ORGAN IDEALS THROUGH THE AGES

THE MASS AND THE MODERNS (1)

King ouer. allthe earth

THE MUSIC AT THE
EUCHARISTIC CONGRESS

HAYDN HAS HIS DAY

SEPTEMBER - OCTOBER — VOLUME 80 — Number 6

- thereutew orcatholc church Sschool MUSIC




Approved Hymnals for Every Need

SATB Voices: THE PIUS TENTH HYMNAL

A new repertoire of hymns arranged for Uni-
son, Two-equal or Four Mixed Voices. Book
contains hymns, chants, polyphony and service
music.

Unison Voices: AVE MARIA HYMNAL
Recently added to the M & R Catalogue.
LAUDATE HYMNAL

Official hymnal for the Diocese of Kansas City,
Kansas.

MONASTERY HYMNAL
A compilation of hymns by A. P. Bragers

ready in Fall, 1953.

°
Two Voices: ALVERNO HYMNAL
A complete repertoire of Two-part hymnody.

SAINT ROSE HYMNAL

Widely used in parochial high schools and
colleges.

MOUNT MARY HYMNAL

Standard repertoire. Contains many SSA
arrangements.

TTBB Voices: SAINT ANDREW ,HYMNAL

Best known hymns for services throughout the
church year.

SAAB or SATB Voices: ROSARIAN HYMNAL

Selected hymns taken from the St. Rose
Hymnal and especially arranged for high school
singers.

[ ]

Also available are hymn pamphlets for various seasons and services
Send for copies on approval

McLAUGHLIN & REILLY CO.
45 FRANKLIN STREET, BOSTON 10, MASS.

National Headquarters for Catholic Church and School Music



CAECIL

A REVIEW OF
CATHOLIC CHURCH
and SCHOOL MUSIC

VOLUME 80 Number 6

SEPTEMBER — OCTOBER, 1953

TABLE OF CONTENTS

Organ Ideals Through the Ages ................ 242
Louis L. Balogh
The Mass and the Moderns (Part II) ........... 247

Francis J. Guentner, S.].

Laborer in the Vineyard: Sister M. Leonette, O.S.F. 25

Our Music This Month ...................en 252

The Music at the Eucharistic Congress .......... 253
Rev. Robert Hayburn

Record Reviews: Haydn Has His Day .......... 256

A Choirmaster’s Notebook ................ .. 258
Theodore Marier

Names - People - Doings ..................co0 263

Mousic Supplement ........... ..o 265 - 280

IN THIS ISSUE

Dr. Louis Balogh of Cleveland, Ohio, leads off with an
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Masses issued by The Haydn Society of Boston is taken
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ORGAN IDEALS THROUGH THE AGES

& DEALS IN ORGAN CONSTRUC-
g\ tion and tonal design have existed

from earliest times. As in the case of
all musical instruments the details of
form and function of organ playing
and making have evolved in response
to the aural and physical require-
ments of performance. To these each age con-
tributed something of its own from the point of
view of the builder, the composer and the per-
forming artist. That the exigencies of church
architecture, ecclesiastical legislation and ritual
played their part also in the formation of the or-
gan’s tonal and structural fabrication is likewise
clear from historical evidence.

It is our purpose here to review briefly in chron-
ological order at least some of the influences that
have had a bearing on the making of the organ
in each of the principal historical periods of our
western society, those influences which in each
epoch produced an “ideal” instrument that seemed
to satisfy the needs for which it was made.

Romanesque Era: Pitch

The era between the sixth and the twelfth cen-
tury is usually referred to by art historians as the
Romanesque Period. During this epoch the
Church evolved into a dominant social and cultur-
al force in western civilization. Evidences of the
Church’s temporal power and prestige are to be
found in the massive edifices that were constructed
at this time in order to house and protect her
valuable vestments, treasures and sacred relics as
well as to accommodate the vast throngs that came
there for religious services. Nor did the Church
neglect music during this period of vigorous
growth. The age saw the establishment of Greg-
orian Chant as the official music sanctioned for use
in the liturgy (a unique position which it holds
even today).

