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Igor Stravinsky (1882-1971)   Symphony of Psalms (1930)tc "Igor Stravinsky (1882-1971)   Symphony of Psalms (1930)"
Though baptised into the Russian Orthodox Church, Stravinsky had not been raised in an especially religious atmosphere and had left the church in his teens.  It was not until he moved to Nice from Paris, in the mid-1920's, that he returned to the church, a decision possibly affected by his encounter with the Roman Catholic convert and philosopher of divine order and authority, Jacques Maritain, to whose circle of artists and intellectuals he had been introduced by his fellow Russian émigré composer, Arthur Lourie, and undoubtedly endorsed by a profound religious experience at the church of St Antony in Padua in 1926.  It was, Stravinsky claimed, "the bad music and worse singing in the Russian Church in Nice (that)…eventually provoked me into composing something of my own" - though he added that "apparently all traditions of Russian Church singing are decrepit nowadays".  Despite insisting that he "knew nothing of the traditions of Russian Church music at that time" - perhaps because of this - he suggested that his "pieces probably fuse early memories of church music in Kiev and Poltava with the conscious aim to adhere to a simple and severe harmonic style but with pre-classical cadences".  This was clearly in keeping with the development of the neo-classicism that had emerged alongside his modernist work after his move to Paris in 1920, and had already been displayed to masterful effect in the opera oratorio Oedipus Rex (1927). tc "Though baptised into the Russian Orthodox Church, Stravinsky had not been raised in an especially religious atmosphere and had left the church in his teens.  It was not until he moved to Nice from Paris, in the mid-1920's, that he returned to the church, a decision possibly affected by his encounter with the Roman Catholic convert and philosopher of divine order and authority, Jacques Maritain, to whose circle of artists and intellectuals he had been introduced by his fellow Russian émigré composer, Arthur Lourie, and undoubtedly endorsed by a profound religious experience at the church of St Antony in Padua in 1926.  It was, Stravinsky claimed, \"the bad music and worse singing in the Russian Church in Nice (that)…eventually provoked me into composing something of my own\" - though he added that \"apparently all traditions of Russian Church singing are decrepit nowadays\".  Despite insisting that he \"knew nothing of the traditions of Russian Church music at that time\" - perhaps because of this - he suggested that his \"pieces probably fuse early memories of church music in Kiev and Poltava with the conscious aim to adhere to a simple and severe harmonic style but with pre-classical cadences\".  This was clearly in keeping with the development of the neo-classicism that had emerged alongside his modernist work after his move to Paris in 1920, and had already been displayed to masterful effect in the opera oratorio Oedipus Rex (1927). "
Stravinsky's initial composition for liturgical performance was Pater Noster (1926), the first of Three Sacred Choruses which was supplemented by Credo (1932) and Ave Maria (1934), when they were published in Russian with the indication 'for the Divine Office'.  All three are brief pieces in the style of traditional Russian Church music for a capella performance.  A Catholic version was published in 1949, after the composition of Mass (1948).  It was the composition of Credo that led Stravinsky initially to consider writing a Mass, but he had also had, since his return to the church, the idea of a psalm symphony.  It was to compose this that he accepted the commission offered him by Serge Koussevitsky, in 1929, to celebrate the forthcoming fiftieth anniversary of the founding of the Boston Symphony Orchestra.  Stravinsky records that his publisher, Gabriel Paichadze, made the "routine suggestion" that he "write something popular".  Instead, he took the word to mean not "adapting to the understanding of the people, but in the sense of something universally admired, and I even chose Psalm 150 in part for its popularity, though another and equally compelling reason was my eagerness to counter the many composers who had abused these magisterial verses as pegs for their own lyrico-sentimental 'feelings'".tc "Stravinsky's initial composition for liturgical performance was Pater Noster (1926), the first of Three Sacred Choruses which was supplemented by Credo (1932) and Ave Maria (1934), when they were published in Russian with the indication 'for the Divine Office'.  All three are brief pieces in the style of traditional Russian Church music for a capella performance.  A Catholic version was published in 1949, after the composition of Mass (1948).  It was the composition of Credo that led Stravinsky initially to consider writing a Mass, but he had also had, since his return to the church, the idea of a psalm symphony.  It was to compose this that he accepted the commission offered him by Serge Koussevitsky, in 1929, to celebrate the forthcoming fiftieth anniversary of the founding of the Boston Symphony Orchestra.  Stravinsky records that his publisher, Gabriel Paichadze, made the \"routine suggestion\" that he \"write something popular\".  Instead, he took the word to mean not \"adapting to the understanding of the people, but in the sense of something universally admired, and I even chose Psalm 150 in part for its popularity, though another and equally compelling reason was my eagerness to counter the many composers who had abused these magisterial verses as pegs for their own lyrico-sentimental 'feelings'\"."
