar melody in the English horn and bassoons (ex. 8.7).

Example 8.7 Stravinsky, Symphony of Psalms,
mvt. 1, mm. §53-55
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The development of this new idea continues, culminating in the return of E minor in m. 65.
Simultaneously, the orchestra plays music of the introduction (mm. 14-16) now in a much
higher tessitura with two simultaneous rhythms (eighths and sixteenths). We hear what follows
(m. 68) as a recapitulation of sorts in which the Phrygian “Exaudi” melody and two different
versions of the ostinato thirds appear. Stravinsky continues to stretch the texture higher and
lower, culminating in the logical, if aurally unexpected, resolution to G major.

The G-major conclusion of mvt. 1 is marked Enchainez (“Connect”) to insure a direct
connection to the vaguely familiar C-minor melody of his fugue subject (ex. 8.8).

Example 8.8 Stravinsky, Symphony of Psalms, mvt. 2, mm. 1—9
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This subject should sound familiar because Stravinsky crafts it out of those same oscillating
thirds that figured so prominently in the first movement. The only difference is that the for-
merly conjunct thirds are made more angular by the transposition of the third pitch up an
octave. Imitated at the fifth and octave, the subject creates a four-voice exposition that tran-
sits a new triadic axis (C-E—G), allowing its combination with the new choral fugue theme
(“Expectans expectavi”) in E (ex. 8.9).

Example 8.9 Stravinsky, Symphony of Psalms,
mvt. 2, mm. 29-32
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If the chorus’s fugue theme is less memorable or durable than its instrumental predecessor,
its emphasis of Eb is critical, producing another triadic axis (C-E—G, E—G-Bb) affirmed by the
unison chorus’s concluding “et sperabunt in Domino” (“and will hope in the Lord”), a musical
depiction of the steadfastness of faith.

The final instrumental chord of movement two (E—F-Bb) provides immediate connec-
tion to the opening of the final movement. The sustained Eb is first harmonized as C minor
(1st inversion), immediately followed by a dominant-seventh chord on F. In the second mea-
sure, horn and bassoon provide the expected tonic (Bb), culminating a compressed, quite tonal
cadential progression. In the second measure, the chorus moves from F major to Eb, against
which Stravinsky places another V-I cadence to C (minor). This bitonal harmonic construct
validates the harmonic goals (E> and C) implied in the dominant-seventh chord arpeggios of
mvt. 1 (ex. 8.10).

Example 8.10 Stravinsky, Symphony of Psalms, mvt. 3, mm. 1-8
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Straus again explains that the third movement of Symphony of Psalms involves a second triadic
axis, the center of which is C-E-G; this triad is overlapped by triads a minor third above (E—G-
Bb) and below (A—C/CHE) its starting pitch. Regarding the composition as a whole, Stravinsky
employs three related axes. The first two (mvts. 1 and 2) involve triads related to one another in
the traditional relative minor/major configuration with no chromatic conflicts: E-G-B/G-B-D
(mvt. 1), C-E—G/E—G-B} (mvt. 2). The third movement expands and complicates this same
basic procedure by using three triads, the most important one being C-E-G; the other two
traidic overlaps (E—G-B» and A-C#E) both introduce conflicting chromatics (E» vs. E and