The organ too was admitted, though reluctantly
at first, into the service of the Church at this time.
The reason for the delay was twofold: the Chant
did not need an accompaniment and in addition
the organ’s original tonal design included sounds
that were more intimately associated with sporting
events and games in the arena than with the action
and mood of the divine service. When the first
“contraption” called an organ was brought into

by Louis L. Balogh

the Church, the tone it produced was so shrill and
irreverent that the pilgrims thought of dancing
rather than praying during the “ungodly piping.”
The clergy and the pious monks considered the first

.organs frivolous and mundane, to use the expression

of the times. The organ, however, did eventually
find its way into the service of the Church at this
time. Its admission into the sacred precincts was
predicated on its ability to supply that musical ele-
ment which forms the basis for its being accepted
even today and which through the length and dia-
meter of its pipe dimensions it is especially designed
to supply, namely, a fixed pitch. In spite of its rau-
cous tone the organ was tolerated at first because
it helped the singers to maintain a steady pitch.
(The problem of singing on pitch was no less acute
in the 11th than in the 20th century!)

It will not be necessary here to describe in de-
tail the evolution of the portative organ or the
primitive organ of the early period when organists
were called “‘beaters.” These early instruments
are described in many fine histories on the sub-
ject. Suffice it is to say here that these early or-
gans containued some twenty pipes all of which
had different lengths but the same diameter.
Though additions were made to the number of
pipes used no appreciable difference is noted in
their pitch or tonal color because they all had the
same diameter.

Apart from such attempts to add to the basic
pipe ensemble no musical function other than an
ability to produce a rudimentary kind of fixed
pitch was actually developed in the organ of the
Romanesque Period (950-1250). We shall there-
fore consider pitch as the organ ideal of that era.
The next advancement in the evolution of the or-
gan was destined to take place in another and later
century.

Gothic Period: Tonal Strength

The organ with more than one keyboard and
some pedal evolved in the fifteenth century, the
Gothic period, which was justly called the summit
of the middle ages. Like other periods, this was
also the sum-total of an ever growing and ever
moving human activity, and did not represent in
any way higher or lower standards for artistic ideals
than any other age. No doubt, it possessed its
own characteristic aesthetic air, expressed pre-
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dominantly in the magnificence of the Gothic
cathedral. The deep religious zeal and fervor
which resulted in the Crusades, stamped its spirit
and expression on all human undertakings. There-
fore, in the music of the Gothic era we find at-
tempts at the same elaborate construction and
painful details as in architecture, painting, etc. The
composers worked on their compositions imbued
with the same religious spirit as the monks work-
ing on their famous hand-printed, ornate volumes,
codes of their libraries. We find that the Gothic
motet shows all the characteristic elaborations and
super-impositions of the music of the period. There
are hidden contrapuntal devices, the solution of
which was a secret of the masters, as were the
methods of medieval alchemy. In many instances
the voices were to be improvised, (known as ‘su-
per librum’ singing, or ‘dechant sur le livre,” mean-
ing: discant with closed books) or had each a dif-
ferent text, mixing secular tunes, instrumental
parts for fillers into the medieval motet.

The role of the organ, we assume, was -great-
ly different from that of only ‘helping intona-
tion’ of the chant. Its main duty was first of all to
fill the vast spaces and the high arches of the
Gothic cathedrals. Then again, it had to support
and also alternate with a group of singers, who
were maintained and trained at the ‘Schola Can-
torum’ of each important cathedral, parish church
and princely court-chapel. The element of the me-
dieval mysticism was reflected in the ‘miraculous
contraptions’ which organ builders began to in-
clude in their ‘positive’ (stationary, contrary to
‘portative’) organs. One such was the Zymbel-
stern, a percussion stop of revolving miniature
bells arranged in a form of a star, which had its
beginnings at this time. The aim was to put fear
into the congregation (ad majoris excitationem
devotionis) by the mystic moving bells — later
figures — displayed on the organ cases. In
general, the antiphonal and accompanimental
usage of the organ brought out an instrument rep-
resenting a colorless mixture tending to elemental
tonal strength — which is the characteristic organ
ideal of the Gothic period (1250-1450).