This indicates the central role in Stravinsky's work of his relatively small number of specifically religious compositions.  Music, he asserted, has "the sole purpose of establishing an order in things", part of which is as "a form of communion with our fellow man - and with the Supreme Being".  Thus, Symphony of Psalms is not cast in the normal symphonic form, but is so termed as an indication that it collects together disparate musical strands in and as a musical communion - hence its dedication as "composed to the glory of GOD", as well as being "dedicated to the Boston Symphony Orchestra on the occasion of its fiftieth anniversary".  He was seeking "to create an organic whole without conforming to the various models adopted by custom, but still retaining the periodic order by which the symphony is distinguished from the suite".  tc "This indicates the central role in Stravinsky's work of his relatively small number of specifically religious compositions.  Music, he asserted, has \"the sole purpose of establishing an order in things\", part of which is as \"a form of communion with our fellow man - and with the Supreme Being\".  Thus, Symphony of Psalms is not cast in the normal symphonic form, but is so termed as an indication that it collects together disparate musical strands in and as a musical communion - hence its dedication as \"composed to the glory of GOD\", as well as being \"dedicated to the Boston Symphony Orchestra on the occasion of its fiftieth anniversary\".  He was seeking \"to create an organic whole without conforming to the various models adopted by custom, but still retaining the periodic order by which the symphony is distinguished from the suite\".  "
For Stravinsky, "music is…essentially powerless to express anything at all". If it appears to do so, "this is only an illusion and not a reality.  It is simply an additional attribute which, by tacit and inveterate agreement, we have lent it, thrust upon it as a label, a convention".  The "indispensable and single requirement" for music to realise its purpose of "establishing an order of things" is "construction…which produces in us a unique emotion having nothing in common with our ordinary sensations and our responses to the impressions of daily life".  These latter sensations, impressions and responses are, for Stravinsky, the disparate phenomena of different human experiences which take place in psychological time.  Before and beneath these, often developing in contrast to them and uniting all human beings, are the numinous experiences of ontological time.  Musical time can develop in relation to both types of experiences - indeed, in psychological time, music "is particularly adaptive to the translation of the composer's emotive impulses" because its composition is subordinated to "the will to expression". Music "which evolves parallel to the process of ontological time, embracing and penetrating it, inducing in the mind of the listener a feeling of euphoria and, so to speak, of 'dynamic calm'" must transcend the emotive and expressive in order to engage its dominant principle, of similarity, which enables listeners to participate in the universal reality of absolute Being.  The attainment of this metaphysical condition of human consciousness is the achievement of the purpose of 'construction' in musical composition and the key to Stravinsky's poetics of music, the numinosity of which is paramount in his religious works.tc "For Stravinsky, \"music is…essentially powerless to express anything at all\". If it appears to do so, \"this is only an illusion and not a reality.  It is simply an additional attribute which, by tacit and inveterate agreement, we have lent it, thrust upon it as a label, a convention\".  The \"indispensable and single requirement\" for music to realise its purpose of \"establishing an order of things\" is \"construction…which produces in us a unique emotion having nothing in common with our ordinary sensations and our responses to the impressions of daily life\".  These latter sensations, impressions and responses are, for Stravinsky, the disparate phenomena of different human experiences which take place in psychological time.  Before and beneath these, often developing in contrast to them and uniting all human beings, are the numinous experiences of ontological time.  Musical time can develop in relation to both types of experiences - indeed, in psychological time, music \"is particularly adaptive to the translation of the composer's emotive impulses\" because its composition is subordinated to \"the will to expression\". Music \"which evolves parallel to the process of ontological time, embracing and penetrating it, inducing in the mind of the listener a feeling of euphoria and, so to speak, of 'dynamic calm'\" must transcend the emotive and expressive in order to engage its dominant principle, of similarity, which enables listeners to participate in the universal reality of absolute Being.  The attainment of this metaphysical condition of human consciousness is the achievement of the purpose of 'construction' in musical composition and the key to Stravinsky's poetics of music, the numinosity of which is paramount in his religious works."
