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Missa Brevis (1944)
Zoltán Kodály 
(1882-1967)

In the autumn of 1944 Hungary was under German occupation and Budapest was in a state of devastation, surrounded by the advancing Russian army.  In these intensely difficult conditions, Kodály was working on his Missa Brevis, which he subtitled ‘In tempore belli’. The city’s collaborationist government refused a Russian invitation to surrender and a siege of several weeks ensued.  Under constant artillery bombardment and frequent air raids, the remaining population, approaching starvation, was driven to live almost permanently underground as the bitter cold of winter set in.  Kodály had been forced from his suburban home, first to the air-raid shelter of a nearby convent, then to the basement of the Opera House.  It was here that he completed his setting of  the mass, and where it was first performed, early in 1945 – in a cloakroom converted for the occasion into an impromptu concert hall. The all-embracing quality of the words of the mass always held particular poetic significance for Kodály.  That he chose to focus his creative energies on composing a score for them under conditions of such extreme duress certainly reinforces this view, as well as testifying to the power of his continuing religious faith to sustain him through this terrible period.  The universalist character of the mass makes this the least nationalist of his choral works, and its brevity follows his penchant for short works, born, as he once responded to a German critic’s reproach, out of  “pure loyalty to the listeners instead of boring them for hours”!  Its length, however, serves to reinforce the depth of conviction that seems to pervade the music, which moves between solemnity and joy but without deviating from a religious certainty which suggests both a sensual engagement with the act of belief and an awareness of its transcendent purpose.

Kodály had composed a work for organ, inspired by the mass, in 1942, adding extracts from the liturgical text to his score in the following years. He completed the transformation of this in 1944, when it became the choral Missa Brevis for organ or orchestral accompaniment, dedicated to his wife, Emma: “Coniui et consorti carissimae in anniversario XXXV”.  Its origins in the ‘Organ Mass’ remain evident in the solo organ Introitus and the original organ version of the postlude, Ite missa est, which will be performed this evening, rather than the later, choral version.  The Ite… was a characteristic feature of the 14th century mass, but has rarely been included in settings since then. Kodály added a choral version for no other reason than to fulfil the conventions of concert performance. The fully orchestrated version was finally completed in 1948, for performance at the Worcester Three Choirs Festival.

The Introit opens majestically and proceeds to introduce the theme of the Kyrie, which begins its development as the recurrent theme of the entire mass, moving towards the beginning of the movement itself with the entry of altos, followed by basses.  Their deep chordal repetitions evoke complementarily higher responses from the sopranos on ‘Christe eleison’ as the lower voices pick up the full phrase through initial repetitions of ‘eleison’, concluding on a statement of the full phrase in three-part form.  The Gloria commences with the tenor soloist’s incantation of the opening phrase in a Gregorian melody, followed first by tenors, then basses and altos, succeeded by sopranos.  Each voice picks up further parts of the following  text in a considered, consolidating rhythm which builds to a bright, almost urgent statement of the remaining sequence, following ‘Glorificamus te…’.  The soloists change this mood for the middle section in a quiet, slow statement of the ‘Qui tollis…’, until the chorus re-evokes the exultant quality of the first section  with the ‘Quoniam…’ concluding with two ‘Amens’ – the first in an elaborated descent by all parts, the second a sustained declaration.  The Gregorian character of the Credo is set initially by the solo chant of the opening statement.  This is the central movement of the work and the music follows the text carefully from the entry of altos and basses, allegro moderato, on ‘Patrem omnipotentem…’, building intermittently through soaring plainsong elaborations on key words – notably basses on ‘Jesu’, tenors on ‘saecula’, the unison of all parts on ‘consubstantialem’ and the knowingly descending melodic line of ‘descendit de caelis’.  The ‘incarnatus…’ is invoked, adagio, with a quiet solemnity, towards an inventive harmonic tension on ‘Crucifixus..’ in which the act of crucifixion is metaphoricised strongly by the altos’ separated lines, each of which transposes with the other as they move through ‘Crucifixus etiam…’, thus requiring the two voices, quite literally, to cross, before all parts move to a deep, sure-sounding solemnity to end this passage.  Sopranos and tenors begin the final section, allegro mosso with awed announcement of the resurrection , quickly soaring to joy on ‘Et iterum venturus…’ and followed by confident elaborations on ‘simula adoratur et conglorificatur’ towards its conclusion in an exultant, thunderous Amen.