Renaissance: Imitation
The next hundred and fifty years embrace the
Golden Age of Polyphonic Music and are ordinari-
ly known as the period of Humanism or Renais-
sance. The transition into the new era was a grad-
ual one as is always the case. In historieal perspec-
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tive we can see the principal traits of one era
either fading out of existence or overlapping into
those of a newer and later age. In the Renais-
sance we see the somewhat crude attempts at
choral polyphony of the Gothic Age flower into a
style of music writing that is virtually unmatched
for its beauty and technical refinement. In sheer
volume of output, too, a new vigor and purposeful
activity is to be noted. May it be said here, how-
ever, that the music of the Renaissance, in spite of
the tremendous up-swing in the composition of
polyphonic masses and motets noted at this time,
was far from being exclusively vocal as is com-
monly believed. Recent research has shown that
the art of instrumental playing and music writing
was not dormant. It can be stated with certainty
now that some of the Flemish polyphony, for ex-
ample, of the early Renaissance was not intended
for human voices but for instruments. Parts of
masses, for example, had to be ‘supplied’ by the
organ, or other instruments, common at that time.
Such procedure was already known to some ex-
tent in the Gothic period. In performance it was
customary to interpolate the Gregorian Chant with
organ music. This procedure was known as the
canto misto contrary to the canto puro. When the
‘Ceremoniale Episcoporum’ forbade this, a new
type of alternation came into use, known as play-
ing the versetti —, i.e. elaborate organ interludes
in between verses of hymns, Magnificat, etc. These
innovations plus the Reformation, with the advent
of the Protestant Choral and congregational sing-
ing, which also came about at this time, — placed
new demands on the instrument of the church.

Inevitably, the bulk of the Gothic organ sounds
had to be divided then into smaller and softer
parts. In these tonal subdivisions were stops of high
and low pitches, marking the forerunners of the
footage that designate the pitch of the pipe-rank.
Builders began to pay more attention to the wind
opening of the pipes, thus resulting in soft and loud
tones and a greater effort to make a study of the
diameter of the pipes. Therefore, we may safely
conclude that the idea of ‘voicing’ saw its birth in
the fifteenth century in these efforts. ~As most of
the labelled organ stops had their equal among thc
instruments commonly in use at that time, we may
assume that the organ ideal of the Renaissance
period (1450-1600) commences to be imitative.
Many of the stops, mostly of fluty charac-
ter, were unlabelled on the early organs and even
those of later periods. It was taken for granted
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that the masters of the organ, similar to the mas-
ters of other branches of arts, should be experts in
their craft and for them at least labels were un-
necessary. In addition it was considered undesira-
ble to divulge “trade secrets.”

The Renaissance period tapers into the Baroque
era. The Portuguese word Barocco is the name of
irregular pearls which were freely used in decorat-
ing gold and silver articles — mainly jewelry. In
architecture, it signifies the use of carved and con-
torted forms. In art history, synonymous with
Roccoco, Baroque suggests the cultivation of irreg-
ularity and the usage of elements out of the ordi-
nary. In music great events took place during the
period.  Just to mention a few: the tempered
tuning, which made it possible that every tone
could be used in all keys (Werkmeister, organist of
Halberstadt, d. 1706); Amati, Stradivarius, Al-
bani, etc., great masters of violin making brought
the string instruments to their highest perfection;
the important reforms of Gluck, concerning opera;
and at last, but not least, — the apex of organ

Organ w
Castle

ith Organola in the Chapel of the Kozlowka
in Poland. This is an exact copy of the organ
in the Chapel at Versailles
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music in the works of the great cantor, Johann
Sebastian Bach.