A sense of attempting to unify disparate experiences pervades Stravinsky's account of the composition of Symphony of Psalms.  He wanted it to be a work "of great contrapuntal development" and decided upon "a choral and instrumental ensemble in which the two elements should be on an equal footing, neither of them outweighing the other".  For the text, he chose verses from three Psalms in the Vulgate, directing  that they should be sung in Latin (though he began work on the Slavonic version): verses 13 and 14 of No 38 for Part I, verses 2,3 and 4 from No 39 for Part II and the complete Psalm No 150 for Part III.  The choice of language is quite deliberate: Stravinsky "always considered that a special language, and not that of current converse, was required for subjects touching on the sublime". Latin was, for him, "a language of convention, almost of ritual, the very nature of which imposes a lofty dignity". The three parts of the symphony were initially entitled Prelude, Double Fugue and Allegro Symphonique , and though eventually these were not used, they offer a guide to its structure.  The score directs that they are "to be played without a break" and that "the choir should contain children's voices, which may be replaced by female voices (soprano and alto) if a children's choir is not available". Stravinsky rarely achieved performances with children's voices and they do not appear on any of the four recordings which he conducted.  Finally, the orchestra itself consists of a distinctive ensemble of instruments : fourteen woodwind, thirteen brass, with timpani and bass drum, harp, two pianos, cellos and basses.  Notably absent are violins and violas and,  perhaps because of their expressiveness, clarinets.tc "A sense of attempting to unify disparate experiences pervades Stravinsky's account of the composition of Symphony of Psalms.  He wanted it to be a work \"of great contrapuntal development\" and decided upon \"a choral and instrumental ensemble in which the two elements should be on an equal footing, neither of them outweighing the other\".  For the text, he chose verses from three Psalms in the Vulgate, directing  that they should be sung in Latin (though he began work on the Slavonic version)\: verses 13 and 14 of No 38 for Part I, verses 2,3 and 4 from No 39 for Part II and the complete Psalm No 150 for Part III.  The choice of language is quite deliberate\: Stravinsky \"always considered that a special language, and not that of current converse, was required for subjects touching on the sublime\". Latin was, for him, \"a language of convention, almost of ritual, the very nature of which imposes a lofty dignity\". The three parts of the symphony were initially entitled Prelude, Double Fugue and Allegro Symphonique , and though eventually these were not used, they offer a guide to its structure.  The score directs that they are \"to be played without a break\" and that \"the choir should contain children's voices, which may be replaced by female voices (soprano and alto) if a children's choir is not available\". Stravinsky rarely achieved performances with children's voices and they do not appear on any of the four recordings which he conducted.  Finally, the orchestra itself consists of a distinctive ensemble of instruments \: fourteen woodwind, thirteen brass, with timpani and bass drum, harp, two pianos, cellos and basses.  Notably absent are violins and violas and,  perhaps because of their expressiveness, clarinets."
The process of composition began, in Stravinsky's account, with the fast-tempo settings of sections of Psalm 150 in the third and final movement, "inspired by a vision of Elijah's chariot climbing the heavens; never before had I written anything quite so literal as the triplets for horns and piano to suggest the horses and chariots". After finishing these, Stravinsky "went back to compose the first and second movements.  The Allelujah and the slow music at the beginning of Psalm 150, which is an answer to the question in Psalm 40, were written last…I could not compose the beginning of it until I had written the second movement. Psalm 40 is a prayer that a new canticle may be put into our mouths.  The Allelujah is that canticle…The rest of the slow-tempo introduction, the Laudate Dominum, was originally composed to the words of the Gospodi Pomiluy. This section is a prayer to the Russian image of the infant Christ with orb and sceptre. I decided to end the work with this music, too, as an apotheosis of the sort that had become a pattern in my music since the epithalamium at the end of Les Noces."tc "The process of composition began, in Stravinsky's account, with the fast-tempo settings of sections of Psalm 150 in the third and final movement, \"inspired by a vision of Elijah's chariot climbing the heavens; never before had I written anything quite so literal as the triplets for horns and piano to suggest the horses and chariots\". After finishing these, Stravinsky \"went back to compose the first and second movements.  The Allelujah and the slow music at the beginning of Psalm 150, which is an answer to the question in Psalm 40, were written last…I could not compose the beginning of it until I had written the second movement. Psalm 40 is a prayer that a new canticle may be put into our mouths.  The Allelujah is that canticle…The rest of the slow-tempo introduction, the Laudate Dominum, was originally composed to the words of the Gospodi Pomiluy. This section is a prayer to the Russian image of the infant Christ with orb and sceptre. I decided to end the work with this music, too, as an apotheosis of the sort that had become a pattern in my music since the epithalamium at the end of Les Noces.\""
The process of ontological time, in which the work moves, is thus implied by the final movement's response to the choral, psalmodic call of the first movement, 'Hear my prayer, O Lord', which "was composed in a state of religious and musical ebullience.  The sequences of two minor thirds joined by a major third, the root idea of the whole work, were derived from the trumpet-harp motif at the beginning of the allegro in Psalm 150.  I was not aware of Phrygian modes, Gregorian chants, Byzantisms, or anything of the sort, while composing this music, though, of course, influences said to be denoted by such scriptwriters' baggage-stickers may very well have been operative…"tc "The process of ontological time, in which the work moves, is thus implied by the final movement's response to the choral, psalmodic call of the first movement, 'Hear my prayer, O Lord', which \"was composed in a state of religious and musical ebullience.  The sequences of two minor thirds joined by a major third, the root idea of the whole work, were derived from the trumpet-harp motif at the beginning of the allegro in Psalm 150.  I was not aware of Phrygian modes, Gregorian chants, Byzantisms, or anything of the sort, while composing this music, though, of course, influences said to be denoted by such scriptwriters' baggage-stickers may very well have been operative…\""
