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FREFACE

This paper aims primarily to present a complete picture of

" the organ works of Jean langlais (1907- ) through a study of.
his handling of harmonic, melodic, rhythmic, and structural materials.
The study seeks to discover his style and its relationship to the
general contemporary musical scene, and particularly to that of the
French composers for the organ. The method of approach is through
an examination of his organ works in é chronological order., This
method was adopted in the interest of tracing his musical language
and its various facets from the beginning to the end of the
relatively few years of composition for the organ (1932-1956).
Though Ianglais is still very much alive, he has said he intends
no more compositions for the organ. This chronological approach
will best enable the reader to follow and understand Langlais!
musical evolution.

The examination of Langlais! individual compositions is
conceived generally along the lines of traditional harmonic and
formal analysis. This, however, has its limits in the discussion

of a contemporary composer, Yet ILanglais! heavy reliance on
triadic and tonal composition makes this kind of analysis a good
point of departure.

However, certain deviations from the generally accepted
principles of "common practice” theory need explanation at the
outset, particularly as to the terminology which I use. The first
of these departures is a class of chords which Langlais uses
throughout his compositional career and which I have called the
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"altered dominants". That is, chords with the arrangement of a
dominant (triad through thirteenth) with one or more altered
tones. Theselchords are seldom "déminant“ to the tonal center of
the particular passage in which they oceur. They simply use the
basic spacing of a dominant chord. He uses the dominant~éleventh
with the eleventh raised, the dominant-ninth with the ninth raised,
the dominant-eleventh with the ninth and eleventh raised, and the
diminished—sevénth with the top interval augmented to a perfect
fourth instead of the usual minor third of a regular diminished-
seventh, The "altered dominants" often find themselves within

the idiom of "popular! music, and perhaps Langlais consciously
borrowed the idea from this source much as Ravel did‘in his G-
major piano concerto where many passages obviously derive from

the "popular" style made so famous by Gershwin.

Anotherrdeparture from normal practices of theory is to be
found in the juxtaposed-triads and the tone-clusters, both found
for the first time in Ianglais! works in the Symphony of 1941.

By juxtaposed-triads I mean the superposition of two triads which
usually do not belong to the same tonality. An example of this
type of chordal device would be the combination of a D-F#-A triad
with a BP-DP-F triad as in the opening measure of the "Choral"
from the Symphony. This combination is usually effected with

the two chords in question placed one on top of the other, and

not with the tones of one triad interspersed with those of the
other triad. This musical idea is often designated as a polychord.

Very similar in spirit is the "tone~cluster". The normal

definition of this term usually designates tone grouped closely



together within an octave in "clusters", hence the name. Langlais
uses this to an extent, but he élso uses chords which produce
nearly the same effect with the grouping of tones spread out over
more than one octave. Since the spread is that large there may
éven at times occur a sparse doubling of certain notes. However,
with the triadic aspects at a complete minimum, T have called
these tone groupings "tone-clusters".

Another type of altered chord which Langlais uses is the
plain triad with the fourth (above the root) raised a half-step.
The chord is still heard mainly és a triad, but the altered
interval provides a most st;iking effect. This same alteration
is also effected in the dominant-seventh here and there throughout
his style. This chordal device is sometimes known as '"chords of
addition". |

Langlais often transcends the limits of a particular tonality
to include modality. By this I do not mean that modality plays av
secondary role to tonality. I refer to those works which are
primafily tonal in the traditional sense, but which take on modal
characteristics through some alteration of the scale steps. Such
is the case with the frequent alteration of the fourth scale step |
to create a marked Lydian'flavér. The Phrygian feeling is also
manifest in the lowered éecond degree of the scale.

Often these departures are to such an extent that I have used
the term "tonal center" rather than "tonalitj". This designates
a note of centrality but allows for considerable deviation from
that center. |

These deviations are most apparent in what I have called the
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"unrelated chordal series™., By this I meaﬁ a passage which is
made up primarily of aurally understandable triads, but which are
not in logical tonal relatiqnship to eaéh other. Usually in a
passage of this kind -the foﬂal center is quite'ﬁell establiéhed at
the begimning and the end, but the shifting tonalities in between
are very épparent. "Such would be the case in the following format
taken from the opening measures of the "Dialogue Sur Les Mixtures"
from the Suite Brave (1947): C-E-G to G#-B-DF to F-A-C to G#-B-D#
to C-E-G. Obviously the G#-minor triad has little relation to

the C tonality around it. Xét the chords are all easily heard as
triads in their individual context.

Another interesting musical idea that Langlais uses is the
"eontracting or augmenting";sixths and thirds as I have named them.
This involves a stationary ﬁusical line (say an F with a half-note
value) with a D-natural a minor third below on the first quarter
moving to a DP on the last qﬁarter. The aural result is often a
chenge from a minor feeliﬁg to a major feeling. The same pattern
is used for sixths as well as the thirds. The process may be
reversed with the DP moving to the D-natural or with the bottom
interval remaining stationary while the top line moves. The sixths
are particularly interesting since they usually provide the
framework for interior notes, thus msking a complete chord that
undefgoes a change.

Other terms have been used throughout the course of this study
which need no amplification — such as polytonality, atonality,
bitonality, mediant relationships, cantus firmus, syncopation,

Impressionism, and others. 'The study is approached in a detailed
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maznner at the risk of becoming very tedious. However, it is the
intent of the paper to give as accurate an account of Ianglaist

misical development as possible.
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CHAPTER ONE

Biography

February 15, 1907, was the birthday of one of the foremost
organ composers of the twentieth century,'Jéan Langlais. The town
favored with his birth was La Fontenelle, Ille-et-Vilaine, France.
His parents were modest Breton laborers, his mother a dressmaker,

and his father a mason.

Langlais lost his sight at the age of two years. Vhen he was

ten he was sent to Paris where he entered the national "Institution

des Jeunes Aveugles de Pafis“ (Institution for Young Blind People).
This was the school where Louis Braille was a pupil. Ianglais!
main music teacher was the famous blind organist, André Marchal.
Here at this school he studied piano, violin, organ, harmony,
counterpoint, fugue, and composition.

In 1927 Ianglais entered Marcel Dupré!s organ class at the
Paris Conservatory. At the Conservabory he made the acquaintance
of the now eminent Olivier Messiaen who has wofked closely with
him through the years. It was while Ianglais was still a student
at the Conservatory in 1930 that he won the Premiere Prix for
organ. After a year in Noel Gallon's counﬁerpoint class, he left
the Comservatory only to return in 1933 to study composition with
Paul Dukas.

For Dukas, form in art could not exist as a separate entity
but must be a direct outcome of the creative impulse. He felt
that the form itself had absolutely no value apart from its

appropriateness to the idea that it sought to express. This was




an important aspect of Dukas! teaching, and one which langlais

readily assimilated. waéver, Langlais already must have showed
a disposition toward this %oal when he came to study with Dukag,
for when the latter saw Laqglaist "Mors et Resurrectio™ from the

Trois zgraphrases_Grékorieﬁnes (i933), he said, "I have nothing to

teach you except qrchestraﬂion". Two other important factors in
the influence of Dukas on Qanglais are the severe and scrupulous
gself-criticism and @he ﬁerj sengitive and poetic artistic nature,
the latter being an import;nt trait of Langlais! creations.

During the course of ﬂanglais' study with Dukas and with others
at the Paris Gonservaiory ﬁe came under the influence of the
Iﬁpressionists, Debussy ani Ravel, As will be noted in the
fdllowing discussioﬁ of his;works, impressionistic ideas and
methods are in marked evidénce throughout his compositional career.

Since 1931 Ilanglais has taught organ and composition at the
"Institution des Jeunes Ave@gles de Paris', He also held several
important church positions %efore 1945 when he became organist at
the Basilique Sainte Clotilﬁe. Here he claims to have ome of the
most beautiful ingtruments Fn the world. This church was made
famous by such predecessors%as César Franck, Gabriel Pierne, and
Charles Tournemire. It is &erhaps this close contact with the
music of the church that ga&e the impetus to Langlais! interest
in the music of the middle %ges. Various factors from the use of.
canti firmi to parallel fou;ths and fifths manifest themselves
through the course of his w%iting for the organ.

langlais has made three trips to America and Canada for

concerts. Concertizing has:also taken him to Germany, Holland,
|



Switzerland, Belgium and England. He will be returning to America

this next winter (1959) for another series of concert engagements.

He says he likes America very much as he has many friends and

pupils here. Another factor which he claims endears him to America

. I
is that the organ world here is very receptive to his works. ;
Since he does not have in Braille all the characters necessar%
for his work of orchestration, he dictates quite a bit to his
wife. He has also had invaluable assistance from Messiaen who
has read to him many details of orchestral scores.
Langlais states that he wishes to write a symphdny for

string orchestra and a lyrical work, and that these will be his

I

|

last compositions. . ‘
!

|



CHAPTER TWO

P
Trois Podmes Ivangéligues

Introduction

The organ music of Jean Langlais exhibits a curious mixture
of the old and the new. The majority of his organ compositions
show a definite affinity to certain characteristics of medieval
mugsic to a greater or lesser degree. ‘The open harmony and simple
cadences, the linear writing, the use of Gregorian chant for
subject material - these are the older sources of inspiration
which he most skillfully combines with his own twentieth century
harmonic idiom, His fusion of these two rather divergent elements
results in compositions of exquisite and unique proportions formally
~and aurally.

Undoubtedly his service in the Roman Catholiec Church as
organist serves as the main reason for the influence of medieval
music on his style. It also explains the fact that the great
majority of his organ compogitions are usable in, if not directly
composed for, the church service.

His music follows in the tradition of French composers in
its refinement, restraint, and mastery of formal elements. Regard-
less of size, his compositions reveal well-conceived formats and
effective execution of the formal plan. For the most part his
style is quite sensitive which means that the emotional element is
certainly present. However, emotionalism is not the dominant
factor.

He prefers to write for organ in small dimensions, combining



pieces within the framework of a suite, such as the Trois Podmes

Evangéliques, Quatre Postludes, Huit Pidces Modales, etc. These
{
suites range from those baged on a program to those united simply

by function such as the Quatre Postludes. In fact, only three

pieces stand outside the "suite" catagory, onme of which is his
Symphony, itself a type of suite.

It is to be noted that though Langlais is known primarily for
his organ compositions, he has a significant output for many other
media of musical expression. The largest of these is in the area
of religious vocal music ranging from vocal solos guch as the

Trois Motets (1943) with orchestra or organ accompaniment and

Pie Jesu (1945) with organ, two cellos and harp to compositions
for eight mixed voices and organ such as his Tantum Ergo (1940).
Witﬁin this area have come his very prominent settings of ‘the

mass - the Messe solemnelle (1949) for four mixed voices and

two organs (or orchestra), the mass for four mixed voices and organ

Dans le Style Ancien (1952), the Missa "In Simplicitate" (1952)
for one voice and organ (or orchestra), and the Missa "Salve
Regina® (1954) for a chorus of three equal voices, unison chorus,
two organs, five trombones, and three trumpets.

Next in importance of the non-organ compositions of Langlais
gtands his work for the orchestra and for orchestra in combination
with solo instruments or voices.

Lastly is to be noted his limited interest in composing secular
vocal works, chamber rmsic and music for solo piano.

So it is that langlais is certainly not limited in his menner

of musical expression, but like several prominent composers




before him such as César Franck, he is noted primarily for his great
interest and facility in writing for the organ.

As stated in the Preface, a chronological examination of his
organ compositions is perhaps best in this study, as they seem to
defy any other classification. Hence a commencement with his
first group of organ compositions, which, incidentally, are his first
for any medium. I shall treat particularly the first two suites

in minute detail to show the directior .and development of his craft.

The Trois Podmes Evangéliques, perhaps his Eest known work
for organ, was composed in 1932, the year he became organist of
Notre Daﬁe de la Croix in Paris. This was his first large church -
position as head organist, and it is interesting that his compos-—
itional career started atlthis time. He took advantage of this
opportunity to implement his own ideas of contemporary church
musié. Together with this first work for organ he began hig
series of five motets for two voices and organ.

Three events in the life of.Christ serve as the programmatic
idea that unites this first organ suite. The story is presented
through "L1Annonciation”, "la Nativité", and "Leé Rameaux", the
latter being a strange complement of the former two events as to
textual relation. |

It is not surprising that Langlais would commence his composing
career with a programmatic group of pieces. He began writing not
long after the Romantic era had faded away and this early subjective

influence on Langlais seems quite natural. This is his only organ



work with such a strong programmatic basis. There are other of his
organ compositions which are influenced by the use of certain
Gregorian chants, but they never take on the program aspect that
this set of pieces does. In this suite langlais gives a rather .
extensive verbal passage presenting the story at the beginning of
each of the three pieces. He also places words such as "L!Ange",
"la Vierge", "la Cr@che", etc., at speéific points in the music
to further élarify the evolution of the story. Perhaps it was
this suite that inspired the extensive Ia Nativité du Seigneur
of Messiamen which was published three years after the appearance
of Langlais! suite. Not only is the programmatic aspect similar,
but the method of presenting the program is markedly the same.
Both make use of a brief verbal preface for each piece to present
the story and to.set the mood.

The first piece, "L'Annonciation”, is most interesting from
a ghronological point of view. It is Langlais! first organ com-
position, yet it points forward to his future harmonic; and
structural development. It is'as though he knew the direction
his style would eventually take, and summed it up in the prologue
of his compositional career. These compositional and stylistic
factors will be clarified at the conclusion of the analysis of
this composition.

The use of a'dominant motif is one of the most characteristic
aspectg of ianglais‘ works. He seldom extends its use beyond a
single piece so as to bind together a whole suite in a cycliéal
manner. However, the individual pieces are very well knit by this

means. "L!'Annonciation" begins with a three-part motif (Ex. 1)



which has an odd-scale pattern mixed with a minor flavor, in this

case B-minor. It is reminiscent of the influence of Messiaen who

" is noted for his modes of limited transposition. Ianglais immediately
restates thisrmotif twice with a different countérpoint each time.
This counterpdint completeiy negates any feeling of B-minor. How-

ever, the music does relate itself to B as a tonal center.

This brings up the matter of harmony as Langlais uses it. 4&s
is more than ofteﬁ the case in the subsequent works of Langlais,
music relates itself to a certain tone, but the harmony seems too
uncertain to claim a tonality. It proceeds from one interval to
another in this instance, with a predominancé of consonamt”
intervals, but not in a way so as to give the feeling of a parﬁicular
key.

Also of gpecial interest is the manmer in which he hovers
between major and minor tonalities.  This is creafed to a large
degree by holdiné one line stationary and moving é second line from

a major third or sixth to a minor third or sixth, or vice versa.

Ex. 2 . ¥

£




(It must be noted that though the second marked interval in the
first measure is notated as a diminished fourth from A# to D, the
aural result is nevertheless that of a major third when heard
following the preceding minor third. Likewise is the minor gixth
of the second measure heard as such rather than an augmented fifth
when in conjunction with the following major sixth. Neither can
Langlais be said to be careless in his notation for the linear
logic of such passages demands such notation.) This effect he
produces mahy times in the course of his compositions. Indeed he
has done so in this first composition six times in six measures
(meas. 5-10). I shall refer to this device hereafter as the
"contracting or augmenting sixths or thifds".

The next two statements of the theme follow immediately, but
they drdp the "c" éection of the theme. G# becomes the tonal center.
The modulation of a third, in this case from B-minor to G#-minor,
is probably Langlais' most used tonal relationship, as will be
clearly seen throughdut the analysis of his works. This use of
the mediant relationship‘is an obvious borrowing from the ideas of
the past, as it has enjoyed popularity with composers from Bach to
Franck and the other contemporaries. The setting for these two
statements is also contrapuntal, and, with the addition of the
pedal part, Langlais uses strict canon at the octave, one count
apart, between the pedal gnd the top voice. Counterpoint flows
from the hand of langlais whether it is striet canon, fugal’writing,
or simply linear composition. He further integrates this composition
by using the counterpoint of the third statement as well as the

"p" gection of the main motif for the material of the middle voice



between the components‘of the canon.

The line the pedal plays lies in the upper half of the pedal
range, which is still another of the earmarks of Langlais as well
as of other French contemporaries. It is as though he desired to
free the pedal from being relegated to the ponderous and darker
tones, This is the more exaggerated by his use of no sixteen-foot
stops in the pedal at this point, only an eight-foot flute. Langlais
does this often by placing this more transparent texture againgt
subsequent heavier passages using sixteen-foot registration. The
result is most striking.

This statement is also interesting harmonically. The writing
is still linear, but the three lines accentuate a series of triads.
Here, as in the first harmonization of the theme, the implied
harmdny is in no particular way related to the central G# tonality.
They are, however, related to each other a mediant apart, Langlais!

most used tonal relationship (Ex, 3). It will also be noticed that

<
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these triads are not in root position but predominantly second
inversion with some in first inversion. This avoidance of root

position helps to achieve the feeling of more evasive and trans—
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parent texture in conjunction with the high tessitura of the pedal
and the light registration. This type of triad relation will be
seen many more times in the organ works of Jean Langlais.

The next two statements of the theme are in the tonality of
F#, a modulation of a second. This modulation oécurs in Langlais!
work extensively enough to consider it an important part of his
musical vocabulary. Hindemith is the particularly notable contem-
porary with a similar disposition toward modulations of a second,
major or minor.

| The two aforementioned statements are exact copies of the
preceding two statements. Langlais then closes this first section
of "L!Annonciation" by three descending statements of section "a"
of the ﬁain subject. He chooses as a cadence chord a simple octave
on B, approached in contrary motion. This type of cadence certainly
reminds one of the same type of cadential treatment of the music
of the middle ages.

The second section of the composition, "La Vierge™ is markedly
different from the first section. The writing is more vertically
conceived, versus the horizontal texture of the first section.
However, it is again difficult to establish a definite key or
tonality. Four sharps is the new key signature, but the second
measure departs from any resemblance to E, major or minor.

Melodically it is interesting in that the first four notes of
the pedal, including the two of the anacrusis, serve as the
germinating idea for this section. This is immediately echoed by
the second through the fifth notes of the manuals (Bx. 4), and again

to a lesser degree by the oboe melody in the left hand. The
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angularity of this oboe melbdy is like that bf the counterpoint
of the third statement in the first section. This angularity,
apart from the all-pervading mystical quality of the entire work,
is the only 1ntegrat1ng factor between the two sections.

Langlais now institutes another device, the pedal pPlaying in
octaves with the top note of the chords (Bx. 4). This device will
be noted with considerable frequency throughout .the course of his
compositions, The tertian derivation of the chofds is obvious,
and the seemingly confused harmonic structure seems quite simple
when the chords are played individually. They are mainly chords.
of the seventh, niﬁth, etc. Tndeed some simple triadé are used,
and again usually in second or first inversion. However, when the
chords are played succe351vely, they seem to have little relation
to each other or.to the supposed key. This chordal relation I
refer to hereafter as the ™unrelated chordal series" (Ex. 4).

Although the chords used necessarily mean more than three
notes playiﬁg'simhltanéously, the texture of this seetion is
principally divided into three parts — the right hand playing

chords, the pedgl playing an octave below the top note most of

12



the time, and the left hand playing this plaintive melody derived
from the initial four-note motif at the first of the section.

This section shows a definite kinship with early works of
Messiaen. He, as with Langlais in this passage, delighted in
chords of the seventh or ninth (often only dominant sevenths),
with the melody performing mostly in appoggiaturas, resolved and
unresolved, ' |

The third part; entitled "Ie Coeur de la Vierge!, is actually
a variation, or, more specifically, a development of the first
section. Parts "a" and "b" of the main theme are again used for
the dominant motif. This time the tomality seems to center around
G#, but this soon dissiipates in the turbulence that ensues. This
entire gection is one of agitation as it is describing the anxiety
Mary felt at’the announcement of the angel. Henee the tonalities
are constantly shifting.

Again, as in the first section, Langlais presents the theme
twice in succession with the pedals playing in canon with the top
voice one measure apart. The writing is for three lines with the
middle voice the "filler"., This time the middle voice is very

florid, proceeding in sixteenths (Ex. 5). This colorful figuration
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in sixteenths is another of the musical ideas that Langlais often
uses.’ He uses it in a variety of ways throughout the course of his
compositions, but usually as a decorative work, and seldom as a real
melodiec line.

The mediant relationship asserts itself again in the pseudo-
sequences that follow the initial presentation of the theme. These
sequences are based on the "a™ motif and again with the accent on
triadic movement.

His harmonic plan here is worthy of note. The first chord is
the first-in&ersion tonic of By, the second-count triad is the
tonic of F, a modulation of a major third downward. The triad of
the third count is the tonic of A-minor, a shift of a minor third
upward, This mediant format is virtually repeated five times in
the next five measures with the use of different keys. After this
episode there is a sudden modulation up one half-step, which serves
to intensify the already turbulent moéd. Presently he soars out
into the first solidly established tonality of the piece, C-major.
| At this point he commences his use of double pedal which he
uses to the end of the section. This is another organistic device
which he is never reticent to use. Here the lower note acts as a
tonic pedal point while the upper notes play alternately in octaves
and in canon with the top manual voice, now one of four voices on
the.manuals (Ex. 6). The theme used is again "a" and "b" of the
main subject. Another modulation upwards, this time one whole-
step, further heightens the intensity of the mood. Three sub-
sequent modulations occur which again are a third apart - from

D-major to F#-major, to Bb~major {the climax), and back to
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Ff-major. (It must again be noted.that though the interval between
F# and BP is a diminished fourth, the éural result is still that
of a major third in the context in which he uses this interval,)

| To this point in the compositibn the trend has been musically
upwards. Especially is this true in the immediately preceding
section. This upward movement was set at the very begimning by the
first motif. Now in the fourthvﬁart (meas. 73) this trend is
considerably reversed. As in the first séction, this is established
at the outset by the first four notes. The musical idea that he
uses is much like that of "a" of the inifial theme in the first and
third sections - only reversed. |

After seven measures of an attempt to esfablish the tonality

of B-major, the pedal, again with only an eight-foot stop, plays a
getting of the Virginfs Magnificat in Gregorian chant, the B.M,V,
Canticle, Tonus One. The manuals persist in the descending four-
note pattern, and indeed break éway from it only four measures out
of twentyFsix, the entire length of the chant, This manual treat-

ment is related functionally to the sixteenth-note figuration of
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the preceding section. This time, however, it provides the only
harmonic or chordal basis for the pedal chant.

As has been mentioned previously, the use of Gregorian chant
is quite an earmark of the organ compositions 6f Langlais. He,
probably more than most organ composers of the contemporary scene,
uses chant in much the same way as the older masters. In this

setting, as elsewhere, he uses the chant as a cantus firmus. This

is a markedly retrospective glance to medieval times. Alain has
used chant to a small degree in much the same manner as lLanglais.
Messiaen and Tournemire have also found in chant a rich deposit of
melodic material. However, Messiaen's transformations carry the
medium of chant far from the original context which Langlais
generally manages to preserve.

Eight measures based entirely on the four-note motif of the
second section, "Ia .Vierge'", séfve as the first half of the coda
(meas. 99). Here the music is mestly éhordal, outlining this motif.
Many of these chords are second—inversionrtriad57 However, many
are first- and second-inversion triads (or third-inversion sevenths)
with one non-harmonic tone added - an augmented fourth above the

root of the chord (Ex. 7). The pfinciple of added tones is a musical
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idea that langlais uses to a great degree. As aforementioned, it
is the augmented fourth which plays perhaps the most important roll
in this matter of non-harmonic material, Again we must turn to
Messiaen who particularly expounded the possibilities of this
interval. However, the tonality of this passage is still felt as
being that of B-major, with these eight measures revolving around
the dominant, F#.

With a pedal point on F# in the manuals (meas. 107) the pedal
states "a" and "b" of the first theme for the last time. This
merges into the last eight measures which are firmly rooted in
B-major. The musical material is taken directly from "la Vierge"
with its peculiar oboe melody supported by full chords. Again
Ianglais makes use of double pedal with the top manual voice and
the lower pedal note serving as the pedal points. The manual
chords are, as usual, basicelly tertian with added tones to make
either seventh or ninth chords or just added tones as non-harmonic
material, The final chord is a plain tonic triad with no non-
harmonic or other tomes added. This plain cadential chord is
Langlais! usual conclusion. He prefers to end his compositions in
this harmonically simple style, thus bringing a feeling of complete
finality after any foregoing mysticism or vagueness.

Here then, 'is a very well planned composition with excellent
integrating factors, rhythmic and melodie. It is very sectional
which is a characteristic feature of ILanglais! writing. Particularly
in his earlier period does he manifest an interest in the sectional
format with new material introduced in these sections and amalgamated

in the closing section. As mentioned above, Langlais consolidates
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the musical material of the entire work in the coda or last section.
Formally diagrammed, "L' Annonciation" would be a sort of A B A' C
and coda. |

Not only are there these various factors which relate the parts,
but also the entire spirit of mysticism which pervades it is a
significant unifying means, with each section presenting a different
mystical quality. I am reminded of the famous altarpiece "L!
Annonciation" by Simone Martini of the Sienese school with its
Byzantiﬁe flavor and cryptic quality. "Ia Coeur de la Vierge"
especially brings to mind this great maéterpiece of painting. In
this section, as in the altarpiece, there is very evident turbulence
on Maryl!s part at the presence of the angel. It is well depicted
by both Martini and Tanglais in their respective media.

I have stated Langlais? partiality to the music of the middle
ages. Not only the generalumystical atmosphere, but the use of
simple octaves at cadence points (as at the end of the first
section of "L! Ammonciation"), the use of Gregorian chant as a

cantus firmus or old tenor, as well as a simple plaingsong later on,

the linear approach to much of his writing which is almost Gothic
in spirit in the successive layers of sound, the manifest structure
which is also of Gothic inspiration - all point to the mood of
medieval times.

Conversely, the contemporary spirit is also much in evidencs.
His handling of musical materials in this early work shows an
influence of the Impressionists. This is accomplished to a degree
by the same means which create the mystical medieval spirit. That
is, blurred sonorities in the interest of an ethereal and mystical

mood, This is most evident in his use of the sixteenth-note
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figuration of the third section and the eighth-note pattern of
the fourth section.

The same impressionistic texture is achieved by the light
registration ip the pedal; often just an eight-foot stop. Also
the rich chords of the second section, the use of parallelism not
only of the chords themselves, but in the pedal's following the top
notes of the manual, the odd-scale flavor of the first theme - all
combine to the achievement of a texture very much akin to the style
of Debussy. It will be shown later how many of the French composers
for organ are very much influenced bj the art of the Impressionists.