Early Baroque: Contrasts in Voicing

In the early part of the Baroque Era the ele-
mentary strength of the organ is missing. The rise
of chamber music at this time with its emphasis on
intimate sounds and individual musical lines re-
sults in new efforts at voicing in organ design in or-
der to make it possible for the organ to express ef-
fectively the contrapuntal works of the era. Organs
of this period were still in evidence before the last
war in Germany. Michael Praetorius (the Latin
name for Schultz or Schultze) described these or-
gans in detail in his famous ‘Syntagma Musicum’
(1615-20). Following his description, in 1921,
Dr. Oscar Walcker (at that time head of the E. F.
Walcker & Company organ builders, Lugwigs-
burg, Germany) and Dr. Wilibald Gurlitt (direc-
tor of the ‘Musikwissenschaftliches Institut’ at the
University of Freiburg) reconstructed the so-
called Praetorius Organ. This 2 manual 20 stops
organ was placed in the hall of the Music Institute
of the University of Freiburg. The specifications
should be known to all interested in organ build-
ing. For the sake of references we shall repeat the
stop-list, which since 1921 was much publicized:

OBERWERK — Grossgedeckt 8, Nach-
thorn 4, Principal 8, Octava 4, Mixtur 4 rks.,
Schwiegel 1, Ranckett 16.

IN DIE BRUST — (played from Ober-
werk) Klein Lieblich 2, Baerpfeife 8, Geigen-
regal 4.

RUECKPOSITIF Quintadena 8,
Blockfloete 4, Gemshoerlein 2, Zimbel 4 rks.,
Spitzfloete 4, Krummhorn 8.

PEDAL — Untersatz (stark) 16, Posau-
nenbass 16, Singend Cornet 2, Dolzianbass
(reed) 8.

Zimbelstern. Tremulant on the entire organ.

Manual Coupler. Pedal Coupler to the Rueck-
positif. x)

Description of some obsolete stops:

Ranckett 16: This rank of pipes has a quiet, pleasing
tonal quality and blends readily with the various flue
stops to produce beautiful combinations. It is at the
same time excellent as a filling stop without giving too
dark a color to the tone. The body (the largest being
about

a foot high) encloses a second resonator. The
outside resonator is sealed and has only small sound-
holes.

Baerpfeiffe 8: The construction of this pipe shows two
funnels joined with their outside rims, a third funnel
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in upright position being placed over the two. The
sound opening is covered, except for a narrow slit.
The tone has a characteristic, unique charm and could
be compared with out best Vox Humanas.

Krummhorn 8: is more an ensemble reed than solo.

Geigen Regal 4: When used in full ensemble it replaces
the effects of the strings of the modern organ. The
narrow scaled reeds have no bodies. They yield a light
yet soft singing tone. This stop may be coupled effec-
tively with the Gedeckt or Quintadena 8.

Singend Cornet 2: A sharp penetrating stop with narrow
scale resonators, yet having a fine singing tone.

Zymbelstern: Several miniature bells on a pneumatically
driven wheel. They were generally tuned in a chord
(C, G, or F), but many builders used also unharmonic
Zymbelsterns, which blended splendidly with the old
Regals, Dolzians and sharp Mixtures.

For the benefit of the so-called ‘purists’ who
have a warped notion about the Tremulant, we
point out that this organ had one effecting all
stops! It is well known that artistic tone cannot be
without a judicious amount of undulation — be
it the case of human voice, or playing a non-key-
board instrument. The only non-keyboard ‘instru-
ment” which is absolutely devoid of undulation is
the ‘fish-horn’. A good Tremulant should not
‘wobble’ but gently undulate the tone and its use
should be limited.

The organ ideal of this early Baroque was the
fine contrast in individual voicing. Historians and
organologists are of the opinion that the Bach
Organ was a combination of Baroque organ and
another organ named after a contemporary builder
— the Gottfried Silbermann (d. 1753) Organ.
This was an instrument suitable for the harmonic,
vertical compositions as well as for the polypho-
nic, horizontal works of the period. The majestic
magnitude and the highly contrapuntal nature of
John Sebastian Bach’s art required a union of the
two above ideals: the transparent Baroque and
the Powerful Silbermann organ.

Romantic Era: Orchestral Groupings

With the end of the Roccoco period (appr.
1800) we arrived at the activities of Hadyn, Mo-
zart and Beethoven, who through their immortal
contributions are living figures of our contempo-
rary concert halls. For this reason it will not be
necessary to elaborate upon attending circum-
stances and the characteristics of their period. It
is well known to most of us. Let us, however,
pursue the subject of our wandering organ ideal.