The second movement follows the words of the Psalm in 'Waiting for the Lord' to respond to the prayer of the first.  In doing so, it "makes the most overt use of musical symbolism in any of my music before The Flood (1962)" as well as displaying clearly Stravinsky's intention that voices and instruments should be on an equal footing.  "An upside-down pyramid of fugues, it begins with a purely instrumental fugue of limited compass and employs only solo instruments.  The restriction to treble range was the novelty of this initial fugue, but the limitation to flutes and oboes proved its most difficult compositional problem. The subject was developed from the sequence of thirds used as an ostinato in the first movement…"tc "The second movement follows the words of the Psalm in 'Waiting for the Lord' to respond to the prayer of the first.  In doing so, it \"makes the most overt use of musical symbolism in any of my music before The Flood (1962)\" as well as displaying clearly Stravinsky's intention that voices and instruments should be on an equal footing.  \"An upside-down pyramid of fugues, it begins with a purely instrumental fugue of limited compass and employs only solo instruments.  The restriction to treble range was the novelty of this initial fugue, but the limitation to flutes and oboes proved its most difficult compositional problem. The subject was developed from the sequence of thirds used as an ostinato in the first movement…\""
The orchestral opening of the first movement, differentiated arpeggio patterns in staccato and slurs, punctuated sharply by short E minor chords precedes the altos' entry with the plea 'Exaudi orationem meam, Domine'.  Their lament alternates with phrases from the full chorus, developing to a climax on 'Ne sileas'.  As the full chorus then develops 'Quoniam advena ego sum…' the theme passes from the tenors to the sopranos as the movement passes through 'Remitte mihi…' and rises towards its conclusion with 'Prius quam abeam…'.tc "The orchestral opening of the first movement, differentiated arpeggio patterns in staccato and slurs, punctuated sharply by short E minor chords precedes the altos' entry with the plea 'Exaudi orationem meam, Domine'.  Their lament alternates with phrases from the full chorus, developing to a climax on 'Ne sileas'.  As the full chorus then develops 'Quoniam advena ego sum…' the theme passes from the tenors to the sopranos as the movement passes through 'Remitte mihi…' and rises towards its conclusion with 'Prius quam abeam…'."
The oboe opens the instrumental fugue at the beginning of  the second movement with a theme which is taken up by the flute as each weaves softly around the other to develop it into a complex, four-part contrapuntal whole over a full two minutes - which Stravinsky later came to consider "altogether too obvious, too regular, and too long"!  The subject of the chorus's four-part "vocal fugue" is stated in descending succession from sopranos to basses: 'Expectans expectavi Dominum…', to a warm cello accompaniment containing the subject of the first fugue. This develops to its concluding exposition through a striking choral passage a capella on 'Et statuit super petram…', and is followed by an orchestral overlap from the first, instrumental fugue with the chorus silent.  After a brief pause, the final part of the movement, 'Et imisit in os meum canticum novum…', begins fortissimo with both choir and orchestra reprising parts of their earlier fugual subjects, until a sudden piano for the concluding five bars : 'et sperabunt in Domino', sung in unison to an echo of the subject of the first fugue in cellos, basses and a faint trumpet.tc "The oboe opens the instrumental fugue at the beginning of  the second movement with a theme which is taken up by the flute as each weaves softly around the other to develop it into a complex, four-part contrapuntal whole over a full two minutes - which Stravinsky later came to consider \"altogether too obvious, too regular, and too long\"!  The subject of the chorus's four-part \"vocal fugue\" is stated in descending succession from sopranos to basses\: 'Expectans expectavi Dominum…', to a warm cello accompaniment containing the subject of the first fugue. This develops to its concluding exposition through a striking choral passage a capella on 'Et statuit super petram…', and is followed by an orchestral overlap from the first, instrumental fugue with the chorus silent.  After a brief pause, the final part of the movement, 'Et imisit in os meum canticum novum…', begins fortissimo with both choir and orchestra reprising parts of their earlier fugual subjects, until a sudden piano for the concluding five bars \: 'et sperabunt in Domino', sung in unison to an echo of the subject of the first fugue in cellos, basses and a faint trumpet."
The third movement begins with a quiet opening chord preceding the short choral crescendo in the middle of an almost whispered 'Alleluia', followed by the slow, sombre sonority of 'Laudate Dominum…' which recurs throughout.  The orchestra begins to develop a vigorous, rhythmic urgency through the horns, followed by a whirl of triplets from the woodwind, marked marcato e staccato.  Sopranos, followed by altos enter with a sweet cantabile on 'Laudate Eum in virtutibus Ejus' until its more rapid repetition, with low urgency, by altos and tenors.  The basses, followed by other parts, then begin to develop 'Laudate Eum…' to a powerful climax, appropriately on '…in sono tubae'.  The slow tempo of the beginning of the movement returns here to great effect, at its very centre, as the choir whisper again their opening 'Alleluia', before the fast tempo resumes.  As the movement proceeds, Stravinsky's vision of the ascent of Elijah and his chariot is articulated to its climax in triplets for horns and piano.  As the tempo slows, sopranos and basses begin a canon, marked tranquillo, leading to the coda 'Laudate Eum in cymbalis bene sonantibus'.  This is built up over an ostinato bass, consisting of  harp, pianos and timpani and moving in fourths to a measured rhythm which has been likened - despite Stravinsky's dismissive protestations - to that of the swinging of a giant censer beneath a Byzantine basilica.  The movement ends with the choir's final whispered reprise of the 'Alleluia' and 'Laudate Dominum' of its opening , reinforcing the sense of having realised, in ontological time, the new song for which the prayer at the beginning of the work was offered. Indeed, as he concluded his composition, Stravinsky is said to have remarked: "It is not a symphony in which I have included Psalms to be sung.  On the contrary, it is the singing of the Psalms that I am symphonizing".