Hence my first remark that his music exhibits a curious mixture
of the old and the new. This is not to say that langlais is
solely an eclectic, To be sure there is that strong element in
his music., Nevertheless, the combination of these various factors
with his own personality results in a style quite original and
distinectly Langlais.

A summation of the various factors in the musical vocabulary
of Langlais as used in this first composition will be helpful in
followi ng his subsequent development. He always makes use of a
dominant motif or motifs. In his earlier works he evidences a
prediledtion for a motif for each section of the composition.

Later in his development it will be seen how Langlais prefers
fewer motifs. These he develops throughout an entire work, rather
than the successive presentation of musiéal material, all of vhich
becomes amalgamated in the closing section. These motifs often
seem to make use of "original" scale patterns.

This same nebulous idea is manifest in writing around a
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tonal center rather than establishing a solid feeling of that

tonal center. He often changes key signatures to show a new
tonality, but this, of course, does not necessarily establish the
fonality. This same harmonic confusion is accentuated by his

use of the "unrelated chordal series" which is common to his

entire creative period for the organ. This is seen particularly

in the section named "Ia Vierge" where the chords for accompaniment
are not necessarily related to each other or to the same tonality
or modality., A similar ambiguous spirit is seen in the "contracting
or augmenting" sixths and thirds which alternately give a feeling
of minor or major, or vice versa. In the same catagory of chordal
language is to be found his use of chords with chromatic alteration
or added tones. These tones may or may not belong to the pre-
dominant diatonic framework.

Mediant relationshipé and relgtionships of a second are most
prominent in his style, either from chord to chord or from
tonality to tonality. Also of significance is his interest in
contrapuntal writing and his obvious craftsmanship in handling it.
Simple cadence chords, even octaves and fifths, sixteenth-note
and eighth-note figuration, and the use of Gregorian chant join
the 1list of Langlais! particular musical interests. The use of
double pedal, the pedal playing in octaves with the top manual voice,
high pedal tessitura, and eight-foot pedal registration - all are
earmarks of Langlais! treatment of the pedal. Aiso of importance
is Ianglais! interest in sectional composition with the concluding
section amalgamating the material which precedes it.

A1l of these devices Ianglais has used in his first
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compogition, and they can be traced to a greater or lesser degree
throughout his organ compositions. Still more important is the
fact that by the assimilation of nearly everyone of these factors
mentioned above, Langlais places himself right along side his
French contemporaries to a greater or lesser degree. This will be

greatly amplified in the summary.

"La Nativité", the second of the Trois Podmes Evangéligues,
is considerably different from the first piece of the suite. The
| setting is more serene and lacks the intensely cryptic quality of
"L! Annonciation". This is logical since the story of the Nativity
itself begets a more calm atmosphere. Ianglais again gives a
verbal description at the heading of the composition, and, as in
the first piece, announces each section by a title.

The first section, "Ia Créche", is set in the key of D°-major.
This is nof only the key signature, but unlike much of "L' Annonciation',
the mugic itself is weil rooted in this key. The motif of this
section is that of eighth-note triplets as well as eighth-note
triplets in combination with a group of two eighth-notes (Ex. 8).
Ex. 8

Meas & Aé,. 3 i ™ A .
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This figure is carried by the manuals, and due to the inherent
possibilities of the announced motif, a two-against~three develop-
ment follows. | | |

Meanwhile the pedal éarries the melody with an eight-foot
Cromorne drawn. Again, as in the first composition, the use of
an eight-foot stop in the pedal gives a much lighter texture than
the usual sixteen-foot stops would afford. (ILanglais, like other
contemporary French organ composers, is very particular about the
registrationﬁto-be uged, indiéating every detail pertaining thereto).

The harmonic sfructure which he uses is more traditionally
oriented than that of the first piece. His chordal structure
is primarily that of chords of the seventh and ninth with added
seconds and sixths. Also, the chords are well related to the
present key, whether of the given key signature or of any one
of the modulations involved, This is a contrast to "L'Annonéiation"
where the chords were often hard to relate to any tonal center.
In "Ia Nativité" Langlais particularly likes to use the tonic triad
with the added sixth or added second, a definite mark of the
Impressionists. |

The melody which the pedal carries is not unusually significant
of itself. The first four notes and the character of the last half
of the pedal theme do provide the germinating motifs for the
second section, "Ies Anges". As might be expected, this section
would show more life than the preceding section due to the "flighty"
aspect of the angels. With a tempo marking of plus animé he
immediately commences with this four-note figure of the preceding

section. He repeats the motif over and over in an ever ascending
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melodic line on the manuals. In a manner similar to the filigree
work of the previous piece'Langlais balances the moving texture of
thé manuals with double pedal, and with the use, in this case, of
sixteen-~foot registration.

As in the preceding -composition, each section has a new key
signature, this one being four-sharps. Also it will be seen that
Langlais! facility of modulation usually keeps him from over-
stating any given key. (The facility for modulation is common to
most French organ composers. Franck, one of Langlais' predecessors
at the Basilique Sainte Clotilde, was particularly known for his
modulation ability ﬁhich resulted in.such kaleidoscopic tonalities).
In this instance he reméins in E-major for only eight measures out
of thirty-one. I stated E-major, and yet there is an interesting
Lydian flavor in certain developments of this seetion. This is
created by the augmented fourth. However, unlike the use of the
augmented fourth in a vertical setting where the dissonance is the
more striking, the linear use of the augmented fourth more than
often provides a definite Lydian aspect which alleviates the stridént
effect of the former.

With a transient modulation through C-major to Ep-major we
see his continued use of the mediant key relationship. The second
episode is nearly an exact copy of the first statement of this
section, It is still based almost entireiy'on the four-note figure
of "la Créche".

At the close of the third episode; which has moved up a
minor third to F# from EP-major, he introduces another figure in

the manuals, which, although still in the same eighth-note style,
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is melodically derived from the "character" of the last part of the
"Gré8che" pedal theme. This involves a descending "skip" pattern
versus the ascending pattern of the theme's initial four notes.
While he does not use the same intervals és the last part of the
original statement of the theme, the same spirit is nevertheless
obviously present.

From this point to the end of this section, he uses the two
motifs from the pedal theme together while the musical line descends
to the cadence. The keys modulate dqwnwards as well, descending
in mediant relationships until C-major is reached. The penultimate
and antipenultimate measures of this section are like a small
coda, and still show the character of the descending "skip" motif.
The final cadence-chord is very simple and includes just the tonic
and the fifth,

The next gection, "Ies Bergers", is the most nebﬁloué in mood
and construction of the entire compésition. The melody he uses.is
not derived from any motif of the previous two sections. Its
character is almost that of a plaingsong, and indeed it does move
somewhat freely above sustained chords.

The key signature for the new section is four-flats. The
chant-like melody seems to hover around F as a tonal center,
suggesting F-minor. However, thé chords seem: to be more related
to EP-major. The first chord is the EP-major dominant-ninth in
second inversion, a seldom used inversion of the dominant-ninth-
chord. The next chord is the supertonic seventh in root position,
and in turn, is followed by the original dominant-ninth. The

dominant-ninth of Gb-major, a mediant away, is the next chord in
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the éequence. This is followed by the cb-dominant-seventh in
second inversion.

- The next three messures proceed upwards chromatically until
the dominant of F-major is reached, Commencing with measure
fifty-six, which is firmly rooted in F-major, the melody repeats,
but in the major mode instead of the original minor, This feeling
of major soon abates as the next measure produces a dominant-
ninth of the subdominant triad (secondary-dominant principle)
which is in turn followed by the first chord used in this section,
the dominant-ninth in Eb—major. The mys terious suspension
between major and minor is readily apparent in this section as it
was in parts of "L! Amnonciation". He adds to this cryptic quality
by closing the section with a major dominant-ninth of F-major,
with a "whole~tone' arabesque playing above, an obvious reference
to Debussy.

A word concerning the organ registration of this section.
Langlais cglls for an oboe for the melody which is supported by
chords fhat are not just in the left hand, but are augmented by
two notes in the pedal. The double éedal is not unusual, as we
have noted previously, but this is the first time that the pedal
registration has been the same as that of the manuals. That is,
the registration on the accompaniment manual is coupled to the
pedals without any support‘from pedal stops. This enables the
chordal structure to be as full as possible in providing a rich
sonority for the flowing melody. This is another of the earmarks

of Langlais' organ compositioms.

The last section is called "La Sainte Familie", and, as in
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the first composition, it unites the various musical factors of
the composition. The triplets, the two-against-three, and the
pedal melody of the first section are combined with the chant-
like melody of the third section - all well rooted in the key of
ﬁb;major, the original key.- Two modulations do occur within the
last section which are, as might bé expected, a mediant away ffom
ﬁb-major. The final chord supports a rumning passage which is
taken directly from the main ascending motif of the second section;

Thus again we see a composition that has good formal logic
throughout., The piece is sectional, as is "L! Amnonciation",

In this instance it is basically a three-psrt form. This is
considering the third section as a sort of musical interpolation.
Again it is the last section which unites the preceding musical
material in one texture.

The work is definitely more traditional harmonically than the
first piece of the suite. By traditional I mean the lack of marked
dissonances and the more solid establishment of the various keys
used. But it is also less progressive in spirit and at times seems
even quite commonplace. It does add the interesting Lydian flavor
to his style (the melodic augmented fourth degree of the scale),
and it also mekes the first use of pedal coupled entirely to the
manuals with no assistance from pedal stops.

"Les Rameaux", the third and last of the Podmes fvangéliques,
is markedly different from the two preceding pisces of the suite.
Rather than the sectional formel construction of "L!' Annonciation"
and "la Wativitd", it is much more through-composed and virtually

non-gedtional, a definite look into the future as far as formal
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considerations are concerned, As if to emphasize the singleness

of musical thought, he makes no use of the change of key signatures
as with the former two pieces of this suvite which each change

their key signatures three tiﬁes. The various sections in these
preceding pieces usually presented different moods along with the
change of key signature. "Ies Rameaux" basgically presants only

one jubilant mood throughout the entirity of the work. This is
accomplished not only by the non-sectional aspect, but also through
the use of two related motifs which hevuses during the course of
the whole work, This is exactly the start of the formel trend
which he will continue to prefer. The verbal program at the beginning
of the piece describes the entry of Christ into Jérusalem, and
orrespondingly Ianglais chose to base this composition on a

Gregorian chant, Hosanna Filio David, an antiphon for Palm Sunday.

The first melodic skip of the chant is that of a perfect fifth
upwards. It is with this interval that he begins his main subject.
I say subject because he commences the composition with the expo-
sition of a fugue for four voices.

It is perhaps a paradox to say that the composition is based
on the chant and yet uses another somewhat related melody as the

main subject. Actually these two themes are used from the first

rather equally, but with the accent on the first fugue subject.

This subject is very similar to the musical decoration which Tanglais
used in the third and fourth sections of "L! Annonciation®,

That is, it is long, winding, and of consistent note values, this
time eighth notes (Ex. 9).

The chant is used some eleven times in the course of the
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composition. It is used as a cantus in the pedals four times.

This, of course, augments its length;as compared to the fast
intricacy of the main theme. This allows up to six repetitions of
the main subject during a single statement of a chant section.
The main subject is heard from the beginning to the end, and appears
in one hundred fifty-two out of one hundred fifty-eight measures.

The key signature is that of C-major, and tﬁe main subject
follows accordingly with occasional F#'s to give it a Iydian
flavor., The.first angwer is accompaniéd by an interesting counter-
‘subject. Interesting, for while it is a very characteristic,
jogging motif, yet he does not use it again after the exposition
has been completed. This is rather unusual for Langlais as he
normally takes every opportunity to use and develop a motif that
has the intrinsic rhythmic possibilities that this one has.

The angularity of the melody with the occasioﬁal F#1s
provides a somewhat ambiguous beginning. Likewise, the harmonic
scheme becomes vague ag the expogition moves on into the third and
fourth entries of the subject. The commencement of the third
entry is harmonically innocenf enough, but it quickly leads into
the fourth entry which resembles the dominant of G-major. This in

turn is followed by a series of unrelated appoggiatura-type chords
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which lead into the first statement of the chant in the pedals.
The first note of the chant is G, and the harmony is the dominant
of C-major. Thus the harmony has bagically proceeded through a
series of transient dominant modulations. This is, of course, the
very simple harmonic skeleton which is covered with numerous vague
harmonies which do not fit into any neat compartment.

These harmonies occur in the form of chords which, while not
really so dissonant when standing alone, are not related to each
other in a mamner so as to establishAa definite harmonic scheme,
Most of theée chords are plain triads, triads with an added second,
or a particular favorite of his, a first-inversion major triad with
an augmented fourth (or diminished fifth) in the top voice (see
Ex. 7). In other words, he has choéenfthe "unrelated chordal series"
ags the format.

He continues in C-major until some nine measures after thé
first entry of the pedal chant, in measure seventeen. Here he
breaks definitely with C-major and enters Bb-major through an
augmented-sixth chord. This is but a passing modulation which
ends in D-major at the firét cadence.’-This mediant relationship
between Bb and D is interesting as the chord he uses in BY is the
first-inversion toniec with thé D-major tonic following in root position,
~and the two keys smoothly joined by the common bass note D (Ex. 10a).
Probably no one has used this mediant relationship in this same
manner more than César Franck. The last chapter mentions this
more fully, but example 10b will show Franck's handling of the same
musical device in the inverse direction as Langlaié' example. That

is, the key relationship is a mediant downward rather than upward
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from B-major. to G-major.

With only a fermata over an eighth-note chord (meas.28),
the music urges on with basically the same texture as the
preceding measures. From D—ma;]‘or he modulates to Ff#f-minor,
to Eb’-maj or, and finally to G-major where the next entry of
the chant makes its appearance. |

This music following the fermata is more developmental
than the preceding measures. And, although the music follows
through a series of logical mediant keys, it is somewhat more
non—desqript than the first of the composition. The writing

is very linear, and he takes advantage of this to make the
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harmonic scheme more evasive. In fact, after the entry of the
chant in the pedal, it is nearly'impossible to establish a
definite key. Each measure seemg to contain its own harmonic
setting., It is interesting to note that as the music approaches
a cadence point, even though the music is still modulating,

the harmonic pattern becomes more established. There are

places scattered throughout which definitely establish a

given tonality, be it only momentary. The intervening music

is not'necessarily dissonant. In fact, Langlais uses dissonance
in restraint in these early works. But the feeling tends toward
the vague and ambiguous. It is still using the same principle of
the "unrelated" chords. It is in passages like these that one
gets tpe impreésion of improvisitory musie in a contemporary
idiom with liftle regard for a substantial harmonic basis.
Improvisation is a forte with contemporary French organists,

and Langlais, as with others, has incorvorated a certain amount
of improvigitory freedom in his creations.

The cadence point (meas. 46,47) at the end of this second

pedal cantus is like the preceding one - that is, it involves
a Franckian mediant key relationship between the penultimate
and concluding measures of the cadence. In this instance the
penultimate key is Db—major, and the tonic chord used is in
first inversion. The bass note, as before, is held over to
become the tonic root in P-major.

Similarly, as after the earlier cadence, the music
immediately continues, this time, however, it is without the

interruption of a fermata. Again the total harmonic scheme
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is nebulous, but the individuai measures seem to be more
definitely tonally established. The penultimate.measure
(meas, 61) to the cadence at the end of the third chant
presentation is interesting. It is Langlais! first use of the
Negapolitan sixth, a device he rarely ever usés. The entire
meagure is devoted to this chord in the G-major tonal setting
of which the tonic follows immediately.

This tonic chord in G-major is held for the entire meaéure.
It marks the first time in the composition that eighth-notes
have not been used throughout a measure, It serves the same
musical purpose és the preceding fermatas. Langlais lightens
the registration and holds over the pedal in introducing the
next section.

The music modulates a mediant from G-major into E-major where-
upon the chant is heard in the left hand. The rhythmic presentation
here is half the length of the previous pedal statements, although
it is still slower than the rushing figure of the main subject.

The harmonic scheme from this point until the end is particularly
interesting. For the ninety-odd measures that remain in the compo-
sition, he averages a modulation every two and one-half measures.
And, as might be expected, the mediant relationship occurs most
frequently. Interestingly enough, the various modulations are
quite well established versus the rather nebulous scheme of the
firgt third of the composition.

The forty-four measures including and following the modulation
to E-major are developmental, and it is not necessary to list

each modulation. There are, however, some interesting passages
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to note. In measure sixty—eight Langlais uses a particular eleventh
chord for the first time, a dominant-eleventh with the eleventh
augmented%(&x; il). This péggﬁé?é;afchord which is much used

Be. 11 - S

Vi3
A E ‘V‘ N A
YR g:: :
. c \
. \
’ ,"\4
A2 Y
(i ) S N (D
AN =4
‘ 4 %
) -
. R )
P o
G&DFA e’(»d)
M |
. 4
4 —N
_U

by "popular" performers and which I shall hereafter refer to

as one of the "altered dominants" of which he uses several. Aé
has been previously noted,Atheserdominant chords are not
necessarily dominant to any particular given tonal center.
They simply use the spacing of a dominant chord. The spacing

of this chord with the resultant augmented fouwrth is also akin
to two previously used chords, the first-inversion major
‘triad with the augmented fourth in the top Voice, and the
third-inversion dominant-seventh with an augmented fourth in

the top voice. (see Ex. 7). Hence, while the effect of these
three chords is diffe;ent, they are certainly related by the
particular augmented interval held in common.

Measures eighty-four to eighty-seven are significant in their

impressionistic mood. This is created by the octaves which occur
between the top voice and the pedél, and particularly by the

transition from measure eighty-five to measure eighty-six. (Ex. 12).
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Here two parallel dominant-seventh chords especially point up
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this early twentieth century idiom with its prominent use of
parallglism. The same mood is obtained in the samé way in measures
ninéty;five and ninety-six, and to a lesser degree in measureé
ninety and ninety-one. Of interest also is his continued use of
chords of the seventh and particularly the ninth. These add to
the impressionistic atmosphere of this section.

During the course of thesé measures the chant has been

presented primarily in the manuals as a cantus with the one

instance of the manuals playing the chant in octaves with the
Pedal in measures eighty—four to eighty-seven (see Ex. 12).

Around the hundredth measure the envoivément of this develop-
mental section abates and the way is prepared for the entry
of the -chant in long note.values in measure 109. This statement
of the chant in C-major is different from those that have
preceded. It is not in single notes, but in massive chords
in the right hand, the left hand playing the main subject, and
without pedal. This creates a most striking effect as the

brilliant reeds of the registration peal forth. Immediately
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upon the conclusion of this epiéode the manualé continue the
use of massive chords, but the pedal carries the chant in
octaves in Ebdmajor. With intervening transient modulations,
the music reaches D-major with the outline of the chant seen
in the manual chords.

The jubilant mood is heightened as fragments of the chant
are presented in rapid succession. Pedal pPints on the manuals
oceur, the first subject plays in octaves, and modulations are
- frequent. An octave cadence is reached with G as the tonal
center (meas. 140—142). After a short pause, the coda beging
with octaves playing the main subject in sixteenths, just twice
as fast as the original motif. This continues from C-major
through Ab~major to a cadence in E-major. From this point
(ten measures from the end) the music begins to slow down
with appropriate tempo markings. Two meaéures marked trés
large introduce the lagt messures in the original key of C-major.
And, as often seen earlier in the piece, a pedal-point occurs,
this time on the dominant and tonic in the manuals and the pedal.
The main theme is heard playing in oc?aves within the exterior
framing of the pedal-points. The antipenultimate measure is
interestingvin its use of major triads on the supertonic and
leading-tone which present a striking contrast to the C-major
pedal voint (Ex, 13). The final plain tonic chord is a most
fitting conclusion and release for the tumult which has
preceded.

"les Rameaux" is virtually non-sectional with the exception

of the coda and the few uses of a fermata. Thig is certainly
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different from the ﬁwo vreceding pieces which are divided into
several sections, each with a programmatic title. "ILes Rameaux"
differs also in the use of thematic material. While the various
sections of the former pieces present different themes, this
composition states two themes at the first and uses them throughout
the course of the composition. As‘aforementioned, it will be
seen that this latter format holds the most interest ﬁor Langiais.
The harmonic language differs little from "Ia Nativitd". This
means that the intensely cryptic spirit of "L! Annonciation' is
lacking. "Les Rameaux" does inaugurafe the "altered dominantV
chords which he uses so much, and which are also an important
device with Alain and Messiaen as well.

The three pieces of the Trois Podmes ﬁvangéligues‘ are
excellent musical complements of each other. The spirit of
each is distinctive, and the dynamic levels are-varied. However,
there is no attempt to correlate the three as to key signatures

as would be éxpected in a Baroque suite or the like. In fact,
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there is even no correlation between the first two pieces and

the third as to the program used. This is typical of Langlais.

While he combines most of his mwsic in collections called suites,

the individual pieces usually have much less to do with each

other than most compositions to be found within the framework

of a suite. This is especially true of those suites which

follow thig first set of pieces, for this first one at least
uses a program.

As will be pointed out moré fully in the last chapter, the
short sectional approach to organ composition is a trait held
in common by the modern French comp&sers. Langlais is well
oriented to his contempofary surroundings in this respect.

This is true of either his earlier sectional format of the first

two pieces, or of his late more closely knit type of sectional

composition.
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CHAPTER THREE
Trois Paraphrases Grégoriemnnes (1933)

The unifying factor to the Trois Paraphrases Gré oriennes,
composed one year after‘the previous suite, is the fact that
they are all based on Gregorian chant, as the title suggests.
However, there is no correlation between the chants used, and
there is no program to follow as in the first suite. Yet,
though the music is not basically programmatic, the mood and
texture he creates is much the same as in the eariier suite which
was based on the life of Christ.

The first piece of the suite, "ive Maria, Ave Maris Stella™,
is in six-sharps and commences with a chant on the manuals two
octaves apart. This chant is taken from the second antiphon
for ﬁespers II, In Annutiotione B.M.V. The chant is imitated
in the vedals five measures later in a manner that suggests
an actual canon in augmentation. The pedal registration is
a four-foot flute which places the tessitura of the pedals in
between the two manual voiceg (Ex. 14). The sparse octave

Ex. 14
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manual treatment, the celeste manual registration, and four-
foot flute of the pedal - all combine to create a very cryptic
atmosphere.

A particularly interesting feature is the comparison of
the use of the chant by the manuals and by the pedal. The
manual oresentation is in the Dorian mode on AF. The eighth-
note is the unit of measure. However, the pedal chant enters
in quarter-note measure in the Aeolian mode on F#. This involves
only the change of one note between the two modes - the sixth.
The Iiber Usualis states the chant in the Aeolian mode, Thug
the manual presentation of the chant alters the mixth for
musical reasons.

Due to the length of the first pedal presentation of the
chant with its longer note values, the manuals are able to
play the chant nearly three times; The third time he moves
the Dorian center to B. However, the a?proaching cadence of
F#-major is felt in the measures which precede the actual
cadénce (meas. 16). This major conclusion to a predominantly
minor section again points up the fluctuation between major
and minor that Langlais loves to accomplish and which made
its mark with the Impressionists.

The next five measures after the cadence are transitory,
formally and harmonically, into the new tonality of D-major
in the twenty-second measure. During the course of these
measures he uses the first six notes of the chant in the pedal
in note values twice as longas those of fhe first section,

He also uses chords which we have seen before as a basic part
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of his musical language in the first suite. I mentioned in

the previous chapter Langlais'.use of a pedal-point which relates
two chords with an augmented foufth in the top voice, and the
related device, a doﬁinant sevénth chord in the third inversion
with an augmented féurth in the top voice (see Ex. 7). Again,

he uses the altered dominant-eleventh chords with an augmented
eleventh in the top voice (see Ex. 11).

The two cadence measureg in D are made up entirely of s
twoeagainst;three treatment (meas. 22, 23). This figure he
tekes directly from a passage in the manual statement of the
chant, This brings to attention the use of meter in these chant
presentations."Whether he uses a time signature or not, he
uses a definite unit of measure, but in a manner which gives
the feeling of free tims to the chant. This is accomplished
by suspensions, triplets, and the like. The use of triplets
here provides just the "germ" he needs for development later
in the composition (Ex. 15).

Ex. 15
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These two measures also contain another of the ideas of
Langlais! musical language -~ we have previously seen the frequent
use of the augmented fourth of the scale to give a Lydian
feeling. This he achieves in these measures of D-major by
the reneated use of G¥. These measures also contain a sort
of composite organum in the parallel fourths and octaves of
the interior voices. This simple retrospective idea of hollow
fourths and fifths in parallel motion is one which he uses
considerably to excellent effect.

With two additional transitory measures of the two-against-
three motif, he enters into the second section (meas. 26).

This part is made up entirely of an insistent litany-like theme

(Bx. 16). It is a motif not melodically or rhythmically derived
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from the foregoing section. The only cﬁﬁnection between the
two sections is the continued accent on the use of octaves.
This time they serve as the outside framework for shifting
chords, and they are just an octave apart versus the two-octa%e

spread of the first section. The harmony shifts so often that



a definite pattern cannot be established. However, the individual
measures are relatively solid tonally if one applies the
principle of appoggiatura chords as embellishing factors. This
actually involves again the "unrelated chordal series". In

the fortieth measure he inteﬁsifies the liteny scheme by giving
the right hand second-inversion triads, the left hand sustained
chords, and the pedal the same melody as the top voice of the
right hand (Ex, 17). The music divides into groups of two-

Ex, 17
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measure phrases and three-measure phrases. The tonal center
of the two-measure phrases shifts up a half-step at the
beginning of each presentation. Preceding and following the
third two-measure phrase he presents a three-measure phrase
which has a tremendous downward thrust. The second & these
sweeping phrases leads into the third section (meas. 52).
This section is based on a second chant which is very
similar to the first chant used. It is a hymn from Vespers
II in the Commune Festorum B.M.V. The mode is Dorian and the

"tonal center E. The pedal carries the chant, this time with



an eight-foot stop. The litany motif of the second section
serves as the manual accompaniment to the chant. Octaves are
still the outstanding feature on the manuals. It should be
noted here that in the use of these octaves and the interior
chords Langlais uses a device of'ten used in other types of
passages - namely, the "contracting or augmenting" thirds and
sixths (see Ex. 16). This he does often in this composition,
especially in the litany section and the third section which
uses the litany motif.

A brief interpolation follows the third section (meas. 69).
Tt is made up of a strict canon at the fourth and octave., It
is in four phrases, each based on one of the four phrases of
the chant of the third section.

One measure containing three manual chords introduces the
last section. The first two chords are second-inversion chords.
The third chord is the dominant seventh of D#—major, a mediant
removed from?F#-major which is the key of the last section.
This idea of using a chord in a mediant key below the initial
key of a given section has been noted previously in Langlais.
and a similar use in Franck.