The Sanctus is closely textured musically, drawing clearly on later renaissance polyphony with echoes of Palestrina. It opens with a quiet, devotional succession of voices, beginning with altos, then sopranos. The tenors join for the invocation of ‘Sanctus Dominus Deus Sabaoth’, with basses finally anchoring the phrase through with an extensive, descending repetition of ‘Sanctus’. It moves delicately through careful polyphonic explorations of ‘Pleni sunt coeli…’ to conclude in ascending elaborations of ‘Hosanna in excelsis’, and these are repeated at the close of the tranquil polyphony of the Benedictus which follows.  Here, though, they move finally, diminuendo, to a distant ethereality, suggesting an appropriate transformation through benediction.  The Agnus Dei begins with an almost subterranean bass line, over which the tenor soloist sings ‘qui tollis…’ to a reintroduction of the melody of the Gloria, as the movement builds to the sopranos’ soaring introduction of the full chorus, sustaining the ethereality of the previous section, but bringing to it a warmer, closer sound.  The ‘dona nobis…’ provides an extended conclusion to the final choral movement, and is sung entirely to a varied, but clearly recognisable form of the music of the Kyrie.  The musical cohesion that Kodály thus gives the mass reinforces its relevance to the context in which it was written, as the closing plea for peace echoes musically the one for mercy with which the text begins.  The assertive strength of the concluding solo organ movement, the Ite, suggests Kodály’s conviction that both will be granted. 

Missa Brevis

Kyrie
Kyrie eleison

Christe eleison

Kyrie eleison

Lord, have mercy

Christ, have mercy

Lord, have mercy

Gloria
Gloria in excelsis Deo; et in terra pax hominibus bonae voluntatis.

Laudamus te; benedicimus te; adoramus te; gloricamus te. Gratias agimus tibi propter magnam gloriam tuam. 

Domine Deus, Rex caelestis, Deus Pater omnipotens.

Domine Fili unigenite Jesu Christe; Domine Deus, Agnus Dei, Filius Patris.

Qui tollis peccata mundi, miserere nobis.

Qui tollis peccata mundi, suscipe deprecationem nostram.

Qui sedes ad dexteram Patris, miserere nobis.

Quoniam tu solus sanctus: tu solus Dominus: tu solus altissimus, Jesu Christe, cum Sancto Spiritu, in gloria Dei Patris. Amen.

Glory be to God on high, and on earth peace, goodwill towards men.

We praise the, we bless thee, we worship thee, we glorify thee, we give thanks to thee for thy great glory.

O Lord God, heavenly King, God the Father Almighty.

O Lord, the only begotten son Jesus Christ; O Lord God, Lamb of God, Son of the Father.

That takest away the sins of the world have mercy upon us. 

Thou that takest away the sins of the world, receive our prayer.

Thou that sittest at the right hand of God the Father, receive our prayer.

For thou only art holy: thou only art the  Lord; thou only, O Christ, with the Holy Ghost, art most high in the glory of  God the Father. Amen.

Credo (The Nicene Creed)
Credo in unum Deum, Patrem Omnipotentem, factorem coeli et terrae, visibilium omnium et invisibilium.

Et in unum Dominum Jesum Christum, Filium Dei unigenitum, et ex Patre natum ante omnia saecula.

Deum de Deo; Lumen de Lumine; Deum verum de Deo vero.

Genitum Non factum; Consubstatialem Patri: Per quem omnia facta sunt.

Qui propter nos homines, et propter nostram salutem, descendit de coelis.