Giacomo Puccini (1858 - 1924)   Messa di Gloria (1880)tc "Giacomo Puccini (1858 - 1924)   Messa di Gloria (1880)"
Puccini was destined initially to be a composer of religious music.  For four generations before him, since 1739, a member of his family had been regarded as the 'official musician' of the city of Lucca - organist and choirmaster at the Duomo San Paolino, the cathedral of its patron Saint - a role handed down from father to son.  Thus, when Puccini's father, Michele, died in 1864, his uncle, Fortunato Magi was appointed to the post by the city council, with the stipulation that he "should and must" abdicate in favour of Giacomo as soon as the latter became qualified. To this end, Puccini entered the Istituto Musicale Pacini in his early teens, having been a choirboy and then, from the age of fourteen, organist  at the Duomo San Martino, becoming known for his precocious and, at times, irreverent improvisations on Tuscan folk songs and contemporary popular opera.  He began composing seriously at the age of sixteen and, by 1877 had already attracted serious critical attention for a Mottetto per San Paolino, entitled Plaudite populi, for baritone solo, mixed chorus and orchestra.  This was first  performed at a student concert on the eve of the feast day of Lucca's patron saint, and showed that Puccini, according to La Provincia di Lucca,  "could become a composer of considerable skill, since he shows a suitable aptitude for his art".tc "Puccini was destined initially to be a composer of religious music.  For four generations before him, since 1739, a member of his family had been regarded as the 'official musician' of the city of Lucca - organist and choirmaster at the Duomo San Paolino, the cathedral of its patron Saint - a role handed down from father to son.  Thus, when Puccini's father, Michele, died in 1864, his uncle, Fortunato Magi was appointed to the post by the city council, with the stipulation that he \"should and must\" abdicate in favour of Giacomo as soon as the latter became qualified. To this end, Puccini entered the Istituto Musicale Pacini in his early teens, having been a choirboy and then, from the age of fourteen, organist  at the Duomo San Martino, becoming known for his precocious and, at times, irreverent improvisations on Tuscan folk songs and contemporary popular opera.  He began composing seriously at the age of sixteen and, by 1877 had already attracted serious critical attention for a Mottetto per San Paolino, entitled Plaudite populi, for baritone solo, mixed chorus and orchestra.  This was first  performed at a student concert on the eve of the feast day of Lucca's patron saint, and showed that Puccini, according to La Provincia di Lucca,  \"could become a composer of considerable skill, since he shows a suitable aptitude for his art\"."
By this time, however, though he had not announced his decision, Puccini had already chosen the future direction of his career, which was to be in dramatic opera rather than liturgical music.  He had been sufficiently eager, during the spring of 1876, to walk the twenty miles from Lucca to Pisa and back for a performance of Verdi's Aida, and it is this experience which seems finally to have decided him on becoming a composer of musical theatre. He said later in life that he "felt that a musical window had opened for me".  More than a glimpse through that window into the future was offered by Puccini in his graduation exercise for the Pacini Institute, composed to be performed, as had been his earlier motet, on the eve of the Feast of San Paolino, in July, 1880.tc "By this time, however, though he had not announced his decision, Puccini had already chosen the future direction of his career, which was to be in dramatic opera rather than liturgical music.  He had been sufficiently eager, during the spring of 1876, to walk the twenty miles from Lucca to Pisa and back for a performance of Verdi's Aida, and it is this experience which seems finally to have decided him on becoming a composer of musical theatre. He said later in life that he \"felt that a musical window had opened for me\".  More than a glimpse through that window into the future was offered by Puccini in his graduation exercise for the Pacini Institute, composed to be performed, as had been his earlier motet, on the eve of the Feast of San Paolino, in July, 1880."