The Bach organ had not a chance to crystal-
lize. The anti-religious movement started and

Portative Organ in St. Peter’s, Rome

reached its notable climax in the French revolu-
tion. The general course of events secularized the
churches and the organs were placed in buildings
other than churches. Gradually there evolved the
new organ ideal for that period. This organ was
much inferior in transparency to that of the previ-
ous peiod, but it was more expressive and flexible.
The main idea was to imitate the instruments of
the symphony orchestras which started to become
popular in the 19th century. This obsession  of
imitation brought out the ideal instrument of the
period — an organ that tried to sound like an
orchestra.

At the turn of the 20th century, pneumatic ac-
tion followed by electro-pneumatic action came in-
to general use. Builders and organ designers be-
came engaged in constructional details and the
tonal scheme became secondary, neglecting and
forgetting the fine traditions of previous eras. Ac-
cepting the idea, that organ pipes sufficiently cre-
ate their own harmonics, — builders began to
eliminate mixtures and aliquots from the tonal
design. Keen competition among the builders to
construct an instrument larger than all previous
organs became a nuisance. The different manuals.
which before represented individual tonal lines,
lost their character because one section merely be-
came the duplication of the other. All tonal inde-
pendence became jeopardized by the ‘build-up
system’ and the ‘chorus representations’ in every
manual. This ideal, which still exists in our midst,
is known as the Romantic organ ideal of the period
previous to the first World War.

Now, as to the present time there is a move-
ment on foot which advocates the formation of the
new organ ideal of our age. Just as in the previ-
ous eras, the evolution of this ideal is slow and will
take considerable time. This ideal might be an in-
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strument with the latest technical achievements
which would unite the crystal clearness and majes-
tic splendor of the Bach-Silbermann organ with
our very best modern tonal features, an instru-
ment on which one could adequately perform or-
gan compositions of all times according to the
style of the period.

The Present and the Future

In spite of necessary precaution, so as not to be-
come extremists — in my opinion — the work of
a new renaissance and reconstruction should go
on today in organ-building. From instruments
originating in the pre-Bach and Bach period, then
again from contemporary writings on organ con-
struction, essentials to the tonal scheme should be
adapted into our organs. Obsolete stops hitherto
thought and described in the dictionaries of organ
stops as useless, could be reconstructed in improved
modern forms, as was donein Germany be-
for the last war. These are known as the ‘Bachian’
stops or ‘period stops’. The slogan should be:
larger scale pipes, lower wind pressure, character-
istic individual voicing on the premises of installa-
tion, all blended into an artistic ensemble which if
necessary, could in some respects compete with
the modern orchestra — but not as its main con-
sideration. - All these, coupled with the latest in-
ventions in mechanism, plus our own beautifully
voiced, modern, fiery reeds and exquisite solo
stops — not to forget some of our very fine and
dignified percussions — will give the answer to
our modern organ ideal of today. An instrument
which would meet the demands of not only the
past composers, but also of the contemporary com-
poser. An instrument on which one could perform
equally well in the style of any period, compositions
from all organ schools. Considering that one has
but two hands and two feet, organs with more
than 4 manuals exceeding 100 stops are cumber-
some and should be very rare. The number of
couplers should always be limited, so that the to-
nal scheme be not distorted. Therefore, our pres-
ent day organ ideal should be: a modern organ
which incorporates Bach-Silbermann tonal fea-
tures, neither Baroque, Classic, or Romantic!

In concluding let us not forget that music has
always been an integral part of Catholic Liturgy.
The priceless musical heritage of our Holy Mother
the Church is a well known historical fact.

CAECILIA

Through the ages world famous organs presided
over by the greatest virtuosi have served the church
in the proper presentation of the Mass and other
offices. The growth of the organ — organa,
meaning in Greek, instrument of instruments, as
does biblia book of books for the Holy Bible — is
clearly traceable in the glorious history of our
church music. In spite of the fact that organ mu-
sic may be at low ebb at one time or another in
some localities, we can proudly claim leadership in
aiming for the highest possible ideals, as far as the
progress of the organ is concerned. So, as always:
ECCLESIA PROCEDAT — and the faithful
follow!

*Just to mention a few of our contemporary concert

artists holding church positions: Dupré, Marechal, Peet-
ers, Langlais, Curboin, Germani, Piché, Salvador, etc.