A tonic chord of F-major, with the added second and sixth
and double pedal, provides the impressionistic background for
the first part of this concluding section. The first theme
to be heard is the "Ave Maria" chant of the firgt section, of
which he uses only the first seven notes. These notes answer
each other at various intervals. Presently the pedals drop

out, and the manuals continue with the "Ave Maris Stella" of



the third section; Likewise he uses just the first part of

the chant. Rather than the chant imitating itself as at the
first of this section, it is presented in two phrases, repeating
twice within each phrase. This is immediately followed by a
simple statement of the first part of "Ave Maris Stella® chant.
In this statement, however, the chant is almost completely
whole—tone, while the sustained chordal background is the first-
inversion tonic of D-major, a mediant removed from the concluding
key of Ff-major. The tonic of Ff#-major is the basis for the
last eight measures. The first six notes of the "Ave Maria'
chant appear in the pedal ‘and are answered in the manuals by

a series of unrelated chords as in the coda of "L! Annonciation".
The final chord is a complete, simple tonic chord.

Here is another composition typical of Langlais, Typical
in that he uses the many devices with which we are already
acquainted. The sectional format still exists. It is similar
to "Ia Nativité" in its use of an interior section which
presents melodic material not derived from a previous motif,
but which is later fused with material of all the sections.

In this composition he actually presents new material twice,

for the third section presents a chant different from, but
similar musically and textually to the first chant used. The
concluding section also follows the pattern of developing together
the material from the preceding sections. It departs, however,

in this one respect - while he normally brings back all the
previous material, this time he omits the litany motif and the

texture of the second section from use in the concluding section.



This composition shows, as always, his craftsmanship in
the handling of form, even though it is not in a particularly
traditional pattern. It is logical, and it is clear. However,
even though there are definite established patterns which he
follows here as in his previous compositions, the result is
still a unique-creation.

Likewise the harmonic considefations present nothing

basically new to his early style as characterized by the Irois

\ L s
Poemes Evangéliques.

"Mors et Resurrectic", the second of the present suite,
is considerably different from "Ave Maria'. It lacks the
cryptic sririt of the latter composition. It recalls an early
Schoenberg composition such as the "Verklérte Nacht", That is,
it is rather Wagnerian in its harmonic and textural concent. This
is, of course, not completely the case, but Romantic characteristics
are definitely in evidence. This‘general texture can perhaps be
best traced to an influence by Franck who in turn manifested a
great interest in the music of Wagner.

The key signature is four-sharps. The first two notes
oscillate between B and Cf in an iambic pattern in triple meter.
This provides the characteristic accompanimental figure for
the first twelve measures, and is taken from the first two
notes of the main theme, which enters in the third measure
(Bx. 18)., Again, the theme he uses is a chant. (However, I
have not been able to trace it to its liturgic source). It

soon dissipates as a leading voice and becomes simply a third
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line when the manuals enter with the same theme in the seventh
measure,

Up to the entry of the theme the third time the tonality
has been rather solidiy that of E-major. However, with the
entfy of the theme the harmonic basis begins to shift
kaleidoscopically. The chords are not necessarily radical,
and they are certainly not pgrticularly "modern French'., Their
tertian derivation is obvious. But they are very rich, and
the harmonic scheme evidences a strong connection with the
lete Romantics, with many suspensions and appoggiaturas to
enrich the texture (Ex. 19).' Particularly obvious is his lack
6f mediant relationships as he modulates. His harmonic scheme
is much more chromstic. After the entry of the fifth voice
in measure fifteen, the tonal center seems to establish itself as
AP_major. A sequence develops which, following the AP-major
rhrase, commences with E-major, through A-major, to FP-minor. The
phrase beginning at the EP-minor key (meas. 21). is repeated

exactly, and the general feeling at this point is definitely



Ex. 19
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impregssionistic. Again the octaves appéar as in "Ave Maria",

and, interestingly enough, when played on the piano it sounds

almost like a passage-ffom Debussy. The section ends with the

domingnt-ninth of B-major and introduces a short three-measure chant

vwhich plays all alone on a trompette. Actually it is half of a

chant, the last half to appear later in the composition (meas. 47).
This simple statement of chant, as in a plainsong for a

service, is the type of chant usage that Langlais uses the

most. The first type of chant presentation has been mentioned,

the cantus firmus technique. However, following the initial

use of’the chant in this fashion as in the first suite, Langlais

demonstrates much more interest in the very simple song-like

manner of stating a chant as it would be sung. This was

approached in the "Ave Maria! but this instance Af the solo

presentation of a chant marks the real beginning for this style

with Langlais. He develops this idea later with accompaniment

as in the second section of the "Hymne d'Actions de Grices",

This very simple use of chant with é virtvally unchanged
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melodic line from the original chant ifself places langlais
in a class guite by himself among the more important'organ
comrosers - particularly the French contemporaries. With the
exception of a few examples by Alain and Duruflé and other
isolated examples, Langlais stands quite alone.

The last note of this chant becomes the initial note of
the second section (meas. 29) which has moved up a whole step
from the first presentation to:F#~major; The intenstiy of
modulations by whole or half-steps has been mentioned as an
interest of lLanglais which hasvbeen used especially by
Hindemith, as in his Sonate L (1937). This section is very
nearly identical with the first section, except that the first
sixteen measures of the firgt section are telescoped into ten
measures the second time. He has done so ingeniously, for,.
in spite of the deletign of gix measures, the result seeﬁs to be
an exact copy of the first section. The section ends with the
dominant-ninth of C-major, and the second half of the chant theme
appears (meas. 47). It is in the last four notes of this chant
statement that we find the‘germinating motif for the entire last

section of the composition (Ex. 20).

Ex. 20 . .
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This is the .section which describes the resurrection, and
the emotional gulf which is bridged from the quiet beginnings
of this section.to the c¢limax is indeed enormous. Basically,

this éection begins just like the preceding two sectioms, but



the triplet motif from the little interpolation chant takes
over in vrominence.

Octaves appear much as they did in "Ave Maria". That is,
they outline a tertian chordal series. The harmonic scheme
defies traditional analysis as it is ever changing as the
colors in a rose window. Again the lack of mediant relationships
of modulation is noticeable. As the tension mounts, the second
chant theme is heard penetrating the turbulence. This theme
ig finally surpressed as the manuals rush on in full chords
with the musical line ever ascending. The tonality is that
of D-major, and indeed remains so until the entry of the
double pedal, which introduces two climaxing pseudo-sequences.
The modulation at this point is downward a half-step to C#-
minor, a dramatic shift. The upper pedal note plays in
octaves with the top manual note while the lower pedal notes
act as a pedal-point.

Also, @s we have seen before, the chords which move
on the manuals usually héve thevnote of the pedal-point as
a chord tone, even though the chords themselves change frequently,
This is a very similar instance to the "contracting and augmen-
ting" thirds and sixths. In this particular instance there
is .one chord of the three which is an appoggiatura chord and
which does not coincide with the note of the pedal-point.

" However, the first chord is the tonic of C#-minor, and the third
chord is the first inversion tonic of A#-minor. Immediately
is seen the mediant relationship,‘with the two chords connected

by the common note of the vedal-roint (Ex. 21).
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The next repetition moves to D-major, anmd virtually the
same pattern repeats., This time the first chord is the tonic
of D—majof, the second chord ié the appoggiatura chord; and
the third chord-is the first inversion tonic of BP-major.
E—major follows, and the pattern repeats with E-major and C-ﬁinor
the two chords used with the E pedal-point.

From here the music retracks from E-major through D-major
to C#-major - just as it had ascended - all with the continued
use of the triplet motif. From C#-major he returns to E-major
for the last six measures (Ex. 22). With a dominant pedal-
peint on the manuals, the first seven notes of tﬁe main theme
enter, also on the manuals. They play in a plain eighth-note
rhythm. The pedals also carry the same theme, in quarters,
except broken by a rest on the first of each measure. This,
of'course, produces a type of cénon, and neatly welds together,
not only the concluding measures, but the entire compoéition,
by brirging back the first theme.

This is the first work that Langlais showed Paul Dukas,
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m. 22

which immediately won the approval of the latter. Langlais had

already manifested his mastery of form in the Trois Pobmes

ﬁvangéligues which preceded the suite which contained "Mors et
Resurrectio.

In the "Mors" he again uses a sectional form., This
time it differs from his usual pattern.in that the second
section presents'no new material. In fact, it is nearly
identical with the first section. Repetition in some form is
a rule with Langlais. Usually it is limited to motif repetition,
but in this instance he enlargéd'if.to encompass an entire
section. Again, he presents a secondary theme almost insig-
nificantly. It is again a chant. And yet, though seemingly
inconsequential, he takes from it a small four-note passage
and generates an entire section therewith.

With Dukas! very positive and artistic appraach to the
matter of formal considerations, it is understandable that

he would take to a composition of this kind with the excellent
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form and the Wagnerian atmosphere.

The "Hymne d'Actions de Grfces" is perhaps the most
interestihg and cértainly the most dramatic work of Langlais
to this point in his compositional céreer. It is probably as
typicai of his style as any of his compositions in its format
and in its harmonic treatment. That is, the structure is still
sectional, and the harmonic setting is that congenial mixture
of consonance and dissonance. : Its style is rather advanced
over that of the impressionistic "La Nativité" of the first
suite. Although it is of a similar level harmonically as
"L!' Annonciation®, its style is much more dramatic.

Langlais has based the chént setting on the simple tone

of the hymn Pro Gratiarum Actione. The mode seems to be

hypd-aeolian, although at times it seems to lean more toward
the Phrygién mode. ‘Langlais commences the piece with the
first ten notes of the chant which encompasses the words Te
Deum laudamus. This he states in éimple octaves. This is a
continuance of the simple éhént‘styie inaugeratea in the
preceding "Mors et Resurrectio™. It is to be noted that he
éliminates one note of repetition in the‘original chant., This
type of change he does not hesitate to make for aesthetic
reasons. It will be seen later where he adds a note of repetition
for the same reagon. However, #his change is negligible
compared with the type of tranéformation through which a chant
goea at the hand df Messiaen.

After this initial presentation, he states his most
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characteristic motif of the composition, a series of giant
chords which outline the onening three note progression of the
chant. He presents this outline in contrary motion between

the top voice and the pedal (Ex. 23). The dynamics of this
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declamatory section are very loud in.contrast to fhe relatively'
soft beginning. Of particular ihterest in the evolution of
Langlais! style is the penultimate chord in this series (meas. 7).
Here occurs a most striking dissonance in the clash between

the D# and the E (Ex. 24). The sequence of chords has proceeded
from G# as a tonal center, through B, and now to A. The D#

then’ comes as an augmented fourth above the bass of the A-major
chord. This interval we have seen before, but usually with

the augmented fourth in the top voice. Here the E is in the

top voice which clashes with the D# right next to it. He

then resolves the D# to a CG# as though it had been a legitimate
four-three suspenéion. This more free and striking use of dissonance
will be seen mqre\frequently from now on, and éspecially this
particular cadential treatment.

Next follow two quiet measures presenting more of the chant,
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including the words Te Dominum Confitemur. The statement is

in octaves, as at first, and again he has eliminated some notes
which repesat in the original form of the chant.

A similar series of declamatory chordsinow occeurs as
followed the first statement of the chant. The progression
of tonal centers is upwards this time from B to G# to G. This
last modulation is significant for it involves a tritone (augmented
fourth) which stands next in prominencde to that of the mediant
and the second in Ianglais’vtonal relationships. These three
centers vaguely outline thé firgt three notes of the chant
melody. Langlais! interest in these three notes will be seen
to a greater degrée in the second section.

The twelfth measure sees another in the category of
altered dominants which Langlais is disposed to use. On the
G tonal center he uses a dominant-eleventh with the ninth and
the eleventh raised (Zx. 25). We have seen his use of the
dominant-eleventh with the eleventh raised, but not with the

raised ninth as well. The dissonant effect is striking to say
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the least. He follows the same procedure on the third count
on the B tonal center as well as in the last section of the
composition where he uses the same progression.

The fourteenth measure uses still other altered dominants.
The tonal center is that of C. The first chord is a dominant-
ninth with the third and fifth lowered (Ex. 26a). (In notational
Ex. 26
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problems Langlals always glves precedence to the linear and

vigual rather.than the vertlcal. This means then that many
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of these alterations do not actually read in tertian order,

but whatever is most conveniemt for optical and linear reasons).
Therefore, this altered dominant-ninth does not rea=d G-Bb-pb-.
F-A, but G-Bb-C#-F-A. This must be kept in mind throughout

the discussion of the works of Langlais;

The second chord 6f this measure does not fit into the
key of C. It is, however, an altered dominant on F#. This
chord is a dominant ninth with the ninth raised but placed
within the chord rather than in the top voice (Ex. 26b), 41l
of these altered dominants anticipate the extensive use of
other chords with added nonharmonic tones which will be seen
in the Symphony of 194l. The chord which follows this second
altered dominant is the C-major tonie. This comes as a relief
to the tension of the two previous striking harmonies. It
also points up the tritone achieved between the F# chord and
the C-major chord.

He twice repeats the pattern of this fourteenth measurs.
The third time he ornaments the resolution of the dominant on
F#. This time E is the tonal center for which the chord reaches,
and the ornamentation performs as a double appoggiatura
involving F# and C# resolving to E and B. These notes are
doubled so as to create parallel fifths, octaves. and fourths.
The final cadence chord contaiﬁs no third - all suggest the
medieval spirit.

Now follows another statement of the chant in quiet

octaves. This time he takes the music from the word Sanctus.

The next measure is another in the series of declamatory
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passages as mentioned previously (see Ex. 23). Then the

second statement of the Ssnctus melody follows which is the
same as the first Sanctus section. Another measure of

massive chords follows which in turn is followed by the melody
of the third Sanctus which differs slightly from the previous
two according to the déhant. Again the giant declamatory chords
follow and introduce the concluding measures of this first
section. These last two measures point up the final cadence
on A-major. Again the augmented fourth is predominant in the
use of the D# and the resultant dissonance unabashed (Ex. 27),

Ex, 27

1 ;

The sécond section is a complete contrast to the firsﬁ
section. He accentuates the change of mood by a change of
key signature from no sharps or flats to four-sharps. The
tonal center seems to fluctuate between G# and B. He integrates
this section by using as an accompaniment to the main chant
melody a small six-note figure taken also from the chant. This

figure he takes from the chant where the words read Tu Rex

Gloriae, Christe and sets it in a triplet pattern. The chant
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excerpt that he uses for the melody for this section comes from

the words In Te Domine Speravi. The use of this latter phrase

cleverly connects togethér the first two sections of the
composition since the first four notes are very similar to the
opening notes of the first chant presentation. (It will be
remembered that he did‘the seme thing in the "Ave Maris Stella
by using two Separate, but musically similar chants).

He splits this chant presentation in two phrases and moves
the accompaniment from the left hand up into the right hand
between the phrases. The transition from the third to the
fourth measyires of this section are interesting (meas. 30, 31).
He uses a device we have seen before, the contracting sixths.
This instance is a little different from the preceding
instances, for the major sixth in the last of the third

‘measure is part of an arpeggio (Ex. 28). However, the

aural feeling is exactly the same as in the previous cases.
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As the sgcond phrase of the chant nears, the triplets descend
into the left hand and the chant is heard again in the right
hand as at the beginning of this section.

Measure thirty—eight‘sees the chant repeat with the tonal center
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moved upwards a mediant from G# to G. This time the chant is

no longer in single notes, but in thirds in the right hand.

The outline remains exactly the same as the initial presentation,
but the scale steps used are altered as more and more dissonance
creeps in. The left hand continues the triplet moiif with the
addition of a pedal-point. Here the pedal enters in notes of
relatively short duration, but which again outline the first
three notes of the two chants. Langlais again introduces the
dominant-eleventh with the raised ninth and eleventh (meas. 38,
39). In the fortieth measure, after a mediant modulation to

EP, he adds another chord in the "altered dominant" catagory —

a dominant-thirteenth with only the eleventh raised (Ex. 29).
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The forty-second measure sees the tonal center moved to F# and
then to A in the forty-fourth measure. This measure commences the
most harmonically serene measures of this section. The second
section so far has actually been one of constant flux tonally
and harmonically. Tension indeed continues to mount, but this
is a momentary harmonic calm.

The forty-eighth measure, recommences the two-msasure
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pattern which wss established in the thirty-eighth measure,
where the chant itself became "harmonized" in thirds. This
time the chant is not stated fully as before. True, the

pattern covers two measures, but instead of the entire chant,

the characteristic three-note motif established at the.outset-

of the two chants takes precedence. The tonal center is BP
for the first two-measure phrase, which moves to pP for the
second phrase. The following measure drops out the pedals
and the chant is stated in single notes again in the right.
hand continuing the insgistent litany-like accompaniment seen
in the second section (méas. 28), After the complete
statement of this section of the chant, both manuals‘take up
the accompaniment in octaves with the pedal continuing its
three-note ostinato taken from the opening three notes of the
first chant.

Tension heightens in the sixtieth measure as Langlais
introduces C-major dominant chords as emphatic punctuation
of the musical line. The right hand forges ahead with the
triplet pattern, but now in chromatic‘progression, and not
based on the chant figure. This is one of the few Instances
of a purely chromatic passége in the organ compositiong of
Langlais. Usually there is some kind of break in the pattern
to prevent it from becoming overstated. There will occuf
other isolated instances of purely chromatic progressions in
his later works.

Measures sixty-four and. sixty-five are most interesting.

Actually the former measure sees the climax to this section
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with the upward surge capped by avgmented triads, still
proceeding chromatically upwards, with a fermata over the
last in the series. The left hand echoes the right hand
and the pedal follows accordingly in a single-note passage
echoing the manual treatment. However, measure sixty-five
consists solely of a minor triad on A, also with a fermata.
This is curious, for asg climactical as this measure is, so
is the preceding one. Some performers even leave out this
second measure, for the following measure starts another
chant commencing with the same A-minor triad.

This next section (meas. 66) uses a chant excerpt from

the words Te Aeternum Patrem. Here Langlais adds a note of

repetition to the chant whereas the first instance of change
in the first chant was one of deletion. While the last note
.of the chaﬁt and its supporting chord hold, the pedals bring
back the first section of the beginning chant. After a
brilliant run on the manuals the chant of this last section
is again stated. Following this, the pedals enter with another
chant section coming where occur the words Tu Rex Gloriae,
Chrigte., It will bé noted that this is the same excerpt that
Langlais used for the accompanimental figure for the second
section, He repeats it three times, and like a ground bassg,
it is harmonized differently each time.

This merges with an extended restatement of the massive
chords used at the first of the composition (see Ex. 23).
Measure eighty-five concludes thig series of chords and

congists solely of the dominant-ninth of C-major with the



third and fifth lowered which we saw in the fourteenth measure

(see Ex. 26a), The following measure breaks up the chord into

a brilliant arpeggio-like progression. Measure eighty-seven

likewise consists of the F# dominant-ninth with the ninth

raised, also originating in the fourteenth measure (see Ex. 26b).

It is likewise arranged in arpéggio fashion in the measure which follows.

The final cadential measures are in A-major. The accent
is again on D#, creating a strong Lydian flavor. He uses the
appoggiatura figure to close which we saw in the sixteenth
measure of the first section (see Ex. 24), thereby tying
together the first and lgst parts of the composition,

At the conclusion of this second suite it is quite apparent
that his style has not evolved considerabiy from the point of
beginning in 1932. Rather his style is quite homogenous.

The musical language is the same - the altered dominants, the
augmented fourth degree'of the scale, the sectional f ormat,
the use of prominent motifs, and so forth. However, dissonance
does come more and more to the fore. ' Rather than by-vroducts
of linear writing, these dissonances assert themselves in
plain verticality (Ex. 24, 26). This striking aspsct reaches
its fullest fruition in the Symohony of 1941. Important is
the increasing emphasis on fewer musical motifs to the end
result of a better integrated composition throughout. Also
of note is the accent on the simple statement of chant in its
"plainsong' context. These early trends reach their complete
fulfillment in such a work as the Suite M€didval of 1947,

fourteen years later.
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CHAPTER FOUR

Premi¢re Symphony (1941)

langlais! Premisére Symphony breaks a near silence of

seven years aé far as solo organ compositions are concerned,
The only works for solo organ during these &ears are found

in two small volumes called ﬂiggg—guatre Piéces pour Harmonium
ou Orgue. These are significant only as a bridge between
compositional styles, and not as solo pieces for organ. They
do contain certain motifs which provide inspiration for later
works, which will be pointed out as the occasion arises. During
these seven years Langlais composed for orchestra, chémber
music, vpiano and vocal solo, and vocal ensemble - religious

and secular.

With the Premidre Symohony, we see a rather different
style from that which characterizes the first two suites just

discussed. An increased intensity and drive merk this symphony

and those few compositions which follow in its wake. Along
with this aspect comes a definite accent on striking dissonances.
This interest in dissonance is not new with Langlais. He used
it fﬁom the first and especially in tﬁe "Hymne d!'Actions Grices".
Yet, a first hearing of this symphony leaves the.impression'
that dissonance for its own sake is one of his main goals.

This he achieves in a unique manner, for if the music
is played very slowly and analyzed in minute detail, it can

be seen that the majority of his dissonances come, not as

"tone clusters", but through unusual linear and vertical
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cbmbinations of tertian material. This of itself is not new,
for we have vreviously noted his interest in "unrelated" chordal
material as in "L!' Annonciation', and the ofhers of the previous
two suites. This is really a qﬁestion of the accent he places
on its use.

The orening four measures quite amply illustrate this
technique. The tonal cenmter is that of D, and the initial
feeling iS'thét of D-minor. D-minor is quickly dissipated
in the D#-minor, F-major, and F#-minor progression which

immediately follows (Ex. 30). When taken up to tempo, it
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is bewildering, but actually it is only an unusual coincidence
of triadic material. Of course, he does not limit himself
to the use of triads only. He includes sevenths and others
in the tertian series as in the third measure where he introdﬁces
a seventh chord on the second count. The second statement of
the theme (meas. 6) uses sevenths where the first statement
had used plain triads. The important idea is that Langlais
seldom has to use tremendously complicated chords to obtain
the feeling of dissonance he desires and achieves.
There are occasions where Langlais uses chords which

are perhaps best described as appoggiatura chords, - most likely
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unresolved. To be sure, it‘wbuld seem that the majority of
writing in this Symphony falls in this catagory when the music
is taken up to tempo. These appoggiatura chords are distin-
guished from the purely tertian chords by altered or added
tones. They are certainly related to the altered dominants
whigh he has used so frequently in his first two suites. The
thirty-second measure uses this type of chord in the D-F#-A-
C#-F-natural chord, The F-natural, of course, is the added

tone (Ex. 3la). The chord on the last half of the second
Ex. 31

==

count is similar. It is basically a major triad on EP with
the A and F# added. This is to cite but one .good example of
the very many in this movement.

- Measure forty-four uses what I would call actual ™tone-
clﬁsters" (Ex. 31b). By "tone-clusters" I mean chords which
do not necessarily contain notes which are all adjacent
within a given octave. preve:, though these "elusters" are
spread out over two octaves, the tones would be adjacent if

transposed to be played within one octave. The conclusion
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could be forced from this that a dominant—thirteenth chord
would result in the same fashion if all the tones were trans-
posed within one octave. True, but the initial hearing of
these "clusters" is not the discernable tertian series that
a dominant-thirteenth yields., The first chord of measure
forty—four which repeats, falls into this "cluster" category.

Closely related is the second chord of measure forty-four
which is the superposition of an A#-C#-E# triad with a D-F#-A
triad (Ex. 31lc). The aural result is nearly the same as the
tone cluster. Measure forty-five follows a similar pattern
in the use of these superposed triads. This same technique
occurs many times throughout the course of this movement.

Basically, then; the chordal structure of the Symphony
falls into three catagories - triadic or tertian, altered
triadic material, and tonal clusters with the superposed
triads coming under this catagory.

It is verhaps axiomatic to say that the foregoing harmonic
factors comprise the musical vocabulary for Grunenwald,
Messisen, Alain, and others of the dontemporary scene. However
it means more than that. All of these composers make very
extensive use of the "unrelated chordal series" as I have
defined it. And this "unrelated series" is the manner in which.
the above chords are cbnnected, whether triadic or "cluster",
It is also just as true of the other ¢ontemporary French
composers that they rely most heavily on tertian material
above all, just as Langlais uses it as the main fabric of his

compositions. ®ven in Messiaen, who conforms many compositions
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to his modes of limited transposition, may be seen more than
often the fundamental triadic structure - through enharmonic
change,

The melody is stated in the right hand at the very outset
of the movement (see Ex. 30). It continues up to and including
the first three notes of the third measure. When played alone
it provides an excellent example of what could be a contemporary
fugue subject with the same disregard for harmonic connection
that the accompanying chords exhibit. It is a tremendously
vital theme and provides the melodic and rhythmic backbone
for the first movement. Actually it is the first of two themes,
the second commencing in the sixty-third measure.

The relation between his melodic material and his accom-
panying material is almost coincidental a large part of the
time, for his writing is conceived in a linear fashién, with
chordal material used as é line of itself, This type of
linear ﬁriting we have seen in hig earlier two suites, although
not to the dissonant extent that this one goes. Horizontal
texture is a basic part of Langlais! style, and this symphony
realizes the intellectual pinnacle in this development for
Langlais. The result in many cases borders on polytonality,
as will be seen in the second and third movements.

Since the first melody provides.the main inspiration for
the following movement, it stands to reason that repetition
plays a very important part in the development of the theme.
His theme here is not so long, but packed with possibilities

for development. The first seven notes of the first theme
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are the most important. These seven are divided into two

groups which are each signifieant in the development of the

movement. In the second of the two groups is secen the inspiration

for the insistent litany-like motifs which are used accompanimentally

throughout the movement.

This brings up the question of FPhythm. Due to the inherant
rossibilities of the first theme, the first.movement is charac-
terized by a very mérked drive aﬁd vitality, almost bordering
on the barbaric. It has the insistent virility of Bartok.
Grunenwald and‘Alain also exhibit an interest in this almost
primitive type of rhythmic drive. Certainly the Hymme aux
Mémoires Héroigues of Grumenwald and the ﬁLitanies" of Alain
evidence an affinity to this type of musical expression.

The measures are not uniform as to meter, but the intensity
and drive is relentless just the same. Added emphasis comes
from Langlais! use of marked staccatos, particularly those
of alternating chords between the hands as in the third and
fourth measures (see Ex. 30). I feel certain that this
barbaric mood is a reflection of the years during which this
symphony was written. Burope was involved in war, and the
march-~like rhythms that he uses echo the driﬁe of the armies
across his native land. His style is almost like a rebukse,
yet a cynical acceptance of life as it must be. It is this
intense rhythmic drive coupled with the fast harmonic rhythm
that lends such weight to the aural confusion.