The work was entitled by Puccini, simply and accurately,  Messa a quattro voci.  Yet a curiously twentieth century legend of sorts has come to surround this piece, which is currently better known under the apocryphal name of Messa di Gloria.  The change in title occurred with the alleged 'rediscovery', in 1951, of  'the aged manuscript' among the collection of Puccini's works held by the family of his musical secretary, Vandini. This occurred when the family assisted the research of an émigré Italian priest, Father Dante del Fiorentino, who had known Puccini when a young curate at nearby Torre del Lago, and was visiting Lucca to collect material for a biography of him which was subsequently published under the effusive title of Immortal Bohemian.  On his return home to New York, Fr. Dante arranged for the first US performance of the mass in Chicago by the Swedish Choral Club, under the direction of Alfredo Antonini at the Grant Park Concerts on July 12 1952, seventy two years, almost to the day, after its first performance in Lucca.  'Program Notes' detailing the 'rediscovery' of 'this musical treasure', which seem to have established the legend that still surrounds it, were published on the verso of the cover of the score published in America by Mills Music in 1951 and in Europe by Ricordi in 1952, when it was performed in Naples by the Orchestra e Coro Scarlatti in December of that year.  In fact, 'rediscovery' was not necessary - the work was never lost, nor had it disappeared, and was always known to Puccini scholars, of whom Fr Dante would not have been the first to consult the Vandini collection.  The rarity of performance, until its entry into the modern choral repertoire, where it now occupies an important place, was almost certainly a result of Puccini's intention that it should stand as a summation of his style as a composer of liturgical music, and as his valediction to the genre. It may have been for this reason that it included a Credo that he had composed in 1878 as well as his successful motet of the previous year, which was inserted after the Gloria.  By the end of 1880, Puccini had made his break with family tradition and left Lucca to further his studies - but now of operatic and orchestral composition - in Milan.tc "The work was entitled by Puccini, simply and accurately,  Messa a quattro voci.  Yet a curiously twentieth century legend of sorts has come to surround this piece, which is currently better known under the apocryphal name of Messa di Gloria.  The change in title occurred with the alleged 'rediscovery', in 1951, of  'the aged manuscript' among the collection of Puccini's works held by the family of his musical secretary, Vandini. This occurred when the family assisted the research of an émigré Italian priest, Father Dante del Fiorentino, who had known Puccini when a young curate at nearby Torre del Lago, and was visiting Lucca to collect material for a biography of him which was subsequently published under the effusive title of Immortal Bohemian.  On his return home to New York, Fr. Dante arranged for the first US performance of the mass in Chicago by the Swedish Choral Club, under the direction of Alfredo Antonini at the Grant Park Concerts on July 12 1952, seventy two years, almost to the day, after its first performance in Lucca.  'Program Notes' detailing the 'rediscovery' of 'this musical treasure', which seem to have established the legend that still surrounds it, were published on the verso of the cover of the score published in America by Mills Music in 1951 and in Europe by Ricordi in 1952, when it was performed in Naples by the Orchestra e Coro Scarlatti in December of that year.  In fact, 'rediscovery' was not necessary - the work was never lost, nor had it disappeared, and was always known to Puccini scholars, of whom Fr Dante would not have been the first to consult the Vandini collection.  The rarity of performance, until its entry into the modern choral repertoire, where it now occupies an important place, was almost certainly a result of Puccini's intention that it should stand as a summation of his style as a composer of liturgical music, and as his valediction to the genre. It may have been for this reason that it included a Credo that he had composed in 1878 as well as his successful motet of the previous year, which was inserted after the Gloria.  By the end of 1880, Puccini had made his break with family tradition and left Lucca to further his studies - but now of operatic and orchestral composition - in Milan."
If Puccini's contemporaries harboured any doubts that his musical future was to be in the theatre, hearing his mass would surely have dispelled them.  From the outset, with the soaringly sweet, fugual elaborations of 'eleison' in the opening lines of the 'Kyrie', the chorus begins an unequivocally dramatic celebration of the ritual accompanying the sacrament, which is sustained throughout its performance.  Moreover, several passages of this work, as with pieces from his other, early non-operatic compositions, appear subsequently, in scarcely disguised form in his operas.  Relatively short though it is (just 67 bars), the 'Kyrie' nevertheless contains two distinct themes, structured in three parts; the first and last is stated in an orchestral introduction and brief conclusion, dominated by strings, and developed with exquisite fulsomeness in the phrase 'Kyrie eleison' itself in A-flat major, which opens and closes the choral passages of the movement.  Between these, the 'Christe eleison', in F minor, offers a brief, almost stentorian fugal endorsement of the plea for mercy, led forte and rapidly by the basses.  The sumptuous melody is put to different, but equally effective use by Puccini for the prayer and Tigrana's entrance in Act I of Edgar, his second opera, and repeated in Act II, at Tigrana's words "Quel che sognavi un di" (All that you dreamed one day).tc "If Puccini's contemporaries harboured any doubts that his musical future was to be in the theatre, hearing his mass would surely have dispelled them.  From the outset, with the soaringly sweet, fugual elaborations of 'eleison' in the opening lines of the 'Kyrie', the chorus begins an unequivocally dramatic celebration of the ritual accompanying the sacrament, which is sustained throughout its performance.  Moreover, several passages of this work, as with pieces from his other, early non-operatic compositions, appear subsequently, in scarcely disguised form in his operas.  Relatively short though it is (just 67 bars), the 'Kyrie' nevertheless contains two distinct themes, structured in three parts; the first and last is stated in an orchestral introduction and brief conclusion, dominated by strings, and developed with exquisite fulsomeness in the phrase 'Kyrie eleison' itself in A-flat major, which opens and closes the choral passages of the movement.  Between these, the 'Christe eleison', in F minor, offers a brief, almost stentorian fugal endorsement of the plea for mercy, led forte and rapidly by the basses.  The sumptuous melody is put to different, but equally effective use by Puccini for the prayer and Tigrana's entrance in Act I of Edgar, his second opera, and repeated in Act II, at Tigrana's words \"Quel che sognavi un di\" (All that you dreamed one day)."