—
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The spotlight on Rubbra, Poulenc and Stravinsky
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THE MASS AND THE MODERNS

Part 11

WHILE HARMONIC AND RHYTHMIC FEA-
tures make it clear that the masses of Kodéaly and
Villa-Lobos are products of the present century, it
is at the same time evident that the composers kept
an eye on the sacred music tradition of the past and
adapted their style accordingly. One would not
confound this music with “profane” music. The
melodic lines are easy to assimilate, the counter-
point moves according to accepted principles,
there are no extended passages of intense and un-
relenting dissonance. The music is clearly free of
the Caecilian traditions, however, and in the
Villa-Lobos setting (notably the Sanctus) there is
a definite nationalist tinge.

Three more modern composers, who have direc-
ted their efforts to music for the mass, come up for
consideration now.

Rubbra

Edmund Rubbra’s Missa in Honorem Sancti
Dominici (Op. 66; dated 1949) is forthrightly
liturgical in its unadorned presentation of the text,
and unquestionably modern in its harmonies and
rhythms. The composer uses diatonic progres-
sions, flavored with unabashed dissonances and
frequent open chords; but when the desire seizes
him, he leads the chorus through whole sections
of key changes. Thus the Credo starts in G-minor,
but by the time we have arrived at ante omnia
saecula, we find ourselves in an E-minor cadence.
A recurring feature of the harmony — almost a
mannerism, it appears, — is the consecutive fifth
and the consecutive octave. The open fifth also
occurs frequently within the choral texture as well
as in the final chords. The use of dissonance, as
stated above, is free and natural. In the Sanctus,
for instance, there is hardly a bar but contains a
dissonance either of the second or the ninth. The
counterpoint is not merely an “added attraction”
but is thoroughly integrated with the music and
reveals the composer to be a worthy disciple of
the late R. O. Morris. Mr. Rubbra, like Kodaly,
encounters trouble about two-thirds of the way
through the Credo. He puts aside all counterpoint

by Francis ]J. Guentner, S.J.

and dividing the voices into seven parts takes them
through a freely-rhythmed section in which the
parallel movement of the chordal blocks is only oc-
casionally broken by contrary motion. The section
is hardly long enough to cause monotony, but one
surmises that the composer at this point ran out of
ideas.

The text is easily master of the music in this
work, though a couple of phrases in the Glotia
(miserere nobis, and suscipe, etc.) are drowned
out by the opposition of three voices against one.
This technique occasionally employed also by Ren-
aissance polyphonists frequently militates against
the intelligibility of the text. The melodic line can
perhaps best be described as severe. It never be-
trays a hankering after nineteenth-century lyricism,
but neither does it reveal the acidity of much
modern writing. As a whole the mass is a distinc-
tive contribution from the pen of a modern com
poser who deserves more attention from Ameri-
cans than he has till now received. His most im-
portant work has been done in symphonic form,
which he uses “as a vehicle for thought, instead of
regarding it as playground for technical ingenui-
ties and attractive aural patterns.” In his mass
he discloses a genue affinity of temperament to
that of the sixteenth century.

Poulenc

“Francis Poulenc’s musical personality,” writes
Martin Cooper, ‘“has no precedent in musical his-
tory.” And a little Jater: “He is a musical clown
of the first order, a brilliant musical mimic and
an adroit craftsman who pieces together the most
heterogeneous collection of musical styles to form
an unmistakably personal style of his own.”2 After
such a penetrating critique of Poulenc, it is almost
pointless to enter into an extended investigation
of the composer’s mass, for almost every word of
Mr. Cooper can be verified in it. The work is
what analysts would call a pastiche, a piecing to-
gether of the serious and the light, the old and the
new. The date of composition is given as 1937 —
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the composer must have had a spurt of fervor back
in those days for one notes that his set of four
Tenebrae Responsoria, which go under the name
of Motets pour un Temps de Pénitence, were com-
posed during the next year. Poulenc’s mass, en-
titled Messe En Sol Majeur, is like Rubbra’s, both
brief and intended to be sung a cappella. It con-
tains no Credo. The sol majeur of the title ought
not to taken too seriously, for multitonality would
seem to describe more aptly the composer’s care-
free transition from one key to another. The
Kyrie and Agnus Dei are predominantly in G; the
Gloria passes through a number of keys and
comes to rest in B; the Sanctus is in E; the Bene-
dictus is multitonal again, finally ending in E.