At times it is hard to distinguish his litanyhlike

passages from those which fall into the realm of the
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decorative (Ex. 32), as in the twenty-second measure and the
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following eight measures. Here théwsixteenths functionally
resemble those of "la Vierge" in "L' Annonciation" in the

first suite. In the ngnhoni theAsixteepths commence immediately
at the end of the first seven notes of the main theme in the
twenty-first measure. This makes a smooth and almost imper-
ceptible transition into a developmental passage. Measures
thirty-five to thirty-eight show the contrast between the

litany motif and the decorative device. The first two of

these measures have the litany technique in the left hand

(Ex. 33), while the following two measures commence the
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figuration in the right hand, similar +to that in the twenty-
second measure, This particular type of decoration is most
prominent in the sixty-third measure which commences the second
theme of the first movement.

This introduces the question of form as langlais has used
it in this movement. Heretofore Langlais has used his own

type of sectional form, well integrating the parts, but not
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following a particular traditional nattern. Here, however,

he has quite convincingly used a traditional f orm -~ the sonata-
allegro. The first sixty-two measures contain the main theme
and its immediate development. Then with the sixty-third
measure he presents the second theme in the dominant major

key, A-major (®x. 34). It would be more correct to say that

Ex, 34
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the tonal center is A, for A-major quite soon disappears,
evcept for the key signature which has changed to three-gharps
for this section. Langlais! use of the sonata-allegro form
is the more interesting sinée it hasrnever held very much
attraction for composers for the argan.

The fabric of this second section is quite reminiscent
for his earlier writing. The melody he uses is more lyrical .
and makesa marvelous contrast to the first theme. The pedal
and left hand play with the same registration with no sixteen-
foot stops in the pedal, a device we have seen in his earlier
suites. Also, as mentioned above, he uses the sixteenth-
note figuration pattern-seen in his earlier works. The
harmonic setting is calmerFSurrounding this second theme, al-
though the tonal centers are constahtly changing. And though
the right hand decoration is quite nonharmonic with the rest
of the texture, yet the dissonance is not the strident kind
of the first section. In this section also occurs the mediant
relationghip he so of ten used in the first two suites, but

]
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which are quite noticeably absent in the first section of the
Symphony. This is seen particularly in the seventy-fourth to
seventy-sixth measures. ' A

This theme likewise he develops immediately as he did
the first nelody.. The eighty-third measure sees the introduction
of the motif taken from the first three notes of the main theme.
The eighty-seventh measure shows the decorative pattern evolving
into the litany type of motif, a further device of integration
between the sections. This combination of material is brought
to a new height in the ninty-fourth measure where the second
theme plays oconcurrently with the litany pattern.

A small transitory section marked Large separates the
second theme from the develormment proper which commences in
the one hundred and twenty-second measure. The tempo marking is
again Allegro as at the beginning. And, as might be expected, he
starts the development with the first theme. The tonal center is
C#, one half-step below the opening tonal center of D. This
change is so reminiscent of the fluctuation between EP and E
in the first Somate of Hindemith (1937).

The previous discussion of Langlais! harmonic, rhythmic,
melodie style and craftsmanship in this éomposition holds just
as true of this section as well., That is, his style in this
section presents no material significant to his compositional
developﬁent that has not been mentioned heretofore. The same
intense drive persists, and this time it is carried also into
the development of the second theme as well since he uses

material from the first theme along with it (meas. 156). The
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writing is somewhat more contrapuntal than in the exrosition,
which results in a more transparent texture. He makes use

of all the rhythmic possibilities of his two themes in this
development, and the result is one more convincing example

of his ability as a musical craftsman. It is interesting to
note that sectional considerations are still uppermost in his
style. That is, the develovment of the second theme follows
that of the first theme, and is indeed even separated by a
rest with a fermata. However, the intensity of the development
is not abated by such division. As we have seen from his
previous works, he is partial to .combining the various melodic
and rhythmic materials all at once toward the end of a piecs,
in this case, the end of the development (commencing with
measure 165).

Measures 151-155 are interesting in terms of the movement
which follows, for he uses a four—chord pattern of superposed
tertian material which later is modified and serves as a basso
ostinato in the second movement (Ex., 35). This instance, as
well as the use of the main theme of this movement invthg last
movement, shows his adoption of the cyclical technique, another
glance to the previous century.

After a brief pause in the 188th measure, the recapitulation
begins exactly as in the beginning of the exposition, with
the addition of a continuous pedal part. Measure 223 starts
the second theme. This time the tonal center is D as opposed
to that of 4 in the exposition. The key signature changes to

two-gharps, as the first one had changed to three-sharps.
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This use of D as the tonal center for the second theme of the

recapitulation fits quite naturally into the sonata-allegro form.

And, as he varied the first theme in the recapitulation by
the added bass part, he varies the second theme by adding an
actual pedal part versus the pedal-manual combination of.the
second theme in the exposition.

In measure 240 the two themes play simultaneously as
the coda is introduced. The mamuals play the first theme in
octaves, and the pedals carry the second theme, also in
octaves. This quodlibet process is reversed in the 247th
measure, and the tonal center is moved a mediant to F#-minor.

This is the most striking example of the mediant relation-
ship in the first movement. There has been a conspicuous
absence of this relationship which we saw so frequently in
the first two suites. Measure 265 is interesting in that the
first melody plays against itself with the pedals playing the
mélody just half as fast as the manuals, a canon in augmen-

tation.
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The concluding chord is a plain D-minor chord which brings
to a halt the onrush of the first movement and the almost frantic
coda. To this point in his compositiocnal career he has never
yet concluded a composition with anything but a chord of com-
plete harmonic finality. This always leaves a feeling of

completeness, irregardless of the turmoil which may preceds it.

Eglogue
Webster defines an eclogue as a bucolie or an idyl, a
poem in which shepherds are introduced conversing. This is
certainly a most fitting title for this second movement of

Langlais! Premidre Symphony. He well achieves both the

conversaﬁional,aspect and the mood of serenity. The theme
itself, appearing in the right hand with a Great eight-foot
flute is a quiet, flowing melody, unbound by any particular
meter or measure length. Thisvis the third time Langlais
has written ametrically (the two previous occasions occur

in the Vingt-—gquatre Pidces), and the resulting freedom is
most interesting. Most of the measures are three-four time,
but occasionally he inserts bﬁe of four-four and two-four.
It is an intriguing melody for it seems to have two tonal

- centers ~ F and B, F is the most important, but the ever
recurring B and the resultant tritone certainly point up the
significance of B as an important degree also. This use of
B ig further enhanced By the sécond member cf the conversation,
represented by the Pogitiv eight-foot Cromorne entering on
B in the tenth measure. The'eighteenth measure returns to

the flute voice, and so on with the musical conversation.
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The calm, gentle, swaying movement of this idyl is quite
largely due to the quiet "ostinato" of the left hand and pedals
which are sgain coupled together as far as their registration

is concerned (Ex. 36). He takes this swaying motif from the
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151st to the 155th measures of the first movement, with the
use, however, of much simpler triads (see Ex. 35). 'The
triads he uses are F-2-C, Eb—Gb-Bb, and C#-E-G#, an "unrelated
series", These are the only chords he uses for accompaniment.in
the first forty-five measures. A chord usually lasts an entire
Measure, Only three times does he use two chords in a measure.
The chords oscillate back and forth among the three aforementioned
chords. It is, of course, not a true ostinato, for the chords do
not follow a consistent pattern of repetition. They are, however,
always used conjunctly. That is, they always follow next to each
other in the order given above. They never jump from F-A-C to
C#-E~G# or vice versa.

Another aspect that makes these oscillating chords and
the accompanyingtexture seem like an ostinato is the

| increasing rhythmic complexity of the melodic part which
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sounds like a contimually evolving development above a ground

bass. At the third entry the melody adds another voice.

While there are never more than these two, they intertwine

more and more as the composition proceeds. Then to an extent

the reverse happens as the complexity smooths. out toward the
end of this first section, although the voices added at the
third entry never depart.

It is this first section of the "Eglogus" that gives the

impression of being bitonal. Actually it is not, for the

F-A-C triad commences the ostinato pattern, and is always

present in the measures where the voices enter or leave in

the melodic line. Hence, F is still the tonal center for

both parts. Yet, with the strange EP-GP-BP and G#-E-G#
sequence and the completely "white-key" melody, the

result seems to stray far from F as a common tonal center.

The second section commencing with measure forty-six is

most interesting. Continuing in the spirit of the idyl,

langlais presents a seven-measure recitative on the Hautbois.

It is glow, rather meandering, and certainly well-suited to

the mood (Ex. 37a).

Ex, 37a
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This very characteristic passage provides another reference

of Langlais to the inspiration of Dukas and Messiaen. Dukas

"admonished his students to listen to the birds and glean

inspiration from their mastery. Messiaen followed this advice
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in a marked way (Ex. 37b).

This shows Messiaen's handling
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of the bird song motif. It is taken from his Quatuor pour

da fin du Temps which was published'the“sane year as Langlais!

Symphony - 1941

The key signature in the Symphony has changed to five-

sharps, and the tonal center is G¥#.

However, as might be

expected in this style, this is nominal rather than actual,

for the wandering character of the recitative includes many

pitches distant from G# as a tonal center.

This device is

certainly a melodic relative of the "unrelated chordal series"

which he uses.

Measure fifty-three continues this section with still

another melody which partakes somewhat of the previous wandering

recitative (Bx. 38).

Ex. 38
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that of G#. However, the accompaniment, which commences in

this measure, has very little to do with G# except for the

closing measure of this phrase (Meas. 59), which is solidly

G#-minor. These measures have again taken on the oscillating

movement of the first section, vsing mostly altered dominant—

elevenths with the eleventh raised.

They are based on G and

A which have little to do with G#. The result is definitely bitonal.
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Real bitonality (or polytonality) is not used very much

by the contemporary organ composers. Isolated examples may

be found suech as in the First Fantasie of Alain. Messiaen

talks of superposed modes or polymodality. However, with the

types of "modes" he creates, the end result is not polytonality

as commonly understood and heard.

The sixtieth measure continues the bird-song type recitative

of measure forty-six.

surrounding the prineciple notes. 4n interesting combination

occurs in the seventieth measure. The main fabric is that

of measures fifty-three to fifty-nine with the oscillating
accompaniment and the corresponding melody of those measures.
To this basic fabric are added snatches of the first theme

in the bird-song style of the recitative section. These

three lines of musical thought are kept separate by using
different registrations for each. The right hand plays
simultaneously on the Swell and Positiv (which on French
organs are adjacent) with the left hand on the Great which
is coupled to the pedal as at the beginning. Bitonality
still predominates.

Measures eighty-one to 101 contain an interesting motif

new to the "Eglogue" (Ex. 39). It is a scherzo theme which

. . «\
he takes from XXI in the second volume of Vingt-gquatre Pieces.

It involves a very fast motif with alternating chords between
the hands. For the most pért the chords he uses are triadic
or tertian with an occasional "cluster" or altered triad.

It is next to impossible to fix a definite tonal center, as

This time he uses arpeggio-like passages
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the harmonic comnection is very widely scattered. It certainly

adds a moment of brilliancy to an otherwise flowing idyl.
The closing section beging in measure 102 with the
recitative theme in the left hand, and the opening theme in

the right hand in its original harmonic setting. The pedal

also carries a melody which to an extent outlines the recitative
theme, It does not seem to have a particular tonal center
of its own, but fits into either the G# center or the F center
of tﬁe filrst theme. The writing is completely linear at this
point, which accents the bitonal aépect.

Along with G#, C# has been used quite a bit as a kind
of second related tonal center tb G#, and it is é combination
of this G# with an F-major triad that constitutes the concluding

chord in this piece. Only once before has Langlais used a
concluding chord other than a plain tonic (or with added sixth).
It occurs in XXII of the Vingt-guatre Pidces and consists of

a tonic seventh in DP-minor which certainly creates a feeling

of suspension., The idea of concluding chords other than the
usual traditional tonic arrangement is relatively frequent
in contemporary organ literature. Tournemire uses it as

exemplified in hisg "Eli, Eli, lama sabacthani" from the Sept
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Chorals-Poemes.,

The Dsux Dangses of Alain as well as II of

the Milhaud Neuf Préludes also use strange concluding chords.
Numerous instances are also manifest in the works of Messiaen.
Langlais does not use this idea very much. In fact, perhaps
the only other instance in his organ works occurs in the

Huit Pidces Modales at the close of his compositional career

for organ.

Formal considerations are virtually no different in this

"Eglogue" from those of his earlier suites. The seétional format
is the rule.

Choral

The "Choral" introduces nothing new in the style of

this Symphony. It is of slow tempo which allows strident clashes

to take full effect. As in the first movement, the dissonances

are predominantly through odd combinations of tertian material,

mostly triadie. It is true that he uses more tone-clusters

in this choral than in the other three movements, but they
are no more dissonant than the superposed triads he creates.
For instance - he introduces the movement by a BP-minor chord,
and immediately puts against it in the left hand a D-F#A triad
followed by a C#-E#-G# triad (Ex. 40).

This brings up the question of the tonality of the
movement. Although not traditionally oriented, it is not
exactly bitonal or polytonal either. The chorale melody,
which appareﬁtly is an original chorale melody, uses Bb as
a tonal cenmter. It is hard to say whether hs intended it to

be major or minor since the chorale melody as well as the
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accompéniment is so harmonically complicated. Three interior
cadences - two on F-major and one on Bb~major - as well as
the concluding one on BP-major with an added sixth, accent
the use of BP as the tonal center for the movement. Never-
theless, the aspect of the "unrelated" series of chords ié

the predaminant idea, and the result here is definitely in

the direction of polytonality.

~ Final

The final movement of this Symvhony does not differ much
from the first movement as to the general musical vocabulary
used. Langlais is still using the odd combingtions of triads,
linear and vertical, as well as a geherous sprinkling of the
"tone-clusters". However, this last movement generally uses
smaller "clusters" since the rhythmic drive of the triplets
is so fast, not allowing such handsfull of tone. The initial
theme well illustrates this technique (Ex. 41).

It is fairly easy to assume that the initial theme is

generally in D-major even with all the nonharmonic tones,
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transient modulations, and "unrelated! series of chords. The
lyrical second theme, measure twenty—fwo, revolves basically

around T¥ as a tonal center (Ex. 42). The rhythmic drive
Ex. 42
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contimues, but the writing is entirely linear, whereas the
first section is mainly chordal. It is particularly in this

contrapuntal style of writing in this Symphony that the

harmonic considerations become so vague. Actually they are

vague throughout, but in this ingstance the combined effect
is again some kind of polytonality, or at least bitonality.

As stated above, the melody in the right hand hovers around
F#.

However, the accompanying two lines do not seem to have

any particular tonal center. It certainly is not F#, and

hence the feeling of polytonality exists.’

Measure fifty-seven brings back the first theme almost

exactly as it was heard in the beginning.' This introduces



the question of form. It seems that Langlais has chosen an

arch form for the first half of the "Final". (Bartok was quite

partial to this chiastic arrangement, as seen in his Quartet #4).
In this case it involves a format as follows - A-B-A-C-A-B-(4).
The last A is very short and utilizes only three measures of the
initial A,

After the second A and C theme comes into the scheme in

measure eighty-one. It continues the same rhythmic drive

that has been exhibited so far in the movement (Ex. 43).
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double pedal attempts to give some kind of harmonic solidity

while the manualg drive on in octaves, two octaves apart.

The gkip of a fourth is quite prominent in the manuals which
gives a marked feeling of quartal harmony.

The initial theme returns in measure 114. This presentation

is much shorter than either of the first two, and the tonal

center has moved up one whole-step from the original key to

E. Measure 130 sees the return of the B theme. This time,
however, it undergoes a marked change, harmonically and rhyth-

mically. Whereas before it continued in the same drive as

the first section, this time the marking andante characterizes

the fabric of the section. The pedals play double and the
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manuals contain full chords which provide a rich background

for the melody in the tov voice. As might be expected, this

slower tempo and chordal structure allows tone-clusters to

agsert themgelves somewhat more effectively. Five-sharps

is the key signature and the tonal center is G# This again

is a general statement as G# only frames the section. Here

and there throughout the course of this section he punctuates
the flow with 1little rhythmic passages from the first theme.
The last of these occurs in measures 177 and 178, and this
constitutes the last A of the chiastic form.

A sparkling fughetta commences in measure 187 with a new
theme as the subject (Ex. 44).
Ex. 44

It appears at first to be

treated as an authentic fugue, but the subsequent entries do
not bear this out in the traditional pattern of a fugue.

Beginning in measure 219 the intensity heightens as each entry

of the theme reaches for a higher tonal center. In this

measure it is G¥. In measure 230 it is D followed by E in

the 243rd measure which in turn is followed by that of F# in

the 252nd measure.

Measure 268 sees the original key of D-major reached again

with the first theme of the "Final" returning. Five measures

later (meas. 272) the main theme of the first movement enters

in the pedal in octaves. This cyclical technique has been

used extensively throughout the Romantic era as a concrete
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manifestation of their philosophy of art and its relation to
all else. Langlais seldom uses it in the broader sense of
uniting movements as he does here.

This section also develops tonally upward in a manner
mentioned in the last of the above paragraph. The second state-
ment of the theme from the first movement moves to E in
measure 284. The last three notes of the first theme constitute
the third presentation and move to F# as the tonal center in
the 296th to the 299th measures.

From this point to the end there is a frantic development
of the first thems of the last movement, relieved by a
development of the first three notes of the main theme of the
first movement. Indeed, to round out the Symphony as a
homogenous work, the last three chords derive rhythmically
from the first three notes of the Symphony, a further evidence
of Langlais'! interest in cyelical unification.,

Premiéfe Symphony ~ a monumental work in the bompositional
career of Jean lLanglais ~ a work which marks a new style in
tle course of his writing, a work which stands almost as an
era in itself, for never after this point does his organ music
teke on the intense harmonic complexity to the extent that
this work does. It has been interesting to note that the
medisnt relationships, the altered dominant chords, the rich
harmonies of the impressionistic style, the warm melcdies,
the Gregorian chant influence - all are completely minimized
or eliminated in this Symphony. In their place have come the

superposed triads, the bitonal and polytonal writing, tone~
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clusters, and tremendous rhythmic drive which results in un-
surpassed intensity of sound for the style of Langlais. However,
it is also interesting to note that formal considerations are
basically the same as in his earlier suites. The rule of the
section predominates, and the craftsmanship of the earlier
works in combining these sections is still very maznifest.
This Symphony also nrovides the only instance of the use of
the sonata-allegro form at the hand of Langlais, and one of
the relatively few instances of its use throughout the
litérature for the orgén.

The idea of a "symphony" for organ is still aﬁother
Romantic influence. They were virtually nonexistent before
the end of the ninteenth century. However with the works of

Liszt which approach this scope, and certainly the Grande

)

Piéce Symphonique in F#-Minor of Franck, the idea received

great impetus. One of the composers most noted for his
symphénies for the organ was Louis Vierne, the famous blind
organist of Notre Dame de Parig. Also of similar fame was
Widor. Dupré, though verhaps more interested in preludes and
fugues as well as organ tone poems, composed the brilliant

Pagsion Symphonie. Thus it is that Langlais connects himself

with somewhat earlier influences in the selection of a symphony

for organ.
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CHAPTER FIVE

Neuf Pidces (1942)

In the same yéar that Lang%ais completed his monumental
Symphony, he began a collection of short organ solos known
as Neuf Pidcegs. It includes four songs (Sorrow, Joy, Peace,
and the Hero), three chorale paraphrases, a prelude on an
Anthem, and a rhapsody based on Gregorian melodies. It is
an interesting group of compositions,Anot only in the
programming, but particularly from the point that they
represent a considerable departure from the style of his

Symphony. Thus, while some of the perplexing sounds of the

' Symrhony still persist, the general style is more traditionally

oriented, at least in the manner of the first two suites.
Since the characteristics to be discussed are seen throughout
the course of the nine pieces, I shall give examples from the
entire set, and not confine my remarks to each piece in
chronological order.
of particular interest is the more solid tonal aspect

of these pieces. The "Prélude sur une Antiemne" is completely
in.the Dorian mo&e from start to finish. The "Rhapsodie
Grégorienne" is médal throughout depending on the mode of the
various Greéorian themes used. Modality, and even tonality
were certainly never quite so solidly established in any
preceding work of langlais. (A possible exception would be
the opening and closing sections of "Ia Nativité"), The three
chorale paraphrases pregent another interesting variation of

the tonal aspect. This mainly through the solid, well-known



melodies which he uses, "In dulei jubilo", "Aus tiefer Noth",

and "O Sacred Head". Each is so familiar, and his melodic

statement so obvious, that the tonality is fairly easily
followed and usually well established at the cadences. To
be sure, since the chorales are so well known, he has varied
them considerably and very effectively, often with a complete
harmonic departure from the traditional dictates of the melodiec
line. However, the famiiiarity of the chorale'ﬁelody certainly
holds in check the bounds to which the aural result can go.

The four songs use no such familiar material, chant or
otherwise, to lend any external reason for tonal solidity.
However, the aural coherency he achieves is quite satisfactory
to the average ear as .far as the tonal aspect is concerned.
However, the "Chant de Peine" is the most advanced of the entire

set. Tt is quite easy to name A as the tonal center for the

piece. This is more apparent to the eye, however, than to
the ear. He uses the A-minor triad at the conclusién of the
first measure and at the coneclusion of the niece as well as
a scattering throughout the course of the composition. In
this piece his many appoggiatura chords go far in detering

a tonal stability which the other pieces gain in one way or
another.

He uses bitonality somewhat in the Neuf Pidces as in

the thirty-ninth to forty-first measures of "De ~rofundis®
(Bx. 45). Bitonality is by far not the important factor that

it was in the Symmhony. However, wherever it does occur in

this present set of pieces it provides an interesting dash
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of color versus the rather prolonged use of it in the Symphony .
And the tonal centers used, as in this case, are usually more
readily discernable than in the style of the Symphony.

Some instances of the mediant relationship do occur.
A notable example presents itself in the first three entries
of the chant in the "Rhapsodie Grégorienne" (meas. 5, 9, and
11). This does not, however, hold the interest for langlais
that it did in the first two svites. He seems to prefer
modulations of a second Er fourth, particularly the augmented
fourth, This is apparent in the eighteenth measure of the |
"Chant heroique" where he proceeds from C as a tonal center
to F#. This same ‘tritone relationship he uses much in melodic
passages to create a very Lydian flavor as in the‘"Chant de
joie", This, of course, is not new, for he used it much in
his earlier works. |

The same list of chordal devieces presents itself -

appoggiatura chords, triads with added non-harmonic tones



(usually only one, or at most two), some tone-clusters, and
the familiar "contracting of augmenting" thirds or sixths.
Since the trend is toward a mbre simple tonal format,
the use of tone-clusters is quite limited. His dissonance
is created largely by non-harmonic notes added to material
that is basically triadic. These notes are usually resolved,
or gt least heard in tertian context. The "Chant de Peine"L
illustrates this technique in the first measure (BEx. 46).
Ex. 46
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The E and G are non-harmonic with the D#¥ and A#, but the next
count effects the proper resolution. Likewise the third count
sees the addition of an A to DF-F#-A#(BP) triad. Again the
following count sees the A absorbed into the A-minor triad.
An extended passage using implied triads with an added tone
is found in the "De profundis". The second measure implies

a G-B-D triad on the first count. The B is left out and a
C# is added (Ex. 47). As has been mentioned before, the
augmented fourth is certainly very prominent in Langlais!
musical language. Measures thirty-six and thirty-seven

and fifty-nine and sixty of the "Chant hérofque" illustrate

his striking use of appoggiatura chords, both instances
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Perhaps the best example of the "contracting or augmenting
thirds or sixths" is seen in measures thirty-four to thirty-

six of the "Chant de joie" (Bx, 49a). The T# vrovides the

stationary tone while the BP moves to an A, This brings a

major third to a minor third above the F# and a minor sixth

to a major one below. The process is melodically echoed in

the vedals in the thirty-sixth measure (Ex. 49b) with the EP

ac the implied stationary tone and the G and F# the major and

minor third above respectively.
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"Unrelated triads™ occuring in rapid succesion as in the
Symohony and his earlier suites are seen particularly in the
"Chant héroique" (Ex. 50). However, the result is not the aural
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confusion that is present in the Symphony, for there is ever
a frequent return to a chord of the fundamental tonal center
which stabilizes the harﬁony considerably;

Other devices which he has used in his earlier works are
menifest in this collection of pieces - the pedals playing in
octaves with the top manual voice, double pedals, the use of

chant (two hymns and the "Iauda Sion® from the Festo Corporis
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Christi), and the use of sixteenths as figuration in the "Dans
une douce joie".

The one thing Langlais does add to his musical vocabulary
is the Phrygian flavor. The most predominant modal coloring
be has used has been Lydian, but that of the lowered "super-
tonic" modal step now augments his style. This is first seen

in the third measure of the first "Chant" (Bx. 5la). The
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melodic Bb resolving to the A gives this strange Phrygian
mood. This may seem insignificanf, however, ﬁhis very device
he uses again and again. It is seen in the same manner in the
fifth measure with the DP resolving to the C (Ex. 51b). A
more elaborate example harmonically is found in "De profundis®
in the cadence of the sixth and seventh measures (Ex. 52).
Other contemporaries such as Dupré, Alain, and Messiaen also
make very similar use of this Phrygian coloring. The Summary

will give more specific examples by comparison.

Structurally the Neuf Pitces can be divided into tuwo
groups - one, those compositions which are sectionally conceived
as the bulk of his previous works (Chant de joie, etc.), and
two, those which are through-composed. Interestingly enough,

it is this latter group of pieces which contains subdued moods
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("Chant de paix", etc.).

It is also in theée quieter pieces that we see a change
in the rhythmic pace set in the majority of his compositions
to this point. Thisg is particularly to be noticed in the
"Chant de peine' for Langlais again uses no time signature.
This allows the musical liné to flow uninhibited by definite

rhythmic patterns. Three times before he has used this

ametrical device ~ in the "Eglogue'" of the Symphony, and twice

in the Vingt-guatre Pieces. This will increasingly hold
interest for Langlais as his compogsitional career unfolds,
particularly in his Huit Pidces Modales.