Et incarnatus est de Spiritus Sancto, ex Maria Virgine: et homo factus est.

Crucifixus etiam pro nobis: sub Pontio Pilato passus et sepultus est.

I believe in one God the Father Almighty, Maker of heaven and earth, and of all things visible and invisible.

And in one Lord Jesus Christ, the only-begotten Son of God, Begotten of His Father before all worlds.

God of God; Light of Light; Very God of Very God.

Begotten not made; Being of one substance with the Father, by Whom all things were made: 

Who for us men, and for our salvation, came down from heaven, 

and was incarnate by the Holy Ghost, of the Virgin Mary, and was made man, 

and was crucified also for us under Pontius Pilate.  He suffered and was buried. 

Et resurrexit tertia die secundum Scripturas; et ascendit in coelum, Sedet ad dexteram Patris.

Et iterum venturus est cum gloria judicare vivos Et mortuos: cujus regni non erit finis.

Et in Spiritum Sanctum Dominum et vivificantem, qui ex Patre Filioque procedit.  

Qui cum Patre et Filio simul adoratur et conglorificatur; qui locutus est per Prophetas.

Et in unam sanctam Catholicam et apostolicam Ecclesiam. 

Confiteor unum baptisma in remissionem peccatorum. Et expecto ressurectionem mortuorum; et vitam venturi saeculi.  Amen.






And the third day he rose again according to the Scriptures, and ascended into heaven, and sitteth on the right hand of the Father. 

And he shall come again with glory to judge both the quick and the dead: Whose kingdom shall have no end.

And I believe in the Holy Ghost, The Lord and giver of life, Who proceedeth from the Father and the Son. 

Who with the Father and the Son together is worshipped and glorified: Who spake by the Prophets.

And I believe in one Holy Catholic and Apostolic Church.

I acknowledge one baptism for the remission of sins.  And I look for the Resurrection of the dead, and the life of the world to come.  Amen.

Sanctus

Sanctus, sanctus, sanctus, Dominus Deus Sabaoth. 

Pleni sunt coeli et terra gloria tua. Hosanna in excelsis.

Holy, holy, holy, Lord God of Sabaoth. 

Heaven and earth are full  of thy glory. Hosanna in the highest.

Benedictus

Benedictus qui venit in nomine Domini. Hosanna in excelsis.

Blessed is he that cometh in the name of the Lord.  Hosanna in the highest.

Agnus Dei

Agnus Dei, qui tollis peddata mundi, miserere nobis. 

Agnus Dei, qui tollis peccata mundi, miserere nobis. 

Agnus Dei, qui tollis peccata mundi, dona nobis pacem. 

Amen.

Lamb of God, who takest away the sins of the world, have mercy upon us. 

Lamb of God, who takest away the sins of the world, have mercy upon us. 

Lamb of God, who takest away the sins of the world, grant us thy peace. 

Amen.

Petite Suite for Harp (1960)
David Watkins 

1 
Prelude 


2
 Nocturne


3 
Fire Dance


David Watkins is Principal Harpist with the London Philharmonic Orchestra, Professor of Harp at the Guildhall School of Music and the Royal Northern College of Music in Manchester.  He has performed worldwide as a soloist and won first prize in an international competition for the Petite Suite. The work is loosely programmatic: the Prelude is set at early morning on the Seine; the Nocturne in the countryside at Ande; and the Fire Dance is a ritual dance inspired by the traditional Paraguayan harp.

The Beatitudes (1990, Revision 1991) 
Arvo Pärt 
(b 1935)

The Beatitudes are a core Christian text, apparently simple, but because of that they distill into an iteration of the purest of aphorisms, some of the most spiritually intense formulations of the Christian message, central axioms of the faith at its core.  Realisation of the qualities that they espouse as blessed enables transcendence of self-interest, an important goal of Christian practice and one summation of its moral worth.  Interpreting them as injunctions makes it possible to recognise them as directions to a Christian way of life, the destination of which is an intrinsic state of grace, enjoyed already by those whose qualities appear to be furthest from conventional, materialist assumptions about the ordinary actions required to achieve blessedness.