The employment of dissonance and other de-
vices that the moderns have taken to heart is both
skillful and effective. The four voices are fre-
quently separated into divisi sections, with the re-
sult that six, seven, and eight part harmony ap-
pears. Melodically the mass is effervescent, joyful,
and colorful. I take it that Poulenc intended his
work for use in church, and it comes so close to
being on the side of the angels that it almost
sounds like carping to find fault with it. The Ky-
rie presents a theme which passes through a num-
+ ber of guises and finally ends up in a full-blown
melody in the Agnus Dei. As presented in this
final section, the melody is pleasingly chant-like.

On the surface there seems every reason why
this music should sound like a worthless hodge-
podge, for on first hearing the various sections
seem pieced together from disparate and unallied
composers. The Kyrie and Gloria, it is true, have
much in common — moments of piety alternate
with brittle, jerky chords. It is precisely this jerki-
ness which puts the mass in a ferra dubia as far
as a liturgist is concerned. A number of phrases
towards the end of the Kyrie could perhaps be
overlooked, but when we reach the Gloria and see
how distorted some of the words become because
of the rhythms to which Poulenc has set them,
one begins to feel that this music is too bold for
church. Thus the Qui tollis is set to a pattern of
broken rhythms in which the basses bob up and
down in laughable jerks and starts. The conclu-
sion of the Gloria certainly deserves an A for
brilliance.

The Sanctus is a tour de force set right in the
middle of the mass and reveals a master craftsman
at work. At times I cannot but feel that here the
words are only a vehicle and the music rides on its
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own self-sufficient course. The melody to be sung
trés allant et doucement joyeux, moves along like
a frisking stream, mounting in volume and force
as it proceeds; the words frequently fall where they
may, and the repetition appears to further the
musical logic rather than anything else. In the

" Benedictus we find ourselves momentarily in some-

thing like nineteenth-century idiom, but a se-
quence of key changes and dissonances jolts us
back to the present. The entire section breathes
reverence and worship. The Agnus Dei, in its re-
straint and chastity, is in a different world
from the earlier sections of the mass. It has a
delicacy and finesse so easily associated with the
French. Considered simply as a piece of music,
Poulenc’s mass commands admiration; yet one re-
gretfully feels that the clown and the mimic in the
composer come too much to the fore in several
places.

Stravinsky

“I cannot compose until I have determined
what problem I must solve.” Thus the personal
confession of Igor Stravinsky. It is the sad fate of
our twentieth-century composers to have to ap-
proach music in such wise — though secretly one
wishes for the old days when music came forth
from the soul, unburdened with any such preoc-
cupations. However that may be, Mr. Stravinsky
came face to face with a first-class problem when
he undertook the composition of a mass.

More than anyone in the world of contempo-
rary music, Stravinsky has fought for the principle
that “The expression of personal emotion, or even
emotion of any kind, is not an essential function
of music.”3 Assuredly, as his disciples endeavor to
point out, he has no grudge against emotion as
such, but he is strongly opposed to the deliberate
working-up of an emotion just for the sake of the
emotion. The distinguished Mr. Aaron Copland
has written of the composer’s recent works: “So-
briety is the keynote — it seems hardly possible to
create a music of less sensuous appeal.”’4

What then, is the source of interest in Stravin-
sky’s music? Why does the world stand agog
whenever one of his works receives its premiere?
The interest in Stravinsky’s music — we are told
— stems from its intellectual content. “Stravin-
sky composes music about his intellectual experi-
ences just as last century’s composers wrote music
about their emotional experiences . . . That the ad-
ventures of the mind, no less than the adventures
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of the heart, can be the subject of musical dis-
course, is a commonplace that still needs shouting
from the housetops.” Mr. Lawrence Morton’s
statement is succinct and revealing.