The 'Gloria' makes clear how the mass came to acquire its apocryphal title.  A breathtaking tour de force of compelling excitement for choir, orchestra and audience, it takes up almost half the entire work - indeed, divided into nine separable parts, it constitutes almost a work in its own right for choir and tenor soloist.  It opens with 'Gloria in excelsis Deo', the theme of which foreshadows the beginning of the Inno a Diana (1897). It is set as a light and joyously happy choral fugue, allegro in C major, begun piano, by sopranos and altos, repeated mf by tenors and basses, then ff by the full choir, punctuated briskly with staccato brass.  With a sudden change to andante and piano, the sopranos develop the fugue solemnly into 'Et in terra pax'.  In the background, occasional, distant echoes from the horns anticipate the explosive brass fanfare that precedes a 'Laudamus te' reminiscent of Verdi in its majesty, which moves through a climax to modulate, with a mellifluous 'adoramus te', into a soft, closing orchestral interlude.  This introduces, andante sostenuto, a dramatic and distinctly operatic tenor solo on 'Gratias agimus', through most of which the orchestra seems to pursue its own narrative path, until the choral reprise of 'Gloria in excelsis', this time as a prelude to the brief 'Domino, deus'.  The mood changes again to one of initial solemnity, punctuated by brief calls from the orchestral brass, as the basses introduce the 'Qui tollis', andante mosso.  Fittingly, this develops into a slow, sprightly march, involving some flashy, irregular changes of step, as if for a marching band, on 'deprecationem nostram, suscipe'.  Majesty returns, with a declaratory statement, maestoso, in the 'Quoniam', intervalised by strong statements and concluding with four huge chords, again from the orchestral brass.  Basses then commence, at a brisk allegro, the fugue 'Cum sancto spiritus' which develops, with increasing speed and polyphonic complexity, to incorporate an anticipation of the concluding 'Amen' as well as a final reprise of 'Gloria in excelsis'. This takes the slightly altered form of a counter melody to the fugue subject, in order to incorporate it, before moving to a rousing, final elaboration of Amen.tc "The 'Gloria' makes clear how the mass came to acquire its apocryphal title.  A breathtaking tour de force of compelling excitement for choir, orchestra and audience, it takes up almost half the entire work - indeed, divided into nine separable parts, it constitutes almost a work in its own right for choir and tenor soloist.  It opens with 'Gloria in excelsis Deo', the theme of which foreshadows the beginning of the Inno a Diana (1897). It is set as a light and joyously happy choral fugue, allegro in C major, begun piano, by sopranos and altos, repeated mf by tenors and basses, then ff by the full choir, punctuated briskly with staccato brass.  With a sudden change to andante and piano, the sopranos develop the fugue solemnly into 'Et in terra pax'.  In the background, occasional, distant echoes from the horns anticipate the explosive brass fanfare that precedes a 'Laudamus te' reminiscent of Verdi in its majesty, which moves through a climax to modulate, with a mellifluous 'adoramus te', into a soft, closing orchestral interlude.  This introduces, andante sostenuto, a dramatic and distinctly operatic tenor solo on 'Gratias agimus', through most of which the orchestra seems to pursue its own narrative path, until the choral reprise of 'Gloria in excelsis', this time as a prelude to the brief 'Domino, deus'.  The mood changes again to one of initial solemnity, punctuated by brief calls from the orchestral brass, as the basses introduce the 'Qui tollis', andante mosso.  Fittingly, this develops into a slow, sprightly march, involving some flashy, irregular changes of step, as if for a marching band, on 'deprecationem nostram, suscipe'.  Majesty returns, with a declaratory statement, maestoso, in the 'Quoniam', intervalised by strong statements and concluding with four huge chords, again from the orchestral brass.  Basses then commence, at a brisk allegro, the fugue 'Cum sancto spiritus' which develops, with increasing speed and polyphonic complexity, to incorporate an anticipation of the concluding 'Amen' as well as a final reprise of 'Gloria in excelsis'. This takes the slightly altered form of a counter melody to the fugue subject, in order to incorporate it, before moving to a rousing, final elaboration of Amen."