Pärt's setting of the text opens with an F minor harmony. The sequence of similarly structured iterations lends itself to the sonorous, slow rhythms of the mimimalist, minutely varied, musical repetitions of his tintinnabulist compositional technique. Each verse except the last begins with the same word, Blessed, of which the first syllable is always stressed.  A mode of repetition is thus set, extending throughout the work, where only stressed syllables are offset from the pitch centre by a single step alternately in either direction, using an unusual pattern of chromatic shifts.  The first part, lasting twenty-eight bars, has a common harmonic pattern of alternating triads, descending alternately by a major and minor third, modified still further by the larger drop of a fourth after the third chord, and then after every six chords.  From its initial stressed syllable, each verse moves at a consistent metre of short notes flanked by longer ones, rising gently to the main note of recitation.  The melodic line is carried by sopranos and tenors, offset by altos and basses holding the harmonic, tintinnabuli line, which functions much like the drone in some non-western music and gives an ecumenical sense to the setting. The calm regularity of this progression is supported by a sequence of organ pedal notes, rising by semitones, as the choral voices continue with a gathering, almost evangelical intensity, through the further twenty-one bars of the second part, until halted and reversed during the climactic 'Amen'. This is an important feature of the musical encoding which Pärt's composition provides for the theological emphases in the text.  Throughout, the strongest dissonances are placed on negative words, such as ‘persecute’, ‘evil’, ‘falsely’, ‘revile’, which the melodic and harmonic lines sing in semitones against one another.  By contrast, the evangelical character of the later passages evolves through a shift from atonal dissonances to chromatic harmonies on the more positive words, of ‘rejoice’, ‘glad’, ‘heaven’.  This semiotic musical tension is resolved with intriguing delicacy in the ‘Amen’, where sopranos and basses in common hold a single note throughout, thereby abandoning the complementarity to tenors and altos that each has sustained from the outset, until this vocal conclusion reinforces the theological import of the text. As the singing ceases, the organ begins to work back, loudly and rapidly, through the harmonic sequence, accompanied by long pedal notes descending forcefully in whole tones to C, when F minor arpeggios move up through an octave to conclude with the opening harmony.

Pärt's development of tintinnabulation

I have discovered that it is enough when a single note is beautifully played. This one note, or a silent beat, or a moment of silence, comforts me. I work with very few elements - with one voice, with two voices.  I build with the most primitive materials - with the triad, with one specific tonality.

Thus Arvo Pärt describes the basis of his minimalist compositional technique of tintinnabulation,  characterising it as "an area I sometimes wander into when I am searching for answers - in my life, my music, my work.  In my dark hours, I have the certain feeling that everything outside this one thing has no meaning…Traces of this perfect thing appear in many guises - and everything that is unimportant falls away".  The style consists of an apparently straightforward way, but with quite distinctive results, of relating horizontal and vertical manifestations of pitch - as melody, in the form of diatonic scales, and as harmony, through arpeggiated triads.  This produces an acoustic texture of two parts, working invariably note against note.  The first is a melodic musical line, moving by steps away from or towards a central pitch, which is usually the tonic, while a second, tintinnabuli line sounds the notes of the tonic triad. In ways similar to mediaeval and early Renaissance polyphony, the harmony is constituted as a synthesis of the different voices (whether choral or instrumental) and does not move in a conventional manner.  Instead, its stasis is supported by the constancy of the tonic triad combining with diatonic dissonances to produce a quite distinctive harmonic resonance, which has been described as the sound of a single moment spread out in time.  This quality has led to comparisons between the complex sonority of Pärt's music and the continuously unfolding sound of a bell - he has said that "the three notes of a triad are like bells". This may also explain the not particularly helpful classification of it, together with that of Gorecki and Taverner, as metaphysical or spiritual minimalism.  The style evolved by Pärt is remarkable, however, for not having been produced within any minimalist movement or school. Instead, he developed it himself, intuituively and in isolation, during the first half of the 1970s - the crucial period of his musical and personal development.