Neuf Pidces, then, is a link with both his earlier
Suites and his Symphony. The result is toward a more simple
style lmrmonically, rhythmically, melodically, and the same
is true of structural considerations. With the exception of

the Vingt-guatre Pidces, the through-composed piece is used

only once in his works to this point ("Les Rameaux" of Trois
Podmes fvangdlioues). In fact, his overall style tends to

become more simple than his initial compositional period.
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CHAPTER SIX

Deux Offertoires (1943)

The trend toward a more simple style is further evidenced
in the Deux Offertoires - two charming mass paraphrases. At
the same time, the resemblance of these later works with
Langlais! earlier suites is most striking. These works rely
entirely on Gregorian chant for melodic and rhythmic inspiration.
The first is a vparaphrase on the mass Stelliferi conditor
Orbis. Again no time signature is given, and he prefaces the
work by indicating that it be played according to the flow
of the chant. The accent is on the horizontal flow in a

menner similar to the "Ave Maria" of the Trois Paraphrases

Grégoriennes.

Dorian modality is prominent throughout the three sections
with excursions here and there into non-harmonic areas. The
most prominent of these departures from the dominant modality
comes at the very end vhere the "Kyrie" theme in the tonal
center of A is juxtaposed with the G#-minor triad (Ex. 53).
This, of course, is a direct descendent of the bitonal style
inaugerated in the Symphony. However, it is much more tempered
and much clearer than the symphonic statements of the sams.

It is the same simple bitonality as in the "De Profundis" from

Neuf Pidces (see Bx. 45).

Formally it is divided into three parts. The first-part
states a Xyrie chant which also combines with the Sancius
chant of the second section and also with the Agnus Del chant

of the last section. This same type of integration we have
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already noted as being an important factor in Langlais'!

organization of melodic material. In this same respecﬁ it

might be said that there are other of the same trademarks

"present in this composition that were prominent in his first suites -

pedals following the top line, transparent pedal registration, ete.
With the solemn medieval spirit of the chant he introduces

an interesting figure, the use of marked syncopation (Ex. 54).
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Thié I feel is.one of the most important features of this piece,

for it is a device which he continues to use effectively from
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this point in his career to the end. His next composition
for organ, Féte, makes extensive use of this rhythmic device,
The second of the Offertoires is based on the mass, Magnae
Deus potentiae. It presents nothing new in the matter of
harmonic, rhythmie, and textural considerations. The accent
'is still on a more simple presentation than that of the Symphony.
Strong modality prevails, the use of the éggmented four th
above the root of a triad is important, the chant dictates
the fabric of the work, and the we of mediant relationships
is present (especially seen in the junction of the first
section with the second). It also becomes quite iméressionistic
around the forty-fifth measure, a characteristic particularly
of his earlier suites. He also makes use of the "contracting
or augmenting" thirds or sixths seen so often previously, and
he uses a passage of "unrelated triads" in a similar manner
to that of the last section of the "L‘.Annonciation".,
Formally it is basically the same as the first "Offertory"
in the three-part order based on a Kyrie, Sanctus, and Agnus

Dei, similar to a missa brevis. One particular structural

aspect is worthy of note. It is manifest in this niece in

the ovening series of five chords which he uses three times

in the first section (Ex. 55) - once to commence the composition,
and twice later in the first part, It serves a function almost
like Moussorgsky'!s "promenade" theme the Pictures at an Exhibition.
This idea of a séetion which repeats several times will become
important as his style progresses.

His compositions continue to make more use of fewer musical
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Ex. 55

ideas throughout the course of a piece to bind it more closely

together,
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CHAPTER SEVEN
Féte (1946)

Three years elapse before langlais again turns to argan

compogition after the Deux Offertoireg. The first composition

after this period of silence for thevorgan is the joyous Féte
(1946).

Féte exhibits a good balance of Langlais! two "styles"
to the present - that of his earlier suites, énd that of the
Symphony. While the harmonic format is basically much simpler
than that of the Symphony, yet the use of the polytonal and
tone-cluster ideas within this more traditional framework
provides a dynaﬁic work, |

E-major is well established at the outset, and likewise

at the conclusion of the piece. He modulates frequently, which

is to be expected for the most part, however, they are quite
clear modulations. He does use one series of modulations
that is most striking in its tradiﬁional aspect., It is a
modulation from B to C through a series of déminants (meas.
6-8). That is, from E to A, D, G, and finally to C. It is
| 50 noticeable simply becaﬁse of its conventionality in style
that is not normally so oriented. The only other modulation
similar to this occurs in the’introduction to "Les Rameaux"
where a dominant series is implied in the passage leading to
the first entry of the chant in the pedal.

He also uses the mediant relationship more than in any
other composition since the early two suites. There are also

to be found the familiar altered dominants as well as the

29



"contracting or augmenting" thirds and sixths, To this chordal
vocabulary he adds another altered dominant, a diminished-
seventh with the top interval a perfect fourth instead of the
minor third (meas. 125 - Ex. 56). It must be noted that it |
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is definitely similar in structure to a dominant-thirteenth
with a minor ninth and with the major third degree of the
scale on top as is normallyrthe case in a dominant-thirteenth.
Langlais even uses this chord as a thirteenth in addition to
the diminished-seventh aspect as I have described it. As

his style progresses‘this chord will take prominence over

the previously used altered dominants to the point of their
virtual‘exclusion.

As was mentioned above, the E-major tonality is firmly
established at the outset. One of the reasons for this solid
tonal feeling is the use of no complicated chords. They
seldom stray beyond sevenths. The Igdian flavor is sometimes
present in the altered fourth scale degree, but this still

does not disturb the tonal establishment of E-major.
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However, the twenty-ninth measure commences his use of
a figure seen in the "Choral" of the Symphony where alternating
chords do not fit into the same tonality - an "unrelated series"

(Ex. 57). Whether the result is technically polytonal or
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simply a tone-~clugster broken into two parts is immaterial.

The effect is certainly in striking contrast to the relatively
calm harmonic status up to this point in the F8te. This .
departure from the basic tonality lasts just two measures.
This is significant, for it stands in contrast to the extended
use of such devices over many measures in the Sxmghohx.

The next devarture from the more traditional orientation
occurs in the forty-sixth measure where he uses a dominant-
eleventh with the eleventh augmented and the third lowered (Zx.
58). This lasts a total of four measures, just twice the
length of the preceding departure from traditional harmony,

but still much less in duration than the Symphony.

These ingtances prepare the listener for the modulation

to G-minor in the sixty-fourth measure which commences a
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section with the accent on "umrelatedn alternating chords.
In the Symphony neither liné df chords was easy to interpret
in terms of tonality, but hereathe chords in the right hand
are such as not to dissipate tﬁe G-minor tonality completely.
So at least one line is quite firmly eefablished harmonieally.
Hence the dissonance which ensues is used in a very coloristic
manher versus the heavy dissonénce of the Symphony.

After a passage in D—majof which is relatively more calm
(ﬁeas. 83), a series of arabesques Sccurs which do not relate

themselves to any particular tonal center (Ex. 59). Some of
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the chords implied are relatively simple, while others apnroach
the tone-cluster. As mentioned in connection with the Symphony,
this is the melodic counterpart to the "unrelated chordal series®.
The passage commencing with measure ninty-nine is
interesting in its accentuation of the Phrygian mood as did
the "Chant de peine", In fact this whole section up to
measure 108 is in the cryptic mood of the latter piece from
the Neuf Pidces.
The closing section which begins with measure 109 is
again solidly in E-major with the occasional augmented
fourth present. From here to the end the texture about
equally divides between the striking dissonances of the
Symphony type, and chords which point up the central
tonality of E-major.
Now for rhythmical considerations. Féte has tremendous
drive which evolves from three basic rhythmic patterns.
The first, and most prominent, is an alternating chordal
effect which he used to a great ;xtent in.the Symphony,
and which has its origins in XXT of the Vingt-quatre
Pidces (Ex. 6la). It is, however, not used in Féte in
the barbaric aspect that was so prominent in the Symphony.
It is simply a festive motif which lends itself equally as
well to traditional harmonic treatment or that of the quasi-
atonal treatment as in the G-minor episode of measure sixty-five.
The second rhythmic pattern, and in this case one which
serves as a melodic nattern as well (Meas. 13, 14), is taken

from XII of the Vingt-quatre Pidces (Ex. 61b). It is a
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pattern with the accent on quartal skips, and one which
Langlais uses to great effectiveness in later works. It is a
very versatile motif for it is capable of slow or fast
treatment. In the "Hommage 3 Fr. Landino" of the Vingt~

quatre Pisces the tempo marking is éndanté. In the Féte

it is allegro. I shall refer to it hereafter as theé "quartal
sixteen-note pattern”. |

The third rhythmic mot;I.f (meas. 17 and first of 18) is
also melodic in character (&x. 6le). Tt is this motif which
provides the inspiration for the use.of syncopation. This
idea of syncopation had its beginning with Langlais in the
first of the Deux Offertoires. In F8te he uses syncopation
to a large extent. This naturally exaggerates the spirit of
festivity of the composition. In this case it is rrimarily

a "Scotch-snap" motif that he uses (beginning of 18th measure).
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Héwever, he also extends his use of syncopation to encompass
such passages as measures fifty-nine and sixty-two where the
right hand plays in triple time, the time signature being
12/16ths (in triple meter) while the pedal divides'the measure

into duple meter (Ex. 62).
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Structurally Féte is similar to the second of the Deux
Offertoires in which Langlais uses a very.characteristic
passagé throughout the composition to integrate and unify.
F8te achieves a similar unity throughout by the congtant
alternation of the three main motifs, all of which are presented
early in the piece.

Féte is well-proportioned harmonically, showing excellent
belance between the two main "styles" of Langlais'! compositions
to date. It is certainly well unified by the thrée rhythmic
motifs which are in constant interplay. There is definitely
an overplay of syncopation, but the end result of festivity
is Langlais' goal, and the syncopation certainly lends to this

atmosphere.,
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CHAPTER EIGHT
Suite Bréve (1947)

Suite Bréve shows a continuation of the amalgamation of

Langlais! earlier style and that of his Symphony. In fact,
the two suites that follow this one can be classified in the
Same manner, as indeed_tﬁey were all three written in the
Years 1947 and'l948. However the blending of the two styles
tends more and more toward the simple triadic treatment with
better established tonalities and toward fhe we of striking
dissonances mainly for coloristic effect. This treatment of
dissonances has been seen in the Féte. It continuéé in these
three suites. |

Suvite Bréve has four movements, and opens with a
"Crands Jeux", The tonality is a curious ﬁixture of G-major
and C-major, for while iﬁ commences on thé G-major chord, the
very first cadence or break in the musieal line occurs on the

C-major triad (Ex. 63). This is further accented by the
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gsecond chord which is a seventh built on F-natural. The
final chord of the composition is also that of C-major.
However, the frequenticadéhces on the D—majof and G-ma jor
triads lend weighﬁ for the cause of‘Gémajor.

The third and fourth measures (whiéh are identical)
and particularly the fifth measure show his love of combining
"Uhrelated triadic material" to the ends of temporary tonal‘

‘confusion (Ex. 64). In this case ‘the dissonance is purely
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linear, that is,.in the éuccession of chords, and not in the
use of complicated chords themselves. This is nothing new

f6r Langlais. However, the extent»to which he carries it is
considerably extended. For eﬁample, he uses only nine chords

in the tonality of G-major out of the total of tﬁenﬁy—fwo chords
- used in the first ten measures. 4And yet, all but one chord

is purely tertian with the overwhelming number being vure

triads (only six chords are sevenths). This is significant,

for from here on, Langlais makes greater use of chordal writing~

with the accent mostly on the "unrelated series".
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Dissonance of the Symphony type begins in the eleventh
measure. Here the very first chord is of the juxtaposed-
triad tyve, in this case that of a D-minor triad on top of

a C#-major triad (Ex. 65a). The chord of the twelfth measure
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is one of the appoggiatura chords (Ex. 65b). In this instance

it is the altered diminished-seventh first seen in Fdte with

the top interval a perfect fourth instead of the usual

minor third. langlais arranges the chord here in a much

different manner than that of the Féte. So much so, in fact,

that only upon close examination is its analysis apparent.

The third type of chord (meas. 14) is much related to that of

the chord in measure twelve (Ex. 65c). It is basically an

appoggiatura chord, but instead of the altered-dominant, it

implies a pure triad with two nonharmonic, and usually unresol-

ving tones. Here the triad would be that of D-minor, with

the G# and B requiring resolutio; to A and C respectively.
There is little in this composition to claim the

appellation "melodic". Rather the accent is on the motivistic
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and rhythmic content, Sjncopation ig used exténsively as in

the Féte. Time signatures are frequently changed and of ten

for the accommodation of the syncopation used (7/8, 5/8).
Bagically one motif prevails. It is first‘seen in the second
measure, though not in its entirety (see'Ex.,63, second

measure). This syneopatedbmotif appears here and there-throughout
the viece and is nof seen in full fruition until the section
beginning with measure thirty-nine. This section is taken

twice as fast as the ornening section, and this of course
exaggerates the syncopation all the more.

Although there is a return to the first tempo, there is
not actually a recapitulation. Basically this composition
is through-composed, though it is divided into two rather
clear sections. While Langlais! earlier compositions presented
much musical material, all well united, these later works
capitalize on one, or at most, two ideas. The result ié a
much more homogehous étyle.

One narticularly interesting feature about the "Grands
Jeux" is that Langlais uses octaves much as one woﬁld when
composing for piano, This involves not only chords framed
by an octave, which he has used quite a bit before, but the
use of pure octaves .in the manuals in a very fast tempo and
for only one hand (Ex. 66). -

| Perhaps one of the loveliest composiﬁions of Langlais is
the second piece of Suite E;ézg. Its title is "Cantilédne",
and the enchanted melody he uses is certainly deserving of

the name of the niece. The key is F#-minor, and this is well
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established. The chords he uses are again primarily triads

or sevenths. In fact, the entire texture resembles a Ravel

or a Cyril Scott, with occasional dissonancés for coloring.
The pedal carries the melody with the mamuals providing the
nostalgic, ethereal accompaniment.

The first twenty-three measures constitute the first
section in the presentation of the theme. Measure twenty-£four
effects a modulation a mediant to A-minor whereupon begins
a development. This section, as with the first, is based
entirely upon the initial theme. Its development takes the
form of a canon, or rather many canons, throughout the course
of the following eighteen measures. . It is an ingenious
creation as he uses the pedal coupled only to the Swell manual
which allows a more intricate pattern than manuals alone could
accomplish. The pedai initiates certain melodic entries to
be taken ovér by the manuals (meas. 28, 30, 32)(Bx, 67).

The modulations effected are for the most part those of

a mediant. From A-minor he proceeds to C#-minor, and to F-
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minor. Then the modulation to G-minor breaks the sequence,
only to be followed by a mediant modulation to E-minor. Then
he breaks away and brings the melody in in D-minor. Again,
héwever, modulations of a mediant to Bb~major and thence to
G#—m;nor are effected. These are a very strong reminder of
the modulations so familiar in his first suites.

During the seventh measure of this canonic development
he introduces new material in the form of arabesques on the-
Great eight-foot Bourdon. This motif is important only for
its extensive use in the third section. The notes of the
figuration are about equally divided between the tonal and
the dissonant. It presents a very striking effect.

The next most important use of dissonance occurs in the
thirty-eighth measure where he actually uses bitonality between
the sixteenth notes carrying the theme in A-major and the top
voice and pedal themes in BP-major. Iastly in this section
he changes the initial melodic skip of a fifth, which commences

the melody vnroper, into a diminished fifth which again shows:
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“his interest in the augmented fourth. And as this instance

occurs in the highest voice, it is most noticeable (Ex. 68).

Ex. 68 -

NeR PP

el e LS

L /I MR X
X —1 = !

.

Measure forty-seven commences the third section which
is a recapitulation of the first section. It is not an exact
repetition., Neverthelegs, it is significant in that thisg is
perhap$ the first instance of a simple three-part form in the
@ gan writing of Ianélais.' The pedal again carries the melody.
This time, however, only the left hand provides the chordal
accompahiment, for the right hand is engaged in the sixteeﬁth—
note arabesques introducea in the second seétion. And, as
in the second section, they occur in a half-tonal, half-
dissonant setting.

Measure sixty-one commences a nine-measure coda which
is but an extension of the material up to that point. That
is, the melody is interrupted, but the basic texture continues
unbroken., Other earmarks of his earlier style are seen in
the occasional "eontracting or'augmenting" thirds and sixths
and the various altered dominants - partiéularly the dominant-
ninth with the ninth raised and the diminished-seventh with
the top interval raised a whole-step. |

Perhaps the most significant aspect of this composgition
is its ternary form. ZILanglais has of'ten used a sectional

form in three parts, but not in this traditional, simple
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setting. This piece éhows a definite usage of that form, and

the result is very successful.

The "Plainte" is not particularly significant in the
evolution of langlais! style. It is very similar to the
mysticaly"chant de peine" of the Neuf gigggg.-:lt'ié'also ’
similar to the "Grands Jeux" in that the chords’used are
primarily triadé, but oftén connected iﬁ‘an "unreiated series',
-There is an occasional superposéd triad as in the first chord
of the ninth measure. The half-step of the Phrygian mobif
ig also present to a great degree as in the "Chant de peine",.
He does use an occasional sevénfh‘chord to present a tonal
oagis in_a confused hérmonic~surroﬁnding; In fact, the

closing measures return to a Ravelian texture.

The closing "Dialogue Sur Les Mixtures" is a most
attractive composition. it;is spfightly.énd intenselj
interesting aurally (Ex. 69). So inferesting,'in fact, that
Ex. 69 BRI
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Langlais himself uses the style of the opening motif at least
three other times in the later years of his organ composition.
Almost every chord is a triad or at most a seventh, but they

are strung together in his "unrelated chordal' manner. C-major
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is quite well established; although thefe are numerous modulations.
One of the important aspects of this composition ié‘that the
discord which is apparent is duebalﬁpst entirely to’this "un~
related series" of chords which are individually very simple.

It is also noteworthy that iﬁ a pieée as rh&thmidally
interesting as this one is, he makes vefy little use of
syncopation. Aside from a few mesasures of irregular meter,
there is no'syncopation.

- This composition is in true A-B-A form with the middle
section (beginning meas. 52) presenting a completely new musical
idea. While the first sectipn is just what the title implies -
a contrast of brilliant mix tures - the second section is lyric
‘even though it uses a cornet for the solo stop. The melody
is highly ornamented,ia retrospective glance to the "Eglogue!
of the Symphony. Furthermore, he indicates that the ornemen-
tation is to be played on the beat, and not in anticipation
- of the beat. This, of course, is a direct influenceto the
Baroque method of agrements. o

Harmonically the chords he uses in this center section
present nothing new in the musical vocabulary. They do present
a marked contrast to the texture of the opening and closing
sections, These‘chords consist mainly of altered triads
(triads with additional nonharmonic tones), or of one of the
altered dominants. Though the.key sighature of E-major is
given, outside of the initial chord the rest could be in
almost any tonality. R .

Measure sixty—fivé marks the recapitulation of the first
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section, He alters the texture to this extent - where in the
first section there was a series of chords in quarter notes
only, here he adds one note on the last half of each count

(Ex. 70). He adds a coda to bring the piece to a solid conclusion.
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This suite is particularly important for its establis hment
of the A-B-A form for Langlais. The "Cantiléne" was three-—
part, but the center section was a development of existing
material rather than the presentation of a contrasting section
as in this instance. Also it is significant in its extended
use of simple unrelated chords. However, the solid cadences

well establish the tonalities.
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CHAPTER NINE
Suite Médiéval (1947)

Langlais describes the Suite Médiédval as being "en forme

de messenbasse". Perhaps it is this éspect of organization
that makes the whole Suite a wonderfully coherent composition.
As I have said before, Langlais! suites are usually collections
of complementary pieces rather ﬁhan totally unified compositions.
However, this Suite is definitely designed as a complete entity.
This, however, does not eliminate the possibility of performing
the individual pieces separately.

The "Prélude" or "Entrée" of the mass, establishes the
spirit of the middle ages at-the very outset. The pedal
enters first with the final note of the Phrygian mode which
is in turn followed by the manuals playing E and B together
in octaves, giving the sound of hollow fourths and fifths,
This first chord is also given a full measure!s length so as
to establish the mode solidly at the outset. This of itself
recalls the many musical examples of the medieval period which
begin with longas or breves at the outset of the composition.
The manuals above the sustained E in the pedal vroceed in
parallel motion carrying out the idea of composite organum
(Ex. 71). As might be expected, Langlais departs from the
Phrygian mode by the addition of triadic material foreign to
anything related to the tonal center E, in other words, an
"unrelated series" (4th measure Ex. 71). However, they
always resolve into the predominant modslity to give a very

complete feeling. In fact, this entire Suite is probably as
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modall& established as the Suite Bréve was tonally established,
and it is this aépect that makes the striking dissonances he
uses so palatable and so strikingly colorful.

The eighth measure introduces the chant from an antiphon
- for the Haster seéson, "Agperges me". This is presented in
a very simple setting (Eg. 72); Oﬁé>chord holds under the
Ex. 72 ’ |
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lone statement of the first se#en notes of the chant. A4s

the Suite »rogresses it will be geen that Langlais usually |
chooses to present his bhant material in very simple, unadorned .
settings similar to this, Often the chant has become very‘

involved in contrapuntal passages, as in the "Ave Maria" from

the Trois Paraphrases Grégoriennes and the Peﬁx Offertoires,
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and many times it provides motif'material‘for’fﬁrther develop-
ment, However, here it is presented more or less as it would
be used as plainsong. Furthermore, it is probably intended

to be nerformed as plainsong and not bound by strict metrical
considerations. This is often overloocked by performers of

the contemporary French literature.

He does use part of the chant for motif material as well.
After the next section, which is a virtual restatement of the
initial ovening of the composition, he uses a part of the chant
for an accompaniment figure (meas. 20)(Ex. 73). This is

Bx. 73 .
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interesting, for while the chant is used in this manner, it
is accompanying melodic‘mgterial of Langlais! own invention.
Usually a composition by Langlais using chant would certainly
use chant for melodic purposes whether or not it was used for
accompanimental purposes (see "Hymne d'Action de Gréce"). This
secondary treatment of the chant is also seen in measures
twenty-nine and thirty where he presents another part of the
chant as part of the contrapuntal weaving. The "Prélude"
closes with another emphatic statement very similar to the
opening seven measures.

The concluding chord of the mPrélude® is A-major. This
sees a transition from T as a tonal centef to that of A. This

is unusual for Langlais up to this point, for he has normally
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ended a composition with the same basic chord and tonalify
as he began it.

The strong modality énd the open harmony are features
which Langlais has often indorporated into his style from
the begimning. Other characteristics that were found in his
earlier years are to be found here, such as the interest in
the augmented fourth relatiohship (meas. 28), and also the
favorite mediant relationship which is very prominent is
modulations in this first piece of the Suite Médiéval.

Bitonality makes its appearance in measure twenﬁy-nine
with the strong F# feeling cdntfasted with the BY tonal center
of the chant in this measure. |

Though the piece is %ery short, it is very sectional,
with rather short phrasés the predominant feature. The
opening "opromonade" theme however, recurrs twice to givevthe
composition é well rounded'feeling. This’ideé_of a recurring
motif throughout the co@rse_of a piece, not juét sectional
repetition as A-B-A etc., stems from the second of the Deux
Offértoires‘where the openihg chords weave themselves into
the total fabric of the piece. As I have mentioned before,
this type of sectional alternation is characteristic of his
laﬁer compogitions, for it means a constant.uéége of initiél

material throughout rather than concluding amalgamation only.

The "Tiento", or "offertoire" of the mass, is even more
modal than the "Prélude”. Again the mode is strongly Phrygian
with the various voices of this Spanish ricercare well

establishing the modal feeling. The first,séveh measures
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play the same role that the first seven measures of the "Prélude"
do. That ig, they recur, with change, throﬁghout the course |
of the piece to give it continuous form., The eighth measure
sees the introduction of the chant. This time he uses the
Kyrie, "Fons bonitatis", The presentation is in the pedal,

with the manuals playihg very simple chord; appropriate to

the modal feeling (Bx. 74). Again the chant is stated as
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simply as it is possible to state a chant. In fact, it follows
exactly the rhythmic notation as given in the Liber Usualis.
This brings up the matter of time signature. Whereas langlais
used time signatures in the "Prélude", he disvenses with them
entirely in the "Tiento". This allows the chant to be played
as freely as it would be sung in a service.

At the end of the chant the next fugal section starts.
This time it is with the voices -entering sooner one after the
other to create a "stretto". The initial feeling here is still
Phrygian, Modulations do occur. However, by the time the
next chant section enters in the pedal the Phrygian mode is

quite apparent. He also uses the fugal device of mirroring
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in this second fugal sectién (meas. 15 and 17).

In measure twenfy—nine, which follows the second chant
section, the fugal ﬁaterial again fecurs. This time the
"stretto" is much closer than in the second section, coming
only one count apart-instead‘of two. This time the last chant
section dovetails with the fugal section in measure thirty-
three, The last of the chant is given treatment as it was
in the first two presentations.

Modality prevails overwhelmingly in the "Tiento" with
the exception of two measures (ﬁeas. 38, 39), in which
"~ there is a little bitonality. The matter of a recurring
section or phrase is as prominent here as in the 1Prélude',

the second of the Deux Offertoires, or the "Hymne d'Action de

. gréce" where the idea began.-vThé result is.a much more
closely integrated compogition.

"Improvisation", which Langlais has substituted for the
"elevation" in the mass, is the shortest and thé most peculiar
of the entire set. The tonality oscillates between E and =®
throughout its entirety. This, however, is done between
sections and not within-?hrases. The first five measures
establish E as the tonal cenfer.~ The melodic figure he
uses is a chant-like seven—note'patterh used like an ostihato
similar to the Uaccompaniﬁent" chant section of the "Prélude".
Again a time signature ig>1acking in the interest of‘rhythmic
freedom., Beginning in the second measure this freedom is
explbited’by an interesting syncopated figure which’gives the

impression of an organist who could not play his hands exactly
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together (Ex, 75a). It is a striking effect as the accompaning
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chords come in on the last half of the eighth-notes. Very similar
instances occur in Messiaen's compositions where rhythmic freedom
is much greater than in Langlais!, Example 75b shows the similar

trestment by Messiaen,
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The switch to EP is effected in the sixth measure where
19 and Ip chords of EP-minor hold sway. Measure nine changes
the mode to major whereupon thé first thirteen notés of the
famous Adoro Te chant enter in a simple setting. It is simple
rhythmically as seen before, but not necessarily harmonically,
for beneath the melody are to be found a tonic with an added
second, a diminished-seventh with the top interval raised a.
whole step (as seen in immediately preceding argan works of
Langlais) and a VI, with an added second (Ex. 76). Again Eb-

minor returns with the previous motif of this key.
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Ex. 76
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The first seven-note theme recurs with the same
irregularities of rhythm in the accompaniment as exhibited
~at first. The shift of tonal centeré seems to be to that of
| G#. Actuélly I feel it is still a part of the general E
tonality. This bears out in the definite establishment of
E as the tonal center immediately preceding the next entry
of the E@—major mode in measure nineteen, This time another
section of the Adoro Te chant is presented in-relative simp-
licity, only to be punétuated again by one measure of the
EP-minor Iy and Iy chords. The last four measures round out

the composition by a returﬁ to E—ﬁajor and the original
seven-note figure.
| Apain it is apparent that tanglais prefers to unify his
compositions by short motifs which keep recuring. This is
true of short "prombnade" sections as well as melodic and
rhythmic motifs. _
To this roint in the suite the primary tonal center has

been that of E. The fourth piece effects a change to that of
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G-major. This piece is called "Meditation" and takes the
place of the "communion":in the mass.