From about the end of World War I, the en-
deavor of Stravinsky, as of so many moderns, has
been to return to the ideal of composers of a for-
mer age. “The first concern of a composer of the
earlier centuries was impeccable craftsmanship,”
says Gerald Abraham. And a page or two later:
“The modern composer often feels an affinity with
Bach . . . the superb master of his craft.”6 That
Stravinsky has in fact become a master craftsman
cannot be doubted for a moment — the study of
his scores is practically bewitching.

At this point I had better watch out or else our
discussion will trail off into a series of quotations
— without my getting in a word edgewise. But so
much has been written by or about Stravinsky
that"quotation seems to be the most natural ex-
pedient. And to be truthful, the countless books,
magazine articles, and critical essays that have
been written in defense and explanation of Strav-
insky’s music have the accumulative effect of mak-
ing the reader at first awed, but then suspicious.
Is the music unable to explain itself? Is the con-
temporary audience of serious listeners so unper-
ceptive as to need a bar-by-bar account of what
is taking place in the music? Must a composer
nowadays take upon himself the strange role of
publicist?

This is not the place to enter upon a discussion
of the ultimate validity of Stravinsky’s ideas. That
he has had ideas there is no doubt; whether his
best music reflects these ideas is questioned by
many. It would be interesting to be alive fifty
years from now if for no other reason than to see
how a more detached age will catalogue him.
John Culshaw is humorously irreverent in his
treatment of the idol: . .. Stravinsky who, in the
nineteen-twenties, changed his musical dress with
the rapidity and inconsequence of a mannequin on
a busy afternoon.”” And again: “During the
nineteen-twenties (the average listener) could ob-
tain little help from the bewildering statements of
Stravinsky and his disciples, or from other expo-
nets of neo-classic, anti-romantic philosophers. For
whereas atonality, its technique, origins and in-
tentions may quite convincingly be explained to
anyone who is intelligently curious, the principles
of neo-classicism are so delightfully vague and self-
contradictory (and most of the music so ambitious-
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ly dull) that they amount to a matter of faith
rather than reason. When Stravinsky claimed that
there was neither emotion nor expression in his
latest music, the remark was not an observation in
respect of the music, but a directive to the faithful
who, with due solemnity, promptly confirmed the
emotional vacuum.”8

It is in the light of Stravinsky’s declared princi-
ples that one ought to approach his mass, for quite
clearly there is nothing in the entire repertoire of
either sacred or profane music that is like it. The
best analysis — especially of the craftsmanship of
the music — comes from the pen of an ardent
Stravinsky partisan, Mr. Robert Craft.9 To Mr.
Craft’s analysis I can add nothing, though for
those who are unacquainted with the work, a few
words by way of introduction may be in place.

The actual composition of the mass occupied the
composer off and on from 1944-1948. It is set for
four mixed voices (children’s voices preferred)
and ten wind instruments (2 oboes, 1 cor anglais,
2 bassoons, 2 trumpets, 3 trombones).

The several sections of the mass, though diverse
in conception, are in no sense a pastiche. The in-
terest in the six Kyries is essentially harmonic,
while the Christes contain some of the most ex-
tended counterpoint of the entire mass. ‘The
Gloria, which is for the most part an interplay be-
tween duet and chorus, is a unique combination
of grace and severity: the instruments, the initial
solo and the following duets present passages
characterized by decorative melody and rare
rhythmic units. Against these passages the chorus
inserts brief and recitative-like phrases. This
method of recitative is taken up again in the
Credo, and used throughout the entire section un-
til the Amen, when a very brief counterpoint is
brought in. At times one is reminded of the Am-
brosian Gloria, as the monotonous lines succeed
one another, though the Stravinsky recitative
moves about the scale a bit more freely. The
Sanctus is akin to the Gloria in its ornate melis-
matic lines. There is frequent occurrence of quin-
tuplets and triplets; for myself, the syncopated
beat of the Pleni sunt is distracting rather than
persuasive. After the involved writing of the
Sanctus, the Benedictus returns to a more plain
choral style, with the jumpy and joyous Hosanna
again appearing. The Agnus Dei, to me the sever-
est piece of the whole set, is distinguished by the
fact th