Pärt commenced undergraduate study at the Tallinn Music Middle School in 1954 and moved on in 1957 to postgraduate work at the Tallinn Conservatory.  There he was taught by the central figure of an established group of Estonian composers, Heino Eller (1887-1970), who had himself been taught composition by Glazunov, whom Pärt has acknowledged as his 'musical grandfather'.  He was introduced to the full range of musical history, but showed little interest then in either early music or polyphony.  In the early 1960's he studied the few 12-tone scores that were available in Estonia, where little contemporary Western work beyond Webern and Boulez was known.  By this time Pärt was composing music for the Pioneer Theatre in Tallinn, where he was Musical Director for a time, and film scores to commission.  By the time of his graduation from the Conservatory in 1963 he was already an established professional composer with a controversial reputation.  He had employed serial 12-tone technique - the first Estonian to do so - in the composition of an orchestral work, Nekrolog (1961), which had been criticised as Western formalism by Soviet academicians. 

A further clash with the authorities occurred in 1968, following the popular success of the first performance of his Credo, for piano, chorus, and orchestra.  The title was itself a provocation to the official atheism of Soviet culture, though it is not actually a setting of the liturgical creed.  Nevertheless, the explicit religiosity of the work led to a ban on performances of it in the Soviet Union for more than a decade.  More significantly, however, Credo indicated a personal crisis, both musical and spiritual in character, that was developing for Pärt and that marked the beginning of some eight years of compositional near-silence.  It was during this period that he developed tintinnabulation as a distinctive mimimalist tonal style.  The silence was not absolute; Pärt supported himself and his family by continuing to compose film music until 1974, and his considerable Symphony No 3 was first performed in 1971.  This showed the character of the explorations into compositional style on which Pärt had embarked. It contained passages of two-part counterpoint, and other indications of a tendency to think musically in terms of differentiated and synthesised pairs, by drawing on early music idioms, especially Gregorian chant and ars nova polyphony. 

Throughout this period, Pärt increased the range of his studies by devising exercises in monody, early music, plainsong, two-tonal combinations and other rhythmic patterns, until the intense creative potential that he had built up erupted, in 1976-7, with publication and performance of more than a dozen new instrumental, orchestral and choral works, all displaying the tintinnabuli style.  Many had specifically religious themes, though Pärt attempted to make them inexplicit with disguised titles, in order to ensure that they would be performed.  Their spiritual character, nevertheless, was an explicit declaration of Pärt's own espousal of  Christianity during the early 1970s, when he joined the Russian Orthodox Church.  By taking this decision, it seems that he was able finally to join the creative force of his drive towards the aesthetic freedom necessary to articulate his distinctive musical voice, with the strength of his need to explore his spiritual life.  The extent to which both had been constrained by the ideological dogmatism of the Soviet cultural regime had finally become intolerable to him.  Tintinnabulation is transcendent testimony to his successful struggle to overcome the oppression of aesthetic censorship.

By the 1990s Pärt had developed his style into a mature form within which he could work confidently to combine his intuitive compositional approach with his sense of the religious.  He had wanted to set an English text since the late 1980s, when he began to spend part of each year in England, and had considered initially some of the mediaeval mystery plays.  He decided eventually, however, on the short text of  Matthew 5: 3-12, The Beatitudes, and completed a setting for solo voices which was first performed in 1990.  This was revised in the following year, becoming the four-part choral arrangement to be sung this evening.

The Beatitudes (St Matthew 5:3-12)
Blessed are the poor in spirit, for theirs is the kingdom of heaven.

Blessed are they that mourn, for they shall be comforted.

Blessed are the meek for they shall inherit the earth.

Blessed are they which do hunger and thirst after righteousness, for they shall be filled.

Blessed are the merciful, for they shall obtain mercy.

Blessed are the pure in heart, for they shall see God.

Blessed are the peacemakers, for they shall be called the children of God.