At the very outset Langlais uges a figure seen as early
as the ylgég—gggzgg Pidces. This is the sixteenth-note
figuration which I previously referred to as the "quartal
sixteenth;note pattern" (Ex. 77). Tt was also seen in the

Ex. 77
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last part of thé F8te. There, however, it was used in a vitally
driving manner. Here it flows in a carefree style. Basically
it outlines the chords which support it. The first chord is

a tonic with the added sixth. Two counts later the second

is added. The_secohd measure is particularly interesting in
that the accompaniment chord supvorting the figuration is one

of the altered dominants - the diminished-seventh with the

top interval augmented - while the figuration itself outlines
still another altered diminished-seventh. In the fourth measure
the figuration departs entirely from any harmonic connection
with the chords beneath it. As I have mentioned several

times before, thié is the melodic counterpart to the "unrelated
chordal series".

The seventh measure sees a modulation a mediant to C#-

124



minor and the entry of another chant, the antiphon Ubi caritas.
It is set in a very simple setting like the preceding ones.
It is simnle rhythmically, but, like the "Improvisation", it
does not have such simple chords for harmonization. Then
comes ahother passage like the first one with the fascinating
"quartal sixteenth-note nattern" in Fff-major.

" Measure hineteen begins»anéther chant, but a completely
different one from the Ubi Caritas. This time it is the hymn,

Jesu duleis memoria. This is the only time that Langlais

utilizes two different chants at the same time in this suite.
It, of course, is not a new idea for him as he has done it
before ("Ave Maria, Ave Maris Stella'). The cﬁant itself is
presented simply, but rarticular interest is focused on the
- accompaniment where Lénglais uses the same syncopated figure
of the "Improvisation". This vrovides a rare example of
continuity between piéces within a suite., Perhaps the only
preceding example is the cyclical technique used in the
Symphony, and this involves only thé first and last movements.
Further interest occurs in the twenty-fourth measure where
the same chant is moved a mediant from E to C# and played in
the top voice and the pedals. The interior accompaniment
continues the syncopation and introduces more comnlicated
chords. This complication is intensified by the pedal—poiht
on C# which was also a feature of the initial presentation
‘of the chant in measure nineteen with a pedal-point on E.
Another mediant modulation to BP-major in measure thirty

seeg a recurrance of the opening theme. After two measures
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the mode changes to Bb—minof, a similar feeling as was created
in the "Improvisation"bwith the constant change from E to EP,

Still another mediant modulation to the original key of
G-major, where the "quartal sixteenth-notes" and their
accomnaniment continue. This time it provides the framework
for the simultaneous presentation of the two chants - Ubi

Caritas in the pedal and Jesu duleis memoris in the tov

manual voice. It is a beautiful quodlibet and very reminiscent
of the Deux Offertoires. |

The compogition closes with the same musical fabric as
it onened. "Meditation" again uses a "promonade" motif which
constantly asserts itseif throughout in the interest of continuity.
Tris composition also uses the mediant relationships very

extensively as in the Féte.

The concluding piece’in the Suite is named "Acclamations',
based on the text of the Carolingian Acclamation. Two motifs
which are almost identical with each other dominate the entire
piece. This is the logical conclusion to a trend started at
the outset of the Suite where a short section asserts itself
throughout the composition to bind it together. In the
TAcclamationg® this binding factor conéists of the nearly-
identical chant seé¢tions, which, incidentally, derive from
the same chant (Bx. 78). One or the other dominates each of
the eleven sectiong of this virile composition.

It will not be necessary to state each section and the
treatment of the chant motifs, for Langlais! style is no

different here than previously noted. As méntioned above,
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the piece is entirely sectional, using basically three types

of sections which continuously alternate throughout. Harmonic
and rhythmic congiderations are virtually the same. Nothing
new is presented in his musical language in this respect.

Suite Médi&val is undoubtedly the most unified of all

his suites as to the type of chant presentation, and in the
interest in fewer ideas for development throughout the course
of each piece. Not only do these factors unify the entire
Suvite, but the fact that he transplants a motif from one
piece to another (as in the case of the syncopated motif
from the "Improvisation") is significant in his binding
together the Suite as a whole., The varied mystical spirits
of the separate pieces are excellent complements for each
other. Of all Langlais! suites for organ, this one is surely
intended for complete presentation at a single time.

A central musical logic is aiways in evidence. This is,
of course, largely created by the "mass" format. Not only
is this a reference to the middle ages, but also are the
use of ﬁhé‘corresponding chanfs, the various simple cadences,
the linearkw;iting, the open hafmony which is very avparent
in the "Acclamations" as well as thé "Prélude", and the general

eryptic atmosnhere.
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CHAPTER TEN

‘Suite Francaise (1948)

Suite Fran%aise, composed just one year after the

Suite Médidval, is an interesting compilation of pieces. It
is divided into two main sections, The first section contains
pieces which are all in "sharp" keys and which are quite well
established tonally. The second section contains three pieces
which have no key signature, but which abound in accidentals
and definite tonal uncerﬁaintylsimilar to the Symohony. There
is very little connéction between any of these pieces except
for the last niece which combines the motifs of several of

the preceding nieces.

Langlais presents nothiné new in his musical vocabulary
in the onening "Prélude sur les grands jeux". It is a very
vital biece, full of rhythmic drive and intensity, with some
judicious use of syncopation for interest'!s sake. There is
an ever-moving sixteenth-note pattern similar to tha£ of

the Féte which provides the main rhythmic backbone (Ex. 79).
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Harmonically and tonally the "Prélude" is quite traditionally
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oriented. That is, as far as Langlais handles traditiom.
The chords seldom exceed that of sevenths, and when they do,
they are a vart of Langlais! category of altered chords which
have been previously discuséed. Keywise it is related mostly
to A-major and F#-minor, certainly a traditional mediant key
arrangement. BEven the arpeggios in the laét of the piece are
mostly triadic, versus the Féte treatment of the same
arpeggiated type of writing.

Structurally it also follows Langlais! later style of
basing an entire piece on one main idea. The melody he uses
has excellent developmentai possibilities rhythmically and

melodically.

The "Nagzard", second in the suite, is a charming piece
of an exotic nature, taking its name from the registration
of the solo voice.‘ It is in C#-minor for the majority of the
piece with a little Phrygian accent in the continugl use of

D-natural (Ex, 80). The harmonic texture %s almost entirely

Ex. 80
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triadic with a moderate use of "unrelated triads". The melody
is varticularly interesting in its use of a little motif like
a "turn" which he uses throughout (see Zx. 80). Also of note
is his use of the "quartal sixteenth-note figuration" as in

the "Meditation! from the Suite MSdiéval. Dissonance does

occur throughout, but it is in small amounts and for the sake
of contrast. Structurally it follows a format like that of

the "Cantiléne" from the Suite.Brdve. That is, it is in three-
part form, with the center section a variation of the main

material.

"Contrepoint sur les jeux d'anche™ ig the third in the
suite. In its use of a fugue itAis a direct reference to the
"Fugue sur les jeux d'anches™ of Frangois Couperin for organ.
The tonality is not quite as well established as in the two
preceding pieces, however, E-major is definitely the main tonal
center. It is often circumvented by excursions into distant
keys and through appoggiatura chords., The texture is very
heavy and the sound intense since it is an interplay of the
various reed stops of the organ. The name "counterpoint" is
somewhat misleading, for, with the excention of a five-voice
fugue during six measures in»the middle of the piece, the
writing is basically chordal in texture. However, linear
considerations asre not lacking in the rest of the composition.

The fugue subject is the unifying factor of the compogition,
and it is first stated in the second, third, and fourth measures
of the composition (Ex. 81). It is used in this same manner

before and after its actual use as a fugue subject in the
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Ex. 81
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central nortion. Again the accent on limited musical ideas

is apparent.

The "Frangaise" is a sprightly niece, mainly for manuals,
with pefals now and then for nuﬁctuation. Its brisk appoeal
derives mainly from the. strong triadic accent, though the chords
are more than not in an "unrelated series". This simplicity
of its triads is reminiscent of the "Dialogue sur les Mixtures".

langlais twice uses a first and second ending. That is,
the first section of nine measures is repeated, and so with
the last section of tﬁenty;three measures. The use of a
plain binary form is rare with Langlais. The only use occurs

in the Vingz-guatre Pidces. Structurally it is also interesting

in that the last two measures of the first section provide a
quaint sixteenth-note motif which is used much more extensively

in the second section.

"Choral sur la voix humaine" is number five in the suite
and take its name from the familiar reed stop 6f the same
name, voix humaine. This title also refers to titles by
Couperin such as the "Dialogue sur la Voix Humaine". This
chorale melody, undoubtedly invented by Langlais, is in the
Dorian mode, and is gccompanied by a very characteristic
figuration with a sixteen-foot and two-foot registration.

This motif, if played simultaneously, would be a first-inversion
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triad with the third "doubled",‘but with the top of the two
thirds altered a half-step downward (Zx. 82). This gives the

Ex, &2

effect of being bofh major and minor at the same time. This
is perhaps a strange reference to the works of Khatchaturian ’
which make considerable use of this chord.

The simple statement of the ten;note chorale melody
twice alternates with a section in the same mode, but which
uses a rhythmic texture closely akin to a chant. The melody
in this chant section is virtually the same as the chorale
melody, and thereby the two sections complement each other
excellently. Again, this chant-like statement is characteristic
of Langlais! treatment of a chant in this period. That is,
the note values are much as they would be if the chant were
to be sung. The eighth-note is the main rhythmic unit for
each imaginary sylleble. In fact, both sections of the chant
use a no-time signature.

As the fourth and fifth statements of the chorale are
presentea, they are accompanied by fast sixteenth-notes which
likewise follow the chorale melody. The inspiration for this
can be traced to the antipenultimate and penultimate measures

of the first of the Deux Offertoires as well as to one section

in the "Eglogue! of the Symphony where similar examples exist.
Syncopation, as seen in the "Improvisation” of the Suite

Médiéval, occurs in measures twelve to fourteen.
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Number six is the famous "Arabesque sur les flfites" which
Catherine Crozier has‘maae S0 popﬁlar in this country. There
is nothing new in the develorment of Langlais in this charming
composition. As may be expected in an "arabesque" of this
kind, the triplet vattern which persists throughout is more
than often nonharmonic with the aécompaniment. The accom~
raniment is basically tertian throughout with a few of the
usual more.complicated chordal devices that are common to

Langlais!? compoéitional style.

The seventh and last of the first section is the "Méditation
sur les jeux de fonds" which is a piece'for_the sixteen and
eight-foot stopénonly. This results in a very ponderous effect.
Nearly all of the chords ére tpiadic, with a few beyond the
seventh. Those which do'venture beyond are usually triadic
with the addition of one nonharmonic tone. The tonality is
not very well established and modulations are frequent. The

basic tonal center, however, is A-major.

The "Trio" marks the first of the last three pieces which
are definitely in a style reminiscent of the Symphony. As
suggested by the tifle, the wriﬁing'is linear, and it is well
nigh impossible to assign even one note for a tonal center
(Ex. 83a). In fact, Langlais comes as close to atonality in
this opening passage as he is likely to come. And, as is so
of ten associated with music of this kind, the melodic skips
are large and awkward. |

This piece is similar to certain compositions of Messiaen,
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especially in the awkward skips just mentioned. Messiaen

NJD

often refers to this style of writing as the "change of register"

as seen in example &3b which is taken from his Danse de la
fureur for piano. The same idea may be seen in the Suite
Lyrique of Alban Berg.

Ex. 83b
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The seventh measure institutes the secondrmain musical
idea of the piece (®x. 84). Its characteristic is fast
sixteenths and thirty-seconds in a quasi-melodic line. The
harmonic aspeqt is one of bitonality, for the running passage
for the right hand does not correlate in the least with the
Bchords" that support it.

The third musical section (meas. 13) is the most aurally
coherent of the three sections with the accent on "unrelated

triadic material® (Ex. 85).
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The three sectiong occur again in their respective order
with small variations. The most noticeable variation is seen
in the second section where the sarlier thirty-seconds are
deleted and the sixteenth-note pattern is like the "quartal"
pattern discussed previously.

After measures twenty-nine to forty-six in which the
material from all three sections is combined, the three sections
again state themselves with further variations as the concluding

part of the piece.
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Number nine, "Voix céleste™, is not quite as radical
harmonically or tohally as the previous piece. A large part
of the chordal structure is actually on a tertian basis. There
are also quite a few altered dominants, especially that of
the dominant-ninth with the ninth raised, and the diminished-
seventh with the top interwval raised a whole-step. Perhaﬁs
the most significant feature of the "Voix céleste" is the
strong use of chromatiecism., This has been used quite
sparingly throughout the course of Langlais! writing. That
is, chromaticism untouched by alteration. He, of course,
uses chromaticism with alteration (to breask its continuous
flow) many times. This example, like that in the "Te Deum"

of the Trois Paraphrases Grégoriennes, follows a complete

chromatic pattern without the usﬁal interruption (meas. 28-
33, 47-50 - Ex. 86).
k., 86

Also of note is the unusual fugue-like melody which he
uses throughout the piece (Ex. 87). TIts two particularly

interesting features are the initial skip to and from a
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seventh, and the use of the augmented second. Thig latter
interval stems from the.odd arpeggio-like passage which
commences the piece, and which punctuated the composition

here and there.

It is in the "Final Rhapsodie" that the most interesting
combinatioﬁs occur, though not necessarily the most musically
convineing., It may quite safely be said that A is the main
tonal center. At least the composition begins and ends at
this ~oint. The opening motif is a fast sixteenth-note
pattern for both hands., The intervals are sixths and fifths.
Little is implied in the way of harmony through this initial
opening. _

The real significance of the "Final" begins to become
apparent in the twelfth measure where the odd fugue-like
theme of the "Voix céleste™ appears as an actual fugue
subject, answered in the fifteenth measure and with an
accompanying countersubject. Gradually the fugue aspect
disavnears and the accompaniment becomes one of a chordal -
character with a modulation at each entry of the theme,

This is the pattern of composition up to about measure

137



fifty where the ovening motif prepares for the presentation
of the next borrowed theme (meas. 57). This time the theme
is that of the opening "Prélude", and it is presented in its
original key of A-major. it ié the use of this theme which
accounts for the more traditional tonality of this section,
since its original presentation in the "Prélude" was traditionally
oriented. This setting is prepared for‘in a rather unique
menner throughout the section which preceded this statement
of the "Prélude" theme - Langlais gradually thinned out the
harmonic texture from that at the openingvof.the "Fiﬁal" up
to this point. To accompany this "Prélude! theme he adds the
"Woix céleste" fheme in the pedals.

Measure sixty-seven sees the advent of the théme from
the "choral®™, this time in majestic stature with an abundance
of appoggiatura chords. Measure seventy-nine introduces
the triplet figuration of the "Arabesque" for eight measures.

Then follows an exact repetition of the first eleven
meagures of the "Final", Thig in turn is followed by the
"Woix céleste" theme with the accompaniment of the imitial
"Choral™ arabesques (see Ex. 82) in chordal form (meas. 98).
The conéluding five measures continue to use the "Voix céleste"
theme, pressing to.a final cadence on an A-major chord.

| The "Final" is certainly reminiscent of the early
Langlais method of sectional composition with a final
amglgamation of all the material used up to that point. This
differs in that he does not we all of the suite material in

the "Final", but only what he considers the most interesting
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and significant. It is in this case a real potpourri, and

lacks a real depth of musical experience.

The Suite Fra.nggise is particularly interestihg to me
in that his style is so different within the framework of the
one suite. This was seen to a degree in the Neuf _Ej.__éc&g with
such pieces as the "Chant de Peine" contrasted with 'bhev
very modal "Prélude sur une Antienne". With the Suite
Frangaise the contrast is seen between one of his finest
pieces for organ, the nordlude sur les grands jeux", and the

musically arid "Trio".
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Four Postludes (1950)

CHAPTER ELEVEN

Four very vital pieces are found in this collection knowm

as the Four Postludes, writtép two yearé after the Suite

Frangaise. It is a very heterogeneous group and yet not

without similarities.

is that of the rhythmic drive of each piece.

The most striking common characteristic

The first

postlude creates its forte through the irregularity of

measure length.

This means an extensive use of syncopation,

best seen in measures thirtyésix to thirty-eight (Ex. 88).
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These measures combine the two predominant rhythmic patterns

in this nostlude - a 7/8 meter utilizing three quarter-notes

and an eighth, and a 10/8 meter which divides the measure into

two groups of five-eights.

The second postlude is marked by a sixteenth-note pattern

of triads split into two parts -~ the left hand taking the root

and the right hand taking the third and fifth (Ex. 89).

The third postlude has two main rhythmic ideas - a
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a free fantasie

N

which langlais marks energice g bril

. The fourth postlude makes use of a véry short rhythmic

pattern - two sixteenth-notes followed by aﬁ e ighth~note.

This gives the piece a very galoping effect (Bx. 91).

Ex. 91
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I mention these various rhythmic considerations because

of their intense, dynamic interest at the hand of Langlais,
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and not because they'presenﬁ anything new in his musical
vocabulary. ' o

Nor do the harmonic end‘tonel eensidefaﬁions’ﬁresent
“material of 31gn1f1cance in the development of hls style.
They exhlblt one of two thlngs - elther tonal stablllty, or
tonal uncertalnty with the accent on "unrelated" trladlc ‘
movement. In the latter case the effect is much the same as
it is in the VDiaiogue sur les Mixtures" and the'"Frangaise"
of previous sﬁites. | vh |

The first postlude opens and closes with E as the tonal
- center. What'trénspires invﬁetween is somewhat'unCertain as
far as tonal ceﬁters are'concerned.' The second postlude uses
G#Lminor as the tonal center for intrqducing and coneluding
the piece. Again, this provides a frame for much interior .
modulation. ‘This piece has two items of particular interest.
One is the use again of unaltered chromatieisﬁ as seen in
measures ten to twelve. As aforementioned, Langlais often
relies basically on a chroﬁxatic format, but seldom follows
it through completely without some alteration to make it
ﬁnsymmetrical,' These measurds (10-12) present but one
instance of eevefal in thisrpiece of‘pure ehromaticism.

Secondly, he uses the augmented.second ﬁith pfominence
as in the tweﬁty-seventh and twenty-eighth measures (Ex. 92).
Langlais! style opened with the device in "L! Annonciation",
but seldom was it ﬁsed melodically afterwafd with such bold-
ness as he used other morekdissohant'devices‘sueh as the

augmented fourth. It must be‘made clear that he of ten uses
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that he often uses mediant relationships which, of course,
involve the minor third which is another way of presenting
an augmented second. But they are usually heard as a minor
third and not as an augmented second. |

:The third and fourth postludeé are the most traditionally
oriented as far as the tonal considerations are concerned.

The first of the two uses D-major for the majority of the
piece. The latter one uses a combination of E-minor and G-
major for the entirety of the composition.

Another harmonic device which he uses ﬁhroughout this
entire collection is again that of the agumented fourth
relationship. It is best seen in the seventeenth measure of
the first postlude at the commencement of the main motif.

_ Here an AP-major chofd repeatedly follows a D-minor chord.

Measure thirty—six shows the same treatment as just one of

many other examples of the same within the composition (see Ix. 88).
In the second postlude it is seen in the three largo

sections. In these instances-they-ére melodic alterations



of the fourth degree (meas. 27, 28, 43, 71). The most notable
instance in the third postlude occurs in the Allegro (meas. 50),
where the G# in the D tonality is an insistent feature. The
most striking example in the fourfh postlude is also in the
Largo at the close of the piece where'the‘D#’in the A tonality
and the Ef in the B tonality occur. ’

This is not to mention all the other familiar devices
which are also in constant usage such as the "contracting or
aygmenting sixths and thirds", the mediant relationships, the
arabesques, super?osed triads, ete. It is also interesting
that this is Langlais! first composition printed in the United
States. Each postludé is also dedicated to one 05 America's
organists. It is notated throughout entirely in English |
with the natural exception of the usual Italian musical terms.

This is another reason for his use of the name, Four Postludes,

instead of Quatre Postludes.
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o Hommage & Frescobaldi (1951)

—_—

In 1951, one year following the composition of the
Four Postludes, lLanglais wrote the Hommage 4 Frescobaldi.
This suite differs little from Langlais! style with which we
have recently becomes acquainted. It is a curious combination
of tonal and textural simplicity with earmarks of the Symphony -
polytonality, unrelated chords, etc.

It derives its name from.Langlais' use of thematic

material taken from the Fiori Misicsli of Frescobaldi (Ex. 93).

BX. 93 e - R
i v s o S —l?}—lﬂ > =
e M i S s W S
(%4 - - ) I” - 1 A} [ i

O ~‘ “.Q ! L
, -~
vl ¥l e
Y- 7 ' *?—“P r
y S e & - T— e
(twa Y S G = T S W 2 SR
) ; ” =3 v
L - ;

The main theme that Langlais borrows is the Kyrie Cunctopotens

Genitor Deus taken ffom the Misga In Festis duplicibus I.

Frescobaldi based several compoéitions on this particular
Kyrie. langlais incorporated it into the "Prélude" in its

gimple chant setting much as the chant settings in the Suite

Médiéval. The other use of this chant occurs in the
"Fantdsie!", number five in the suite. Here it is not only
used as a chant but as a musical idea as well. The'Fantaisie"
twice presents the Kyrie as a simple chant, but the majority
of the composition uses it as motif material for the dramatic

repeated and parallel fifths.
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The second theme that Langlais‘borréws from Frescobaldi
is taken from a Canzon (Band V, page 53, Barenreiter Edition,
1953). Jlanglais uses it in the closing piece of the suite,
an "Epilogue" for pedals. The "Epilogue" is in auvery free
style with the theme entering approximately one-third of the
way throﬁgh in a traditional fugal manner.

The "Offertoire", "Elevation", and "Communion" also use
chants, but I cannot trace their use to Frescobaldi. The
"Antienne" is based on a theme of Langlais! own devising, as
is also the "Thdme et Variations". It is to be néted that

the first four pieces are named the same as the first four

of the Suite Médiéval, which Langlais called a messe péggg.

The "Prélude! presents what I consider to bevthe most
important aspect of later Langlais - the trend toward simplicity,
varticularly that of texture. This piece also happens to be
very traditionally oriented harmonically. There is a complete
lack of figuration in this first composition of the Hommage.
The quarter-note is the smallest unit of ﬁime. There is, to
be sure, a degree of the familiar '"unrelated triadic passages",
as well as chords with nonharmohic tones. But the general
style is free of any complexity.

The "Offertoire" épproaches the style of the Symphony
in the unabashed use of "unrelated material". However, this
harmonic confusion is présenfed in relative simplicity and
excellent artistic taste. No chord is more than é triad in
the initial musical idea of the first page. The musical

framework surrounding the pedal presentation of the chant



evolves into contrapuntal texture which naturally allows of
more elaﬁoration. It is this style which approaches the
harmonically confused style of the "Trio!" in the ggigg Frangaise*
Structurally the "Offertoire" is important in that it again
shows Langlais! disposition toward using initial material
throughout a composition. In this composition Langlais uses
two musical ideas which he alternates continually.

The "Elevation" is another of the compositions containing
elements of Ianglaié’ earliest style and the style of the
Symphony. It has elements of the latter in the polytonal

Presentation of the Homo Quidam chant (Bx. 94). It also uses
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the imprgssionistic seventh chords of his earliest period as
well as the "eontracting" sixths (meas 1). Also he uses the
twin-note, partially chromatic figuration of the first
movement of the Symphony (Ex. 95). Again the composition is
united by using the initial musical idea fhfoughout the
course of the piece.
Number four is the "Communion" which uses the Sacris
solemnis chant. The only item of varticular ncte is the interesting
"wedge" motif which he uses throughout (Fx. 96). It is a

modern version of a device which César Franck loved to use.
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It also is strongly reminiscent of the famous Bach "wedge"
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fugue in E-minor.

The "Fantaisie", number five, was already mentioned at

the first in regard to its striking use of oven fifths (Ex. 97).
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This is used through the course of the piece, and is balanced
by a fast arabesque section. The power of open and/or
parallel fifths has intrigued many contemporary composers.
Milhaud incorporates them in his Neuf Préludes. So with
Messiaen, Alain, Hindemith, and many others.

The "Antienne" was also mentioned at first. The texture
here is also the late trend toward an unelaborated style.
Again this rhythmic simplicity is counterbalanced by strange

"unrelated chordal sounds" (Ex. 98).
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The "Thime et Variations" is sprightly in character.
There is a marked resemblance’between its reliance on triadic
material and the "Trangaise™ and "Dialogue sur les Mixtures"
from previous suites. There is a degree of "unrelated"
material but the accent is on a more traditional harmonic
scheme. The tonic-dominant relationship is prominent in
that the first main cadence in the theme and in the succeeding
variations is on the dominant: Other than this, the main
relationship is that of the familiar mediant seen between the
majority of the other cdadences. Particularly interesting is
the last single presentation of the theme. Here Langlais has

changed the harmonic scheme from one of relative simplicity

149



in the beginning to that of an odd-scale vattern not dissimilar

to those created by Messiaen (Ex. 99).
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langlais marks the closing "Epilogue" - con fantasia.

It is just that, except where the theme occurs, and it is only
then that the harmoniec scheme apvroaches stability.

The outstanding feature incorvorated in this suite is
the trend in certain of the pieces toward a rhythmic and
textural simplicity which will be seen further in the remaining
works of langlaig. This is a striking innovation for a
composer who has been primarily absorbed in rather complicated

schemes of sound combinations.
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CHAPTER THIRTEEN

Folkloric Suite (1952)

To this noint there have been occasional pieces that have
qualified as being basically modal, and only one that qualifies
as completely modal - the "Prélude sur une Antienne" from the
Neuf Pidces. In the former classification are to be found

those in the Suite Médiéval, the Deux Offertoires, etc.