Conceived initially as a self-contained work of eight parts in C minor, the Credo has a similarly architectonic structure to the Gloria, though it is not quite as long.  It opens with a forceful statement of 'Credo in unum Deo' which is linked to the following 'Patrem omnipotentem' and 'Qui propter' by a chromatic orchestral accompaniment in which woodwind play as important a part as did the brass in the Gloria. 'Et incarnatus' is scored operatically, in G major for tenor and chorus, effectively dramatising the narrative of the incarnation with a ringing, concluding endorsement: 'et homo factus est'.  The loweringly tragic narrative of the crucifixion is comparably dramatised as a bass solo in G minor, before the basses move up to the major key to begin a brisk, allegro choral fugue in celebration of the resurrection and ascension.  The opening orchestral chromatics of the Credo are reprised to accompany 'Et in spiritum sanctum' as the basses hold the tune until the sopranos lead into the quiet conclusion: 'con glorificatur'.  A quiet, confident calm, swelling to occasional crescendi, permeates a return to C major for the graceful, pastoral melody of 'Et unum sanctam'.  Trumpets precede the statement of 'Et expecto resurrectionem mortuorum' before an orchestral passage builds to the emphatic concluding fugue on 'Et vitam venturi saeculi'.tc "Conceived initially as a self-contained work of eight parts in C minor, the Credo has a similarly architectonic structure to the Gloria, though it is not quite as long.  It opens with a forceful statement of 'Credo in unum Deo' which is linked to the following 'Patrem omnipotentem' and 'Qui propter' by a chromatic orchestral accompaniment in which woodwind play as important a part as did the brass in the Gloria. 'Et incarnatus' is scored operatically, in G major for tenor and chorus, effectively dramatising the narrative of the incarnation with a ringing, concluding endorsement\: 'et homo factus est'.  The loweringly tragic narrative of the crucifixion is comparably dramatised as a bass solo in G minor, before the basses move up to the major key to begin a brisk, allegro choral fugue in celebration of the resurrection and ascension.  The opening orchestral chromatics of the Credo are reprised to accompany 'Et in spiritum sanctum' as the basses hold the tune until the sopranos lead into the quiet conclusion\: 'con glorificatur'.  A quiet, confident calm, swelling to occasional crescendi, permeates a return to C major for the graceful, pastoral melody of 'Et unum sanctam'.  Trumpets precede the statement of 'Et expecto resurrectionem mortuorum' before an orchestral passage builds to the emphatic concluding fugue on 'Et vitam venturi saeculi'."
The Sanctus is quite perfunctory, no more than a simple liturgical statement. Opened by the chorus in a dignified andante, before breaking briefly into a brisker pace for 'Pleni sunt coeli' which is concluded by a rather clamorous initial hosanna, it moves to a smooth, confident baritone solo for the Benedictus before a final, choral hosanna.  The baritone solo, nevertheless, provides a phrase which Puccini uses later for the minuet in Act II of Manon Lescaut.  For the same opera he used the entire, closing Agnus Dei, where it is termed 'madrigale' and sung by a bored heroine as she performs her morning toilet. Its gentle pastoral character is sustained here by a lilting tenor solo, whose melody is elaborated at recurrent intervals by the chorus on 'miserere nobis' until joined by solo baritone in a duet for 'Agnus dei qui tollis'.  The final entry of the chorus comes with the triplets of the final plea of 'dona pacem', echoed by the orchestra in the closing bars of the work. tc "The Sanctus is quite perfunctory, no more than a simple liturgical statement. Opened by the chorus in a dignified andante, before breaking briefly into a brisker pace for 'Pleni sunt coeli' which is concluded by a rather clamorous initial hosanna, it moves to a smooth, confident baritone solo for the Benedictus before a final, choral hosanna.  The baritone solo, nevertheless, provides a phrase which Puccini uses later for the minuet in Act II of Manon Lescaut.  For the same opera he used the entire, closing Agnus Dei, where it is termed 'madrigale' and sung by a bored heroine as she performs her morning toilet. Its gentle pastoral character is sustained here by a lilting tenor solo, whose melody is elaborated at recurrent intervals by the chorus on 'miserere nobis' until joined by solo baritone in a duet for 'Agnus dei qui tollis'.  The final entry of the chorus comes with the triplets of the final plea of 'dona pacem', echoed by the orchestra in the closing bars of the work. "
tc "The third movement begins with a quiet opening chord preceding the short choral crescendo in the middle of an almost whispered 'Alleluia', followed by the slow, sombre sonority of 'Laudate Dominum…' which recurs throughout.  The orchestra begins to develop a vigorous, rhythmic urgency through the horns, followed by a whirl of triplets from the woodwind, marked marcato e staccato.  Sopranos, followed by altos enter with a sweet cantabile on 'Laudate Eum in virtutibus Ejus' until its more rapid repetition, with low urgency, by altos and tenors.  The basses, followed by other parts, then begin to develop 'Laudate Eum…' to a powerful climax, appropriately on '…in sono tubae'.  The slow tempo of the beginning of the movement returns here to great effect, at its very centre, as the choir whisper again their opening 'Alleluia', before the fast tempo resumes.  As the movement proceeds, Stravinsky's vision of the ascent of Elijah and his chariot is articulated to its climax in triplets for horns and piano.  As the tempo slows, sopranos and basses begin a canon, marked tranquillo, leading to the coda 'Laudate Eum in cymbalis bene sonantibus'.  This is built up over an ostinato bass, consisting of  harp, pianos and timpani and moving in fourths to a measured rhythm which has been likened - despite Stravinsky's dismissive protestations - to that of the swinging of a giant censer beneath a Byzantine basilica.  The movement ends with the choir's final whispered reprise of the 'Alleluia' and 'Laudate Dominum' of its opening , reinforcing the sense of having realised, in ontological time, the new song for which the prayer at the beginning of the work was offered. Indeed, as he concluded his composition, Stravinsky is said to have remarked\: \"It is not a symphony in which I have included Psalms to be sung.  On the contrary, it is the singing of the Psalms that I am symphonizing\"."