Blessed are they which are persecuted for righteousness’ sake, for theirs is the kingdom of heaven.

Blessed are ye when men shall revile you and persecute you and shall say all manner of evil against you falsely for my sake.

Rejoice and be exceeding glad, for great is your reward in heaven, for so persecuted they the prophets which were before you.

Amen

Suite, Opus 5 for Organ (1933) 
Maurice Duruflé 
(1902-1986)

Sicilienne 


Toccata 


Duruflé entered the Paris conservatoire in 1920 and in 1927 was appointed deputy to Vierne, organist of Notre Dame, under whose rigorous tuition he completed his studies of the structure, proportion and range of the organ.  He became organist at St. Etienne-du-Mont in 1930, a post which he retained for life.  He was Professor of Harmony at the Paris Conservatoire from 1943 to 1970, and toured as a concert organist throughout Europe, the USA and the USSR.  The Suite contains three movements - a brooding Prelude, which will not be played this evening, the delightful, intricate Sicilienne and a scintillating Toccata as its  finale.  This is considered one of the best examples of the modern-style toccata and a favourite showpiece among organists, though it was subsequently rejected by the composer.  Duruflé was fiercely critical of his own work, even destroying some of his compositions, and forbade his wife either to play or to teach the Toccata.

Chichester Psalms (1965)
Leonard Bernstein 
(1918-1990)

The range of Leonard Bernstein’s music provides us with a major musical example of the confident populism  which de Tocqueville recognised, somewhat quizzically, early in their post-colonial history as the distinctive spirit in which Americans “cultivate the arts” – the work of John Adams can be seen as a contemporary instance.  Bernstein had already gained a considerable reputation as both composer and conductor, when, for the 1964-5 season, he took sabbatical leave from his responsibilities as director of  the New York Philarmonic to give him “time to think as a pure musician and ponder the art of composition”  – particularly by exploring the twelve-tone system, though he soon found what he termed the ‘physiomathematomusicology’ of its ‘serial strictures’ unsympathetic.  He intended his other major project to be in musical theatre, with Betty Comden, Adolph Green and the choreographer Jerome Robbins, the team with whom he had first worked so successfully in the genre, in 1944, to adapt his score for Robbins’ ballet, Fancy Free, as On the Town. This time they were to adapt Thornton Wilder’s play The Skin of our Teeth.  For whatever reason, the collaboration did not work, though Bernstein had already begun composing when the project faltered, “with half that golden sabbatical down the drain”.  

The resulting period of unanticipated, relative inactivity gave Bernstein the opportunity to accept a commission offered, early in 1965, by Dr Walter Hussey, Dean of Chicester cathedral, for a work to be performed by the combined choral resources of his own cathedral and those of Winchester and Salisbury at their annual music festival.  In his invitation, Hussey wrote of the limits of space and expense that would restrict the musical resources available to Bernstein, hoping nevertheless that he would “feel quite free to write as you wish and will in no way feel inhibited by circumstances”, adding, rather excitedly, that “many of us would be very delighted if there was a hint of ‘West Side Story’ about the music”!  Bernstein came to regard the completed work as his “major sabbatical act – at least, the most tangible” and, “simple and tonal and tuneful and pure B flat as any piece you can think of”, it marked the beginning of a new, more confident period of composition following his decision to reject the twelve-tone scale.  On finishing it in May 1965, he described it in a letter to Hussey as “quite popular in feeling…and it has an old-fashioned sweetness along with its more violent moments…The work is in three movements, and each movement contains one complete psalm plus one or more verses from another complementary psalm by way of contrast or amplification”.