However, the Folkloric Suite is similar to the "Prélude sur
une Antienne" in that it is overwhelmingly modal. This
represents a considerable change in the style of Langlais.
It sees the harmonic complement to the rhythmic and textural
simplicity inalgurated in the previous suite.

The modality of the Folkloric Snite is unique in that

the initial modal center of three piesces is G, and of the
other two it is D, with both centers equally used in the last

two of the five pieces.

The first piece is a "Fugue" on "0 filii". It commences
as a traditional fugue. The subject is announced in G-minor
and requires a real answer, which enters accordingly in D-minor.
It is a fugue for three voices and makes use of a countersubject.
From this point on the piece makes use of the subject
in fugal manner, but more like a theme-and-variations format
with short modulating episodes connecting the variations.
The first variation occurs in measure fifty—seven in a
striking modulation to C#-minor, a tritone away from the

original modal center. Measure ninty-four sees a mediant
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modulation to F-minor after an intervening modulatory péssage
in C-minor, This time the subject is canonically treated a
fifth apart, and the rhythm of ﬁhe subject is almost completely
even versus.the initial trochaic pattern.

| Measure 103 effects a modulation back to G-minor with
canonié treatment two octaves apart. Measure 113, still in
G-minor, introduces another canon a fifth apart. The ‘theme
is last stated in the pedals with the manvals punctuating the
-subject with massiavé chords. |

The "Fugue" is entirely modal and without chromatic

dissonance. This certainly is significént for Langlaisg! style

which usually demands at:least colorful dissonance.

The melody of the "Légende de Saint Nicholas'" is also
modal with D as the modal center. This time, however, Langlais
reverts to his more-familiar stylevinioffsetting the simple
modality of the melody with short passageé of "unrelated
chordal material®, including some sharp dissonances. However,
the strong modality of the theme ovefrides this‘to maintain
the initial feeling of the first messurés. Commencing with
measure thirty-nine the music takes on the strong characteristics
of the "Nativité" - modulations ofva second and mediant,
figuration work, strong modélity, and an imprgssionistic mood .
The last page again puts to use the "unrelated triads" and
the odd-scaled type of melodic passage which was seen in the
last measures of the ﬁThéme et Variations™ of the Hommage.

The "Céntiéue", number three, has sﬁill another texture.

It makes use of the fémiliar arabesque—type figuration in the
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right hand (Ex. 100). Tt is abouyﬁevenly divided between modal
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treatmeht and the familiar chromatic aissonances. This con-
tinues for séventeen measures with the theme entering in
measure eighteen in the pedal. The accompaniment consists

of simple chords appropriate to the mode. Again figuratioh
presents itself, and in turn it is followed by a rather simple
statement‘of the melody. In the figuration which follows this
last presentation of the melody there occurs the familiar
altered diminished-gseventh éhord not geen for some time in his
organ works, The remainder of the composition présenfs nothing
particularly significant. The theme goes through a2 series

of modulations, each time with strong modality surrounding it.

One of the most interesting, and certainly the most
traditional, is the "Canzona", number four in the suite. It
makes use of the famous théme that J. S. Bach used in his
chorale.prelude, "Through Adém‘s Fall", The format is that
of a theme and variations, and.the most extraordinary feature
of the piece is that Langlais does not once modulate. This
~ is indeed unusual for one so versatile in the art of modulating.
Nevertheless, his versatility is still apparent inbproviding

continual interest in a piece completely devoid of chromatic
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dissonance and modulation.

Number five is the "Rhapsodie sur deux Nosls", The Pirst
Noel is strongly set in the Dorian méde on G, and it is
presented in a familiar Langlais style with the melody in the
top voice and the pedals simultaneously. The last half of
the theme provides interesting material for development in
different keys. But béfore the first section draws to a
close, the theme is heard again in its original key. The
entire first section has been almost éntirely modal with short
deviations into an "unrelated" chord or two.

Measure 117 commences the second Noel after ten measures
of introduction using the first six ﬁotes in a developmental
manner. Whereas the first Noel ﬁas an andante, this one is
a virile jig in 6/8 time with a characteristic trochaic meter
to make it the more interesting. The treatment is almost
entirely modal with similar deviations as in the development
of the first Noel; Again the modulations used are mainly those
of a mediant. In measure 208 the second Noel combines with
the firét Noel like a quodlibet, each in their respective,
but complementary modes. The niece closes much as the second
Noel began. That is, the "jig" motif dominates the closing

measures.

This suite marks a decidedly different chapter in the
style of langlais. No suite or group of pieces has consistently
received the solid modal treatment that this one has. Four

of the pieces are also marked by a relative rhythmic simplicity,
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ag opposed to the use of syncépation and free meter. This

suite undoubtedly presents one of the most readily understandable
creations of Langlais for organ. ' His handling of tonal,
rhythmie, and melodic resources is definitely conservative

and treated in a very traditional manner.
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CHAPTER FOURTEEN

Organ Book and Huit Pidces Modales (1955)

Two interesting collections make their appearance at the
close of Langlais! writing for the organ. The first, Organ
Book, is a collecfion of ten strange ﬁieces. Strange because
it is somewhat hard to determine a definite style. Perhaps
the most aporopriate déscriptién would be "exnerimental™.

At times the harmonic fabric and texture of the Symphony is
apparent. At other times tonal certainty and more traditional
handling is the rule.

The "unrelated chordal series" is particularly noted in
the "Choral in E-minor", "Flutes", "Choral in F-major", and
the "Prelude“. However, it is still quite possible to attach
a certain tonal center or centers to each of these pieces.

0dd-scale patterns are to be noted in the "Pastoral Song
and the "Scherzande! which receive their ihspiration from

the last solo presentation of the “Théme et Variations" from

Hormage, (Ex. 101 - see Ex. 99). These scale natterns could

Ex. 101
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probably be considered as an alteration of a more familiar
scale pattern, but due to their continuous repetition, they
take on a character of their own. Tt will be remembered that
Langlais cormenced his writing for the organ by a nebulous

theme such as this in "L!' Annonciation'.
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Four of the pieces use no time signature. This interest
in ametrical composition has occurred with more frequency as
his compositions have progressed. In the "Flutes" this
creates a most interesting syncopation. However, in the
"Choral in F-major" it seems to create only aural confusion.

In fact, the entire spirit of this latter piece leaves a
canfused impression. Certain chords approach the tone-clusters
of the Symphony, and the awkward skips in the fantasie
passages apnpear as though Langlais weré striving to find a

new method of expression (Zx. 102). VSimilar skips which

Ex. 102
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Messiaen calls a "change of register" occur in langlais'

"Trio" from the Suite Frangaise of seven years earlier (see
Ex, 83a).

of pafticular interest are four pieces, the "Musette',
"Andantino", "Epithalamium", and the "Pasticeio". The first
of these is a comblete canon from start to finish. Its
interest, apart from the modal canon, is the heavy reliance
on the use of quartal skips (Bx. 103). The use of quartal
skips is, of course, a matter'of history with Langlais. Its

use has occurred throughout his style, but with increasing
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frequency. Particularly interesting has been his use of the
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quartal sixteenth-note figuration which has been é most
versatile motif at the hands of ILanglais (see Ex. 77). The
strong modalify of this"Musette" is aided by the use of con-
tinual pedal-points throughoﬁt the piece.

The interest in the "Andantino" (Ex. 104a) and the
"Pasticeio" (Ex. 104b) lies rin the striking similarity of
both pieces to the famous "Diaiogue sur les Mixtures" (see
Ex, 69). Their texture is identical, and even the chords used
are much the same. In other words, they rely heavily on
simple triadic treatment, often "unrelated". The "Pasticcio!
is similar structurally to the "Finalﬁ'of the §g;§§ Frangaise
in that it incorporates the melody from another piece of the
suite, the "Epithalamium" (Nuptial pieee). This latter piece
is an odd rixture of tonél uncertainty for the first half,
and definite tonal certainty for the last half, This latter
half, in fact, is most closely related to the warm style of

"La Nativité" with its rich chords and mediant relationships.
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& * 104

This 1s an interesting retrospective glance from one of his
closing works to the early impressionistic suite.

Nothing new formally is presented in tﬁis collection
of pieceé. It leans toward sigﬁlicity as_far as technical'
difficulty is concerned, much of it being for manuals alone.
The only other work of similar proportions technically is the

Vingt-guatre Piéces which are almost entirely for manuals

(only one piece of this latter work demands pedals, and then
it is due entirely to its being an alternate setting of a
manual composition). It is certainly an interesting collection

of pieces in all of its diversity.

In the Huit Pidces Modales, composed the same year as
the Organ Book, langlais again turns to the style of the

Folkloric Suite. s in the latter suite, the heavy use of

modality makes the pieces most understandable, and enjoyable.
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The first piece in the "Mode de re™ has the flavor of Scott
Impressionism with the rich seventh chords ahd tinkling
eighth-note movement above (Ex. 105). It suggests the Lotus

Land of Cyril Scott. ILanglais modulates frequently. Each

Ex. 105 o0 ' v

ANV ! e i .
AN Y f\i Sd 1 1 j ~d 1
i ﬁ L\J 'ﬁ
k e T ) T~ |
‘# g‘" [ L
N -4 ]
Y e e
J L
7
e
R e PN )
= <r - > |
B AN -N |
T N NN N _
e i T e e 1 1

time, however, the key signhature changes, and the mode on
ire" is transnosed appropriately to the new key. As in the
Folkloric Suite there is very little chromatic alteration to

detract from the modal aspect.

Number two, "Mode de la", is basically a canon with the
same pattern of modulation and mode transnosition to new tonal

centers as in the first piece.

"Mode de mi" is number three and the first of five
pieces to be written in an ametrical rhythmic setting. This
provides marked interest in the measures of 9/8 (not triple
meter) and 5/8 to offset measures of duple meter (Ex. 106).
This lack of time signature has its beginnings for Langlais

in the Vingt-guatre Pisces early in his career and has been

160



E}{ L 4 106

{os 2b

e P Iy t
yL T ~ { 52 - f .

) = ]
= ] R X
g <= 8 : & ol -

' 1

- A = L/‘
ot = 1 !
| ot il . y

-}

used many times since. Howevef, never to the extent within
one set of compositions that this suite does. The first
measure of example 106 shows a type of ametrical writing
which has been used so extensively by Messiaen. It involves
- the augmentation of a given motif, not by twice the note
value as in the traditional method of augmentation, but by
the addition of a "dot". In this instance by langlais he
adds even less than a dot by following the second half note

with an eighth-note.

" Number four is interesting in that Langlais chose B for
its modal center. A more awkward mode cannot be found, and
as though to make the most of this ambiguity, he uses the
sprawling quartal sixteenth-note pattern - this time in eighths.
.Again the inherent awkwardness of the piece is accented by
the use of no time signature. It is marked allegro vivo
and the rhythm drives incessantly to the end. Modality prevails

throughout the vpiece with no chromatic elements.

"Mode de fa'" is number five, and, like the "Andantino"

and "Pasticcio" of the Organ Book, it shows a marked resemblance
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to the "Dialogue sur les Mixtures" in the thematic and rhythmic
elements (Ex. 107). (see also Ex., 104a &nd 69). In this case
Langlais has chosen a theme and variations format which amply

brings out the nogsibilities within a theme of this kind.
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Again, modality is consistently used throughout the various

modulations. Simplicity is the rule in the chordal structure

with seldom a chord beyond a simple triad.

Number six, "Mode de do", would seem to have the
possibilities for being thelmost stéble as far as modality
is concerned. However, though no chromatic alteration of any
kind occurs, the choiée of chord inversion plus the very
nebulous skivping melody has its effect in dissipating the
Ionian mode (Ex., 108). This melody again suggests the
"change of register" motif seen in previous works of langlais.

(see Ex. 83a and b, and Ex. 102). Due to the repeated use of

Ex. 108
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the mediant triad, the mode seems to come closer to being
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Phrygian than Ionian. A particularly interesting phenomenon
occurs during the last five measures. Ilanglais uses conflicting
signatures (Ex. 109). The treble clef has the key signature

of four-flats, the bass clef; four—éharps, and the pedal the
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key signature for C-major. vaen more striking is the last
chord which ﬁses the tonic of each key implied by the
respective signature. This involves a chord made up'of Ab,

E and C. Langlais adds a G to 1énd weightkto the Ionian mode
on C. This is the second time in the entire career of
Langlais! organ composition that he has used other than a
tonic chord, simply stated or with an added second or sixth,

to conclude a piece. (The first instance occurs in the

Symphony ~ "Eglogue").

"Mode de sol" is very similar to the previous one in
being evasive in establishing the mode. This is particularly
true of the opening measures (Ex. 110), Succeeding modulations,

however, place the Mixolydian stamp on the piece. Rhythmic
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interest is also provided by the lack of time signature. This
freedom is exploited in the several rﬁapsodic passages utilizing
the Marabesques" similar to those of the "Chorélﬁ of the

Suite Francaise, and the “Eglogue" of the Symphony. Another
musical idea that takes away from the feeling of mbdality is

the use of a whole~tone passags (meas. 114, 115, 116 - Ex, 111).
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This one of the pather few ingstances that he has used a
decidedly whole~tone flavor. Langlais has been very reticent

to use the whole-tone scale. This is an intéresting paradox
for a composer who has used rather extensively other impression-
istic devices.. Further chromatic alteration occurs at

the end of the piece in the last six measurés, and even the

last G-major chord is invaded with é C#.

Then, as if the previous piece had failed to achieve
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the desired Mixolydian effect, he puts the eighth piece of the
suite also in the "Mode de sol". This time, the modality is
as strongly felt aé the pieces at the beginning of the suite.
For the most part it makes use of a driving rhythm in a free
manner with very effective results (Ex. 112). Very marked
chromatic alteration occurs gimilar to that at the close of
"les Rameaux" (see Ex. 13). That is, it involves "unrelated

triads™ against a solid pedal-point, in this case, G.
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This really is an extraordinary suite of pieces for
Langlais due to their strong roots in modality. They are for
the most part unlike anything else he has written in this
respect. By the same token, this suite is akin to the

Folkloric Suite with its accent on modality, but it is the

HBuit Pidces Modales which realized the pinnacle in this matter.

No other set of piecés has made use of ametrical rhythm to
such an extent as this suite. The resulting effect is most

striking when coupled with Langlais! dynamic style.
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SUMMARY BY COMPARISONS

This last chapter will present a summary of the various
facets of Langlais' musical creations by comparing his style
with those of the milieu in which he finds his rightful place.

The analysis of the organ works of Langlais has proven him
to be an intelligent eclectic. The range of inspiration for
his creative endeavors spans centuries. The use of chant, the
open harmony which often accompanies the strong accent on
fifths and octaves, the use of the mass format, modality, and
the mysticism which pervades several.compositions - all are
manifestations of his interest in the music of the middle ages
and Renaissance,

The adoption of certain names of older forms from the
works of such composers as Clerambeault and Couperin show his
disposition for the music of the Baroque. Certéinly the three
chorale preiudes which he has incorporated into his Neuf Pidces
evidence an interest in this period. His rredilection for
contranuntal writing, including the use of fugue, has its roots
in the music of the Renaissance and Baroque. FEven his treat-
ment of the pedal with its'high tessitura may be traced to
the music of these earlier times.

Perhaps the least tangible factors of early inspiration
on Langlais may be attributed to the Classic era, and of these
only form is really noticeable. Only once does Langlais use
the sonata-allegro form, and seldom does he use even the simple

' three-part form. However, his craftsmanship is very apparent
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in the handiing of his own type of structure, and in his careful
integration and construction is seen the influence of Classic
ideals.

The influence of the Romantic period is rather prevalent
in the music of Langlais. This is particularly manifested in
Langlais' sensitive apbroach to his art in a manner similar to
that of C&sar Tranck. A technical manifestation is Langlais!
facility for shifting tonalities in a very similar manner to
that of Franck. Also of great importance is the accent on the
poetic element. This Romantic.feature has permeated to a
great extent the music of,Langlais. Bven though he has but
one suite which is obviously based on a program, the spirit
is nevertheless present in many of his compositions. The
Romantic spirit of Franck was in nart transmitted ﬁo Langlais
through his beloved composition teacher, ?aul Dtkas, who had
a profound influence on langlais! creative evolution.

An even greater influence than that of the general Romantic
spirit is the musical language of the Impressionists. The
French organ composers of the twentieth century have turned
to the various facets of Impressionism, and Langlais finds
himself quite naturally in a similar position. This is evidenced
in‘Langlais‘ use of parallelism, the "unrelated chordal series",
the added ténes within a tertian chord structure, the rich |
sevenths and ninths, and the general vague and kaleidoscopic
harmonies which are associated with Impressionism.

Finally, contemporary influences are also much in evidence

in the use of the various altered chords (the altered dominants,
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supernosed triads, anditone-clusters), the accent on the augmented
fourth, tonal‘centers versus fonality, polytonality, "original"
scale patterns, free metrical construction, and the adoption

of untraditional structural formats.

Important pre-contemporary influences on Langlais

CHANT
Of all the early influences affecting Langlais! musiec,
perhaps the use of Gregorian chant - almost all of ﬁhich may

be found in the Liber Usualig - is the most extensive. This,

of course, one of the earliest sources of musical inspiration
and many composers have used it in one way or another. However,
Langlais reflects a modern trend toward the renaigsance of
chant which for many years has been very much neglected. It

is partially in this respect that he claims an affinity for the
music of the medieval composers. This particular retrospective
interest is augmented with his occasional we 6f rather sparse
and open harmony, simple cadences (often jﬁst an octave or an
octave with an added fifth) and linear writing. His use of
modal‘writing has already been treated, and it certainly identi-
fies him with the past. ,

His choice of chaﬁt seems usually to be prompted by its
musical interest rather than for any particular textual reason,
This is evidence in the few instances where he combines several
chants within one piece. One notable exception to this is the

"Ave Maria, Ave Maris Stella" from the Trois Paranhrases Greég-

oriemes (1923-1934) where the two chants are definitely related
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as to the textural meaning.
His use of chant ranges from the cantus firmus treatment

as in "Les Rameaux" and "L' Annonciation" from the Trois Potmes

Evangéliques (1932) to that of complete rhythmic freedom and

simplicity as in the Suite Médidval (1947) where it is presented
much as it would be if it were to be sung (Ex. 72 and 74).
Langlais! first use of chant occurs in his first composi-

tion for the organ, "L!' Annonciation" from the Trois Podmes

évangéligues (1932) where he uses the Magnificat from the
B.M.V., Tonus One. In this setting he has used the chant in
verhaps the oldest fashion, that of a cantus firmus. The

chant is vlayed in the pedal in relatively long note values

(Ex. 114). The pedal cantus treatment is followed also in

"Les Rameaux" fror the same suite. Tt uses the Hosanna Filio

David antiphon from Beforefthe blessing of the palms (Ex. 115).
Here the note values are twice as long as they were in "L! Annon-

éiation", and the effect of the cantus firmus style is the more

Ex, 114
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pronounced. Beginning in measure sixty-six the cantus is

transferred to the manuals with half the original rhythmic
value, but the treatment is still essentially that of the

It is interesting to léok at music composed by one of
Ianglais! fellow country-men of pagst times, Jean Titelouze
(1563-1633). One is immediately impressed with the complete
reliance on the use of chant, the majority of which is.with the
cantus iiggg§ technique. This is not in the least surprising,
fpr Titelouze was, as langlais, a Catholic musician who wrote
for the church. Any specific example of his use of the chant
in this manner is superfluous as they are well known in their
historical context - as would be any example from this veriod
of the same device.

By the time of Bach the use of cantus firmus was already

considered retrospective. Nevertheless, some of the most

magnificent examples of the use of a cantus come from the hand
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of this master, His six-voice fugue on "Aus tiefer Noth" from

the Catechism with the tor pedal. voice used as the cantus is
one of the monuments to the style. |

However, it is not the cantus firmus technique that holds
the most interest for Langlais. It is the simple, unadorned
statement of plainsong in its vocal context. Langlais commences

his use of this style with the "Mors et Resurrectio™ from the

Trois Paranhrases Grégoriennes (1932) (see Ex. 20). In this
composition he twice introduces a chant melody almost completely
without accompaniment (méas. 25~29, 47-50). The "Hymne d'Action
de Grace" from the same suite commences the composition with

the vlainchant and intersperses the following music with similar
chant fragments in simple octaves. Langlais incornorates this
simple presentation of chant in many of his compositims - the
Deux Offertoires (1943), Suite MSdidval (1947), "Rhapsodie
Grégorienne" from the Neuf Pisces (1942), and Hommage i
Frescobaldi (see Ex. 53, 74, 76, and 93).

Alain made specific use of chant in his "Variations sur
Lucis Creator" from the third volume of his compositims
(1929-1939), which is quite similar in texture to the "Tiento"
of Langlais! Suite Médisval (1947). Alain also has a "Postlude
Pour L'Office De Complies", also from the third volume, which
uses a chant melody in a very free manner (also similar to the
Langlais "Tiento"). The driving Litanies of Alain makes use
of a chant for the main melody, and similarly does the Litaniev
of Dupré's Cortége et Litanie (1924) use a chant melody.

Interestingly enough, Alain writes much rmore modally when using
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chant than is his usual custom. This, too, is the rule with

Langlais.
Messiaen mentions the inexhaustible resources of plain-
chant. However, his use is so far from the traditional handling

that it is completely unrecognizable as chant. A good example

is his transformation of a puer natus est chant (Ex. 11l6a) into

the fabric of "la Vierge et 1!'Enfant" from La Nativité du

Seigneur (1935) (Ex. 116b).
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Therefore, with the exception ofvfhe composers immediately
surrounding langlais such as Tournemire, Alain, and Messiaen,
Langlais stands quite alone in the stream of music among the
prominent composers in regard to this simple type of chant
presentation in organ compositions, including the use of the
cantus firmus principle. The twentieth century has seen a
great revival in the use of chant in compositions for the
organ. This is especially noted in the numerous collections

by lesser composers of chant "preludes" for use in the service

of the church.

CHORALE

Ianglais! interest has quite naturally and largely been in
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Catholic musie. However, there are three notable exceptions
aside from his secular compositions. In the Neuf giéggg (1942),
are three famous chorales in very appropriate settings - In
Quiet Joy" (In dulei jubilo')-; "Qut of the Depths Have I Cried
to Thee", and "My Soul Longeth to.Depart in Peace" (Passion
Chorale). Each setting is most descriptive of the dominant
mood and thought of the chorale itself. The following example
gives three excerpts of the treatment of the Péssion Chorale

by Bach, Brahms, and Langlais (Ex. 117). langlais' ties with

Ex, 117
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the past are certainly evident in choosing these chorales

for the basis of organ compositions.

FUGUE AND CONTRAPUNTAL TECHNIQUES
Langlais ‘has used an actual fugue in his organ compositions
very few times - "Epilogue" for the pedals from the Hommage &

Frescobaldi

(1951), "Fugue" on Q f£ilii from the Folkloric Suite
(1952), "Tientb" from the Suite Médiéval (1947), and the "Finale"
from the Symphony (1941).

With the excention of the fugue found in the "Finale"
from the Symphony, the fugues are treated quite traditionally.
They are usvally no longer than the exposition. The one which
is of greater length, the '"Fugue” on Q f£ilii, is the only one
which uses a countersubject. The "Epilogue'" is ashort, three—~
voice exposition on the theme of Frescobaldi. The fugue from
the '"Finale" is treated in a contemporary manner as to the

entries of the subject, much reminiscent of the fugues of

Hindemith!s Ludus Tonalis.
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The fugal material in the "Tiento" from the Suite Médiéval
is particularly interesting invthat‘it is actually a series of
expositions of the same subject separated by simple homophonic
statements of the chant. It is described in detail in Chapter
Nine in its use of stretto at a closer interval with each fugal
section, He also makes use of the "mirror" principle of fugue
construction in this "Tiento". Three of the fugues, excepting
the one from the Symphony, use stretto.

Though Langlais! treatment of fugues is not impressive, he

uses the prinéipie of.imitation throughout his compositions.

He is especially apt in canonic writing and the use of augmentation
and diminution which so often accompany canon. This amplifies

his general preference for linear writing which is in evidence
throughout his career (see Ex. 3). His handling of canonic
writing has received attention in the course of the paper,

and reiteration here is not necessary. However, one particularly
notable instance may be mentioned, that of the "Ave Maria,

Ave Maris Stella" from the Trois Paravhrases Grégorienneg

(1933-1934) (see Ex. 14). The chant first played in octaves
on the manuals is imitated five measures later a major third
lower and by augmentation. This augmentation is not exact
and only approximately half as fast as the mznual treatment.
This inexactness itself prevents its being a true canon. However,
the intrigue of the passage is very striking.
The closing measures of the "Mors et Reéurrectio" from
the Trois Paraphrases Grégoriennes illustrates another

interesting example of the use of augmentation, with the pedal
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in longer note values, each two notes separated by a rest

(see Ex. 22). Many other examnles could be given, each of
which have already been treated vreviously in the course of
the analysis. It must be said that Langlais uses auvgmentation
and diminution in the traditional sense. That is, in either
half or twice the original rhythmic value. Messiaen, as has
been noted, prefers to depart from this rule and add or sub-
tract irregular amounts.

It ig axiomatic to say that the principles of canon,
augmentation, diminution, and'fugal writing in genefal have
- been used by nearly all composers in some form or anothér through
the years. For the purpose of the paper it will suffice to
say that Langlais follows in the tradition set down by the
centuries which have preceded him,

It has been said that Langlais has had a vreference for
linear writing versus more vertical composition (although there
are sufficient examples in quantity of the latter to show his
adeptness in that manner of writing as well). Where Langlais
has not vsed a sst form of contrapuntal style, he has more
than often used very general principles of imitation to inte-
grate his work. This,intefest of organ composers for linear
writing is only natural with the inherent possibilities of

the organ itself for expressing horizontal musical thought.

USE OF OLD FORMS AND OLD NAMES OF FORMS
Other features that mark Langlais! interest in ideas from

the past are the use of certain names énd forms'such as the
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"Tiento" from the Suite MEdidval (1947). This is the name for
an old Spanish ricercare, And, as has been mentioned,'Langlais
correspondingly writes in the fugal style of a ricercare in
this piece.

Langlais! use of a megse basse for the general form of

the Hommage & Frescobaldi (1951) as well as the Suite MEdiéval
(1947) suggests his reverence for the older formats. Such
names as the "Dialogue sur les Mixtures" and "Choral sur la
voix humaine" are other examples of his interest in the

compositions of such composers ag Clarambeault and Couperin.