Moreover, he had taken the Dean at his word, and drawn on West Side Story (1957) as well as the aborted collaboration with Comden, Green and Robbins.  With Hussey’s agreement, Bernstein conducted the first performance himself, early in July, 1965 with a mixed adult choir (as we do this evening) at a New York Philharmonic concert of his own music.   The original version, performed in Chichester shortly afterwards, was for the all-male, English cathedral choirs whose boys sang the soprano and alto parts.  Both performances were very successful – Hussey described the work as an ecumenical statement of praise – and it has remained Bernstein’s most popular choral piece.  Yet, despite its Hebrew text, Bernstein uses scarcely any traditional Judaic musical material as he had in his first symphony, Jeremiah  (1944), the chorale, Hashkiveinu (1945), his choral third symphony, Kaddish (1963/1977), and would do so again in the Mass of 1971 and the ballet Dybbuk (1974), all of which are expressions of his faith. At the moment of his death, Bernstein is reported to have uttered the words “What is this”, though it is impossible to know whether in astonishment, exultation or bewilderment.  Whatever he might have intended to mean, the musical range of Chichester Psalms constitutes a sense of the diverse complexities of all these experiences.  It was this work, moreover, alongside Bach’s setting of the Magnificat, that Bernstein chose to conduct before Pope Paul VI in Rome, as part of the celebrations in 1973 to commemorate his tenth anniversary as Pontiff.

The full orchestral score calls for five percussionists, timpani, two harps, three trumpets and three trombones, plus strings, but the performance tonight will be using the reduced version for organ, harp and percussion.  The pitch relation throughout the work is quite simple, but rather difficult to perform because of the presence of so many adjacent metres of fives and sevens, suggestive of scarcely concealed jazz rhythms, despite an absence of sustained syncopation.  The first movement opens majestically with a huge percussive clash, followed by the choir’s suitably rousing declaration from Psalm 108 (Awake psaltery and harp…), before being led daintily into the lively seven-four rhythms of a semi-martial, dance-like melody to accompany the words of Psalm 100 (Make a joyful noise unto the Lord…).  The lively percussion accompaniment is reworked in part from the score Bernstein had written for The Skin of our Teeth.  The chorus gathers increasing momentum, in varying dynamics, to a sustained crescendo on Hodu lo, bar’chu sh’mo, quietening somewhat before a tinkling organ interval precedes the brief, sweet tranquility of solo voices on the concluding paean, Ki tov Adonai…, which the chorus takes up to a grand crescendo, concluded by an emphatically elaborated refrain of the powerful opening.  

The second movement begins, in complete contrast, with a lyrical setting of Psalm 23 set for a boy or counter-tenor, though sung tonight by a girl soprano, to a harp accompaniment, which is taken up gently by sopranos and altos, then resumed by the soloist above soft humming by the chorus.  Their slow, haunting song is suddenly interrupted by the harsh agitated cries and whispers, allegro feroce, of  basses, tenors and a furious organ, on the opening words of Psalm 2 (Why do the nations rage…).  It is here that Dean Hussey’s wish for a hint of  ‘West Side Story’ is more than fulfilled, as Bernstein reworks the chorus cut from the “Prologue” to the musical.  Sondheim’s original lyric for this had been: “Mix – make a mess of ‘em!  Make the sons of bitches pay”, for which “Lahma rag’shu goyim” offers an inspired, if less vernacular equivalent to the ritual exchange of insults between Jets and Sharks.  The rapid, harsh staccato chorus of male voices is then dissipated by the re-entry of the soloist, whose sonorous, pastoral melody, another reworking of the score for Comden and Green’s lyrics, gradually prevails over their edgy whispers.

The final movement opens compellingly, with an agitated organ meditation dominated by dense, sustained chords which attenuate, with hints of dissonance, the opening theme of the first movement, as well as quietly anticipating the melody to come in this one, before settling finally to an undulating ten-four metre.  This provides a ‘peacefully flowing’ accompaniment for the gentle humility of Psalm 131 (Lord, Lord, my heart is not haughty…) begun by the male voices before being developed sumptuously by the full chorus.  A further instrumental exploration of the theme is joined briefly by the choir before the soloists conclude.  The calm, closing passage sets the ecumenicism of the first verse of Psalm 133 to the choir’s soft echo of the opening theme, followed by the quiet conclusion of a unison Amen.

Chichester Psalms

I

Psalm 108 verse 2:

Urah, hanevel, v’chinor!
Awake, psaltery and harp:

A-irah shahar!
I will rouse the dawn!


Psalm 100, entire:

Hariu l’Adonai kol haarets.
Make a joyful noise unto the Lord all ye lands.

Iv’du et Adonai b’simha.
Serve the Lord with gladness.

Bo-u l’fanav bir’nanah.
Come before His presence with singing.

D’u ki Adonai Hu Elohim.
Know ye that the Lord, He is God.

Hu asanu, v’lo ahahnu.
It is He that hath made us, and not we ourselves.

Amo v’tson mar’ito.
We are His people and the sheep of His pasture.

Bo-u sh’arav b’todah,
Enter into His gates with thanksgiving,

Hatseirotav bit’hilah,
And into His courts with praise.

Hodu lo, bar’chu sh’mo.
Be thankful unto Him, and bless His name

Ki tov Adonai, l’olam has’do.
For the Lord is good, His mercy is everlasting,

V’ad do vador enumato.
And His truth endureth to all generations.

II

Psalm 23, entire:

Adonai ro-I, lo ehsar.
The Lord is my shepherd, I shall not want.

Bin’ot deshe yarbitseini,
He maketh me to lie down in green pastures,

Al mei m’nhot y’nahaleini,
He leadeth me beside the still waters,

Naf’shi y shovev,
He restoreth my soul,

Yan’heini b’ma’aglei tsedek,
He leadeth me in the paths of righteousness,

L’ma’an sh’mo.
For his name’s sake.

Gam ki eilech
Yea, though I walk

B’gei tsalmavet,
Through the valley of the shadow of death,

Lo ira ra,
I will fear no evil,

Ki Atah imadi.
For Thou art with me.

Shiv’t’cha umisban’techa
Thy rod and Thy staff

Hemah y’nahamuni.
They comfort me.

Ta’aroch l’fanai schulchan
Thou preparest a table before me

Neged tsor’rai
In the presence of mine enemies,

Dishanta vashemen roshi
Thou anointest my head with oil,

Cosi r’vayah.
My cup runneth over.

Ach tov vahesed
Surely goodness and mercy

Yird’funi kol y’mei hayai,
Shall follow me all the days of my life,

V’shav’ti b’veit Adonai
And I will dwell in the house of the Lord

L’orech yamim.
Forever.

Psalm 2, verses 1-4:

Lamah rag’shu goyim
Why do the nations rage,

Ul’umim yeh’gu rik?
And the people imagine a vain thing?

Yit’yats’vu malchei erets,
The kings of the earth set themselves,

V’roznim nos’du yahad
And the rulers take counsel together

Al Adonai v’al m’shiho.
Against the Lord and against His anointed.

N’natkah et mos’roteimo,
Saying, let us break their bonds asunder,

V’nashlichah mimenu avoteimo.
And cast away their cords from us.

Yoshev bashamayim
He that sitteth in the heavens

Yis’hak, Adonai
Shall laugh, and the Lord

Yil’ag lamo!
Shall have them in derision!

III

Psalm 131, entire:

Adonai, Adonai,
Lord, Lord,

Lo gavah libi,
My heart is not haughty,

V’lo ramu einai,
Nor mine eyes lofty,

V’lo hilachti
Neither do I exercise myself

Big’dolot uv’niflaot
In great matters or in things

Mimeni.
Too wonderful for me.

Im lo Shiviti
Surely I have calmed

V’domam’ti,
And quieted myself,

Naf’shi k’gamul alei imo,
As a child that is weaned of his mother,

Kagamul alai naf’shi.
My soul is even as a weaned child.

Yahel Yis’raiel el Adonai
Let Israel hope in the Lord

Me’atah v’ad olam.
From henceforth and forever.

Psalm 133, verse 1:
Hineh mah tov,
Behold how good,

Umah naim,
And how pleasant it is,

Shevet ahim gam yahad.
For brethren to dwell together in unity.
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