OPEN FIFTHS AND OCTAVES

The use of onen fifths and octaves throughout his
compositions shows his predilection for the music of the medieval
and renaissance periods (see ®Ex. 14, 32, 53, 71, 80, 88, and

97). As would be expected, the Suite MEdidval (1947) is

particularly retrospective in outlook. Ehample.seventy—one
illustrates his ability to imitate in modern language the great
music of the Gothic era with the heavy asccent on fifths and
octaves. Even many of the cadences throughout his style consist

of such simpliecity.

TREATMENT OF THE PEDAL

Langlais! treatment of the pedal is particularly interesting.
Miach of his writing for the pedal is in the upper half of the
pedal range (see Zx. 3, 4, 12, 14, 74, 8L, 85, and 92). This
serves to free the pedal from its often ponderous and heavy

effect. It also serves to integrate the nedals with the music
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of the manuals in a more marked manner. Often fhe pedal
carries the melody with the manuals providing the accompaniment.
Frequently the pedals are coupled to the manuals to enrich
the accompaniment for é solo voicé.

This freedom of the pedal.whichllends toward a much more
transparent texture is again not new with the twentieth century.

One has only to look at the Trio Sonatas of Bach to see his

very intricate use of the pedal in much the same way (Ex. 118).

The pedal registrntion for ‘these sonatas is often only eight-foot
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registration which relieves the darker qualities éf the usual
sixteen~-foot registration. |

Still another example of similar writing for the pedal
is to be seen in the famous Fantasie in F-Minor, K. 608, of
Mozart which was originally written for a mechanical (player)
organ. The entire piece cdntains many different passages for
the pedal including trills as well as fast passages in a high

tessitura as seen in example 119. The middle movement is in
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the style of a string quartet, and the resultant pedal part
is written as though it were a part of the manual texture.
langlais also makes extensive use of double pedal wrifing.
This too has ité roots in the past. For lLanglais it manifests
itself in octaves (see Ex. 22, 63, 6,) and fifths (see IEx. 35,
53, and 95) which are the more common uses of double pedal.
However, Langlais expands the use of double pedal to';ncompass
more contrapuntal writing in which each foot is doing something
different (see Bx. 6, 13, 21, and 67). Quite often this
involves one note as a pedal-point with the other voice pro-
viding somewhat more interest. This, however, is not the case
in the middle section of the "Cantiléne" from the Suite Bréve
(1947) whefe the two pedal voices act as two additional lines
“to the contravuntal manual texture. The epitome is, of course,
seen in the pedal fantasy, "Epilogue" from the Hommage a
Frescobaldi (1951). Here a large part of the writing isfar

three parts with at least one chord for four-part harmony.
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Again ﬁe can look to Bach for similar treatment of the
pedal. The smaller sefting of "Wir glauben all' an einen Gott"
uses double pedal throughout with each foot »nlaying its oun
indenendent line. The same is true of Bach's larger setting
of "Aus tiefer Noth" from the Catechism whiéh has been mentioned
previously for use of double pedal -~ the upper voice carrying
the fifth line of the counterpoint.

So it is again that Langlais! orientation is as much in
the past as the present. He also'alignsvhimself right with
the contemporary writers for organ in the same stroke. And
again it is the modern French school that makes the most of
these pedal techniques, from Vierne and Duruflé to Alain and

Messiaen.

Influence of Impressionigm

The influsnce of Debussy and Ravel hés made its mark on
the Erench composers for organ as well as on the entire musical
field. As early as the Roger-Ducasse Pastorale (1909) the
influence of Impressionism is felt on organ composition. The
first seventy measures are more in the style of César Franck,
but, beginning with the seventh-first measure where the ethereal
runs of the right hand commence, the texture is much more akin
to that of Debussy or Ravel, Much of Vierne's composition
has the mark of Impressionisﬁ on it, such as the evanescent
"Etoile du soir" from the third volume of Pidces de Fantaisie
(1926).

The closing fifteen measurcs of Honegger's "Fugue" from
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the Two Pieces for Organ (1920) are definitely impressionistic.
Several of the compositions of Dupré may also be so classified
as for instance, the Cortdge et Litanie (1924), the three "Préludes"

from the Trois Préludes et Fugues (1920), the "Berceuse" from

the Suite Bretonne (1924), and several o the stations from

The majority of Duruflé's compositions are definitely in
the impressionistic idiom, eépecially the first two movements
of the Suite (1930), and the Scherzo (1926). Impressionistic
qualities can certainly be seen in "le Jardin Suspendu" and
"Intermezgo! of Alain's seébnd volume of corpositims (1929-1939).

Grunenwald!s Beréeuse fits well into the impressionistic
pattern as well.as parts of the Hymne aux memoires héroiques
(1939). Even the compositions of Messiaen evidence an interest
in the ethereal techniques of the Impressionists. Such compositions
include the "Desseins éternels", "Les Enfants de Dieu" (closing
eleven measures), "les Mages" - all from Ia Nativité du Seigneur
(1935). Also are the following compositions of Messiaen
influenced by Impressionism - "Joie et Clarté des Corps glorieux"
and "Combat de la Mort et de la Vie" (last section) from Les

Corps. glorieux (1939), and certainly the "Priere du Christ"

from the L'Ascension Suite (1933).

Even the close of Poulenc's Concerto in G-Minor (1938) for
organ, string orchestra, and timpany shows traces qf_Impressionism.
It has been shown that the influence of the Impressionists

was great at the tire of Langlais' entrance into the composition

181



field and howlits.effeét'on Langlais was one of coursé; Howéver,
he certainly does not stand alone in his reference to the idiom
so prevalent in the early part of the twentieth centufy; To be
sﬁre, the above exambles manifest different degrees of reference
to Ravel or Debussy, but the influence is nevertheless very
pregent. This adontion and translation on the nart of the
composers for the organ ceftainly evidences a marked respect

for the style of the two great maters of Impressionism,

Lgnglais’ interest in Impressionism, apart from the general
ethereal and éryptic athSphere,ftakés shape invthe use of
modality which enjoyed a renaissance under the Impressionists,
and which was mentioned pre#iously in this chapter. Particularly
at the beginning and énd of his organ compositional period did
Langlais show a marked interest in the chords of the seventh
and ninth much as Ravel and Cyril Scott used them (see Ex. &,

15, and 105). It is this aspect, together with the use of
octaves and varallelism (sée‘Ex. 7 and 12) that provides the

feeling of Impressionism. ‘The most obvious examples in the

ﬁorks of Langlais are his‘Trois Posmes évangéligues (1932)
and the Huit Pidces Modales (1955).
Langlaisf musical language

FORMAL CONSIDERATIONS e

Though the entirety of this last chapter is devoted to
the general style of Langlais, it has been divided into basi-
cally two divisions ~ a discussion of earlier influences, and
a discussion of mbre contemporary influences. However, this

is but a superficial division, for this section will inevitably
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contain references to earlier techniques.
This analysis of the organ works of Jean Langlais has
revealed him to be a craftsman of excellent quality. Seldom
can it be said that his work evidences less than genuine
artistry. His total‘output manifests an overwheiminé interest
in a sectional format of one kind or another. During his first
two years of composition (1932-1934) he showed a preference
for compositions with several relatively short sections with
new material in each section. 411, or most, of the music of
the various sections is combined in the closihg sgction.

"L! Annonciation", "La Nativité", and "Ave Maria, Ave Maris
Stélla" are created with this type of sectional format. Even

the Deux Offertoires ofvl943 with their several chants and the

"Eglogue" from the Symphony of 1941 evidence a very similar
type of construction.

This particular type of sectional composition is actually
rather unique among the French contémporary organ composers.
In fact, I have found no examples of this type of structure in
all the works of Alain, Messiaen, Duruflé, or Dupré. Likewise
.are the works of Honegger, Hindemith, Milhaud, and Schroeder
for organ lacking in this type of'composition. One composer,
Jéan—Jacques‘Grunenwald, has written a Hymne égg mémoires Heroiques
(1939) in which he makes use of four motifs through the course
of many sections. The two main ﬁﬁsical ideas combine in the
closing section. This niece was written iﬁ 1939, some five or
six years after Langlais! first.compositions with this format.

Although Langlais néver completely abandoned this idea of
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the amalgamation procedure in the closing section of a work,

he soon turned to a more tightly woven sfructural format. This
still involves a sectional plan, and one quite similar to the
previbﬁs one. However, it makes use of less musical material

and develops this material by consistent repetition and alternation
throughout the composition in its various sections. The earliest
example is to be found in the second suite, Trois Paraphrases
Grégoriennes (1933-1934), in the "Mors et Resurrectio”. In this
composition there are just two ideas., The first is stated in

the first six measures. At the close of this section there
occurs the little chant theme which constitutes the second motif.
Then follows a restatement of the first section, which in turn
is followed by the chant theme again. The concluding section
amalgamates the two themes.

The second of the Deux Offertoires (1943) makes use of a
series of five chords which keeps recurring to unify the entire
composition. The "Grands Jeux" of the Suite Breéve (1947) uses
only one motif in different forms throughout the piece. FEach

piece of the Suite Médiéval (1947) is unified by the same

initial musical material undergoing constant repetition and
alternation throughout the piece. This is not to mention the
majority of Langlais! compositions which are created in the same
fashion.

It is this type of composition that has several corollaries
in the works of other contemporary composers. One of the most
notable examples is the famous Iitanies of Alain (c. 1939).

This driving composition makes use of two motifs which are closely
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related in their litany spirit. One or the other of these
two ideas dominatés the twenty-odd sections of this piece, usually
in alternation. While this type of sectional structure interrupts:
to a degree the continuous flow of the music, the end result is
still a well unified composition.

A similar pattern is followed by Hindemith in the first

movement of his Sonate II (1937) where at least fowr musical

ideas have their interplay throughout the movement in a sectional
fashion., However, these sections are much more interwoven, and
even almost indistinguishable, than are the French examples.

The first movement of Hindemith's Sonate I (1937) is a more

vague example where two musical ideas are integrated. The
second motif, however, does not occur until the middle of the
movement, and the integration obviously can occur only after
this point.

"Ie Verbe" from La Nativité du Seigneur (1935) of Messiaen
is another example of this concurrent‘development of two or
more ideas throughout a piece. In this piece the alternation
occurs between the first three motifs while the fourth musical
idea is the closing section alone. An excellent example by
Messiaen of this sectional type of format is seen in thé "Joie

et Clarté des Corps glorieux" from les Corps glorieux (1939).

This piece contains four motifs which develop by alternation
from the begimming to thelend. All of the above examples from
the different composers represent but a small nortion of the
examples which could be given in illustration of this type

of structural prlan.
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The Suite Mgdiéﬁal (1947) as well as the Suite Francaise
(1948) of langlais are two examples of unification beyond the
confines of one niece. In the first suite continuity is »rovided
varticularly by the type of chant presentations used. Tk "mass"
formét also lends its influenqe in unification. The Suite
Frangaise contains a "Finale" which amalgamates the motifs
of several of the preceding pieces of the suite. A true
cyclical technique is manifest in Langlais! Symphony (1941)
which uses the main theme of the first movement also in the
last movement., The Romantic iﬁfluence is obvious as this device
received nartieular impetus with the composers of the nineteenth
century. Among the first of these composers for organ to
accomplish this was Franek to whom langlais and other contemporaries
trace their interests.

Dupré is another who has used this principle extensively.
The initial accompaniment pattern of this second " Prélude"

from the Trois Préludes et Fugues (1920) nrovides the basis for

the subject of the "Fugue". In a similar manner the main theme
of the third "Prelude" from the same collection is united with
the mugic of the '"Fugue!". This same principle is carried out
in Dupré's Coftége et Litanie (192/) where the melody of the
Cortdge unites with the litany theme of the last section. A
(1932). Here the three "statioms" involving Christ's falls

use the same motif in a different manner each time. This
discussion excludes the innumerable instances of the cyelical

technique in the literature of the symohony from the nineteenth
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century as well as other media for musical expression.
langlais has a few compositions which are basically non-
sectional and hence use a limited amount of motif material for

development. The first time this occurs is in "Les Rameaux"

from the Trois Posmes E%angéiiques (1932). Two themes are used
from the beginning with seldom an abatement from the start to
the finish (See Ex. 9). The "Chant de Peine" of the Neuf Pidces
(1942) as well as the "Prélude sur une Antiemne" (which repeats)
are conceived in an unbroken format. Also in this same catagory
comes the "?lainte" from the Suite Bréve (1947) which is very
similar to the cryptic "Chant de Peine" in form as well as mood.
There are, of course, several short, straight—forward nieces

to be found in the Vingt-quatre Pisces (1933-1939).

Ienglais, then, stands somewhat alone in the contemporary
literature as to his use of a sectional format in which the
sections each present new material which combines in the closing
section. It must be noted that the uniqueness of this format is
not in the amalgamation process at the close of the piece, but
in the new material in each succeeding section.

Langlais is definitely not alone in his use of the sectional
format which alternates motifs from the beginning to the end of
the composition., The same holds true with the few examples of
Ianglais created with the cyclical format in rind. And, of course,
there are to be found many examples among the works of contemporary
composers of the non-sectional type of composition. Both of these
latter types show Langlais! roots in the past.

As has been mentioned previously, Langlais has used the sonata-
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allegro form only once (first movement of the Symohony - 1941).
This form has not enjoyed particular'popularity among composers
for organ. There are mahy examples of the "éonata" for argan
from early times to the present. Bﬁt this, of course, does not
denote the traditibnal form of fhé sonata-aliegro. Ianglais also
uses the simple three-part form occasionally as in the "Cantildne"

from the Suite Bréve (1947). The "Dialogue sur les Mixtures"

from the same suite is another clear example of this formal
plan. And it will suffice to say that there may be found examples
of the same form in the contemporary literature for the organ.

At the outset of this paper it was noted that Lahglais'
compositions are usually grouped into cbllections or suites of
some kind or another. Rare is'the piece, such as the Féte, which
stands alone. However, this in no way detracts from using nearly
every piece as though it weré composed aé a separate entity.

Many of thé pieces from the various suites are, in fact, used
separatsly on organ récitals or in church services.

Whatever the form Langlaié chooses t& usé, it usually occurs
as a natural part of his artistic expression as a whole. In
other words, the form does not exist as a séparate entity apart
from the intent of the entire piece as a work of art. This was
a very important prinéinle of Paul Dukas which he ingrained into
every student, and which Ianglais learned well, As the biography
mentioned, lLanglais already.manifested this principle in his

compositions when he commenced his study with Dukas

RHYTHMICAL CONSIDERATIONS
Rhythm in all of its subtilities is most ably used by langlais -
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whether it involves the barbaric drivé of the Symochony (1941) and

the "Chant Héroique" from the Neuf Picces (1942), the free flowing

of the Peux Offertoires (1943) or the "Cantiléne" from the Suite
Bréve (1947), or the s»rightly dash of the "Dialogue sur les
Mixtures" also from the Suite Bréve. All manifest his. agbility
to integrate rhythm with the other necessary musical factors for
an effective whole.

There are, however, two specific rhythmic devices which he
uses that merit special attention. The first is the use of ametrical
pattern of rhythm, in other words, no time signature. This first

makes its appearance in one of the Vingt-guatre Pisces (1933-1939),

and is indicated by a circle. This allows for uneveh measures
with complete rhythmic freedom, Of course, the laék of a time
signature is not the only way to accomplish this. Langlais uses
time signatures most of the time with a change of signature where-
ver he desires. However, there is still more freedom in the
ametrical manner of presentation. This is especially effective

in his presentation of fhe éhant melody as in the Suite Médidval
(1947) (See Ex. 74 and 55). This allows the chant to flow in

its original simplieity without being bound with the fetters of

a metrieal frame, It is just as effective, though in a different

manner, in the Huit Pidces Modales (1955) where the rhythm is

much more alive, but irregular (see Ex. 106, 110, and 112).
By comparison it will suffice to say that while the idea

of change of time signature is not by any means original with

this century, it is certainly more true of ametrical writing.

The early twentieth century composers for organ do not use it.
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In fact, among the most prominent agan compbsers it narrows
again quite largely to Langlais, Alain, and Messiaen.

In Alain this device takes on more interest with the
passing of time, as over half of the pieces in his third volume
(1929-1939) are ametrical. However, it is Messiaen that exploits
the possibilities of this rhythmic freedom for the organ. An
example is his treatment of augmentation and diminution. He
feels that rather than "halving"-the4given rhythnic pattern, it
would be much more intefesting to take away or add more irregular
amounts such as the "dot". This makes the use of an ametrical
teéhnique almost a nécessity as it would be rmuch more difficult
to implement within the framework of a time signature to the
extent that Messiaen uses it. Hence a musical excerpt as follows
from "Ie Verbe" of Ia Nativité (Ex. 120). The first two notes

of the right hand are the éggmentation of the second two notes.

Ex. 120
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An even more extreme example is seen in the "Reprises par

Interversion" from the Livre d!Orgue (1953) which is based on
Hindu rhythms to start with (Ek, 121).
Langlais has one composition which compares to an extent with

this idea of minute diminution or augmentation. It is the "Mode
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de la" from the Huit Pidces Modales (1955) (see Ex. 106). It

will be noticed how in this éase the eighth-note adds a small
entity to a much larger pattern in the process of rhythmic
augmentation.

The second rhythmié idea that holds interest for Langlais,
and which is not usually found in the literature for the organ,
is modern syncopation. The first notable'iﬁstance is in the

forty-second measure of the first of the Deux Offertoires

(1943) (see Ex. 54). The most extensive use of syncopation occurs
in the Féte of 1946. The very nature of the piece lends itself

to this type of rhythmic construction. However, it is much over-
done in this composition. The device is used hereafter in several
different ways that have already been previously discussed through-
out the course of the paper. One such is the interesting accompani-

ment figure of the "Immrovisation" from the Suite Mediéval (1947)

(see Ex. 75a).

Without mentioning the sparse examples of syncopation in the
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organ literature of the twenfieth century, I shall azain refer

the reader to Messizen who in the course of his compositions

has used syncopation congiderably., This is, of course, inevitable
to a degree in the tyve of ametricai composition that he uses

so much of the time involving misplacement of rhythmic accents.

The following example is taken from the opening measures of

"Dieu Parmi Nous" from La Nativité du Seigmeur (1935) (Bx. 122 -
see also Ex. 75b). |
vko 122 i )
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HIRVOVIG CONSIDERATIONS
Mediant relationships

Langlais!? ﬁraditional orientation is readily seen in his
predilection for mediant relationshins, éither between tonalities
or between adjacent chords within a tonality. This is especially

prevalent in his first two suites, Trois Poémes ﬁbangéligues

(1932) and Trois Paraphrases Gr&goriennes (1933-1934). "la

‘Nativité" from the first suite abounds with mediant relationships,
both as chordal relations and as relations between tonalities
(sée @x. 10). It has been said in this paper that this particular

relationship is perhaps the most prominent of all that he uses,
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and it is to be seen throughout his compositignal career.

The works of César Franck abound-with‘this relationship.
Perhaps the most concentrated example is sesn in the Choral in
E-Major (1890) where modulations of a mediant occur no less than
ten times in the opening Ehirty—six measures.(see Ex. 10b).

The idea of the mediant relationship is, of course, not ariginal
with Franck o anyone else in the nineteenth century. It has
its roots in the Barogue era, and indeed there are many examples
of its use in the works of J. S. Bach. Langléisf adoption of
this musical expression is significant as it points out his
conservative thinking and interests.

Dupré has also used fhe mediant relationship to a considerable
extent. A striking example may be seen in the "Berceuse" froﬁ

the Suite Bretonne (1924). Measure fourteen effects a médulation

from the subdominant of the main F#-major tonality to EP-major
(Ex. 123). DMeasure sixteen sees the return to the Fff-major
Subdominant, again a mediant. Dupré's B-major "Prélude" from

3x. 123
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the Troig Préludes et Fugues (1920) contains several mediant
modulations, the first of which is most evident at the first
change of the key signature from B-major to AP-major (meas. 26),
The third "?rélude" in G-minor from the same collection also
makes use of the mediant relationship. The twenty-first measure
effects a change from G-minor to.the relative major, Bb, the
most obvious of such relationships.

lDuruflé, another of the conservative composers of the
twentieth century, makes use of mediant relationships extensively.
Beginning in measure sixty-two of his Scherzo (1926) he mmmences
a series of such:-modulations. The initial key is that of Ab_major.
Measure seventy changes to B-major with an accompanying change of
key signature. Eight measures later the key of D-major is reached
which is followed by F-major in the eighty-second measure. Measure
ninty has another change of key signature, to Db—major, a further
mediant modulation.

The famous Concerto in G-Minor for organ, string o chestra,
and timpany by Ffancis Poulenc (1938) abounds with mediant
modulations throughout the course of the composition.

Examples could be multiplied in the works of the above
mentioned composers as well as other composers such as Vierne
and Roger-Ducasse.

More contemporary composers such as Hindemith, Alain, Grunenwald,
and Messiaen have also used the mediant relationship, though more

sparingly. In Hindemith's Sonate I (1937) a rare example of the

mediant relationship is éeen in the last movement. The eighteenth

measure has modulated from EP-major to C-major, while the twenty-
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second through the twenty-fifth measures produce quick transient
modulations of a mediant from C through Eb to G. On the whole
the mediant relationship does not hold a very important place
in the writing of Hindemith. |

Nor does it hold much interest for Alain. Nevertheless, a
most notable example may be seen in his "Ie Jardin Suspendu"
from the second volume of his worké (1929-0. 1939). He has called
this piece a chaconne, and has based the chaconne motif almost
entirely on mediant relationships. Here the mediant progressions

occur not between tonalities, but between the individual chords

(Ex. 124).
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Messiaen manifests even less interest in this device in
his compositions., However, an instance of his treatment of the
mediant relationship can be seen in his Apparition de 1l!Eglise

eternelle (1932), the year Langlais commenced his writing. Measures

thirty-three to thirty-six show the transition from AP-minor to
C-major. It, however, is abated by the intervening Bb-minor chord
which makes the modulation sound more like a modulation By two
major seconds.

A further example in the works of Msssiaen may be seen in the
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"Combat de la Mort et de la Vie" from Les Corps Glorieux (1939).
Here is the unmistakable use of the mediant relationship (meas. €0).
The key signature is that for the tonality of Fff-major, and the
music corresponds accordingly. Three measures later the tonality
clearly moves to A-major which is in turn followed three measures
later by a modulation to C-major. The music is extremely slow,
and the tonalities are weil eétablished and eaéily understood in
their mediant context. It must also be noted that the musical
idiom of this passage is definitelj that of Impressionism which
seems to lend itself particularly well to this treatment of
tonality.

Hence, Langlais! interest in mediant relationships has
corollaries in the wbrks of the most progréssive composers.
However, its use places him definitely on the conservative side
of comrosition and shows his tendencies tﬁward the musical ideas

of earlier times.

Major and minor second relationships

Langlais often uses. the adjacent major or minor second
relationship, In this respect he comes closest to Hindemith
with his special interest in the same device. The entirety of

the Sonate I (1937) represents a fluctuation between the tonalities

of Eb and E, with the many lesser modulations manifesting the same

disposition to the minor second.

Augmented fourth relationships

It is in the use of the augmented fourth that Langlais
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particularly aligns himself with the moderns. This manifests
itself in Langlais! writing primarily in three ways. First, it
oceurs as an added tone in a chord. This is varticularly noted
in the dominant-sevenths in third inversion with»the augmented
fourth in the top voice. Similarly it occurs in chords of the
first inversion with the same interval on fop. Both instances
‘may be seen in "L' Annonciation", langlais! first a gan composition
(see Ex. 7). 7 \

Second, lLanglais uses the augmented fourth in a linear context
to vrovide the feeling of 'the Lydian mode (see Ex. 9, 24, and
27). This method‘particuiarly occurs in Langlais! compositions.

Third, Langlais uses the tritone relationship betwsen tonalities.
However, this does not hoid the interest for him that the previous
two methods do. ,

le have to look past Franck to find any significant use of
the augmented fourth relationship. It is also to be noted that
‘its use is more often as an added tone or as the altered fourth
degree of the scale than it is as a relation between tonalities,
One of the earliest exampies is found in the Pastorale (1909) of
Roger-Ducasse. In the fiftyhfirstAand fifty-second measures the
B-natural is stressed in &he F;major tonality (Ex. 125).

Another early examplé bccﬁrs in the "Fugue' from anegger‘s
Two Pieces for Organ (1929). Here the instance is a melodic one.
The fugue subject‘commencésron thevdominant note and moves to the
raised fourth degree of the G#—minbf,tonality (Bx. 126), This
altered subddminant is the more accented by the rest which follows

it. The tonic follows the rest, thus putting the augmented fourth
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on its own rather than as a purely non-harmonic tone. This interval

occurs, of course, wherever the subject enters - not thé answer-
since it is tonal. The same year as the Homegger "Fugue" finds
another example occuring in the works of Dupre. His "Magnificat V",
Op. 18, No. 14, makes use of it in the penultimate chord in
conjunction with a raised second degree (Ex.:127).

Further examples in even greater quantities are found in the
works of Duruflé and Tournemire. However, it is Alain and Messiaen
that capitalize on this éugmented fourth relationship. In the
"Tntroduction et Variatiéns" from Alain's Suite (1929-1939) is
seen a marked example of . the augmented fourth relationghip
between adjacent phrases in the eighth and ninth measures (Ex. 128),
The thirteenth measure finds the tritone relationship between the

second-third, and the fifth-sixth chords. This same basic chordal
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format is repeated in succeeding measures with the same augmented

fourth reiationship asserting itself. Alain'g "Choral", also

from the Suite, shows the same interest in the tritone effect

in the fifteenth measure. This chord, based on D-natural, is
the penultimate chord in the cadence to the Abmajor chord of
the sixteenth measure.

. The augmented fourth figures prominently in the "Joies" of

the Trois Danses of Alain (1929-1939). It is especially seen in the
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section commencing with the seventeenth measure (Ex. 129),
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The "Aria" from the second volume of Alain's compositions
(1929-1939) uses the augmented fourth prominently in a melodic
manner beginning with the forty-third measure (Ex. 130).
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The same interval occurs in a marked manner in the second
of the "Deux Danses a Agni Yavishta" from the same volume., It
is especially noticeable in the muéic which is patterned after
measures three and four (Ex. 131) where the augmented fourth
is reinforced by triadic movement. Many other examples from
the hand of Alain could be given.

It is Messiaen particularly that has glorified the use of
the augmented fourth, pointing out that it comes from the natural
harmonic series, and is indeed the first partial to depart from
the diatonic series of the C fundamental. Messiten claims that

the addition of the'augmented fourth to the "perféct" chord (the tonic)
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attains to the same status as the addition of the‘sixths which

were made so much a vart of the musical language of the Impressionists.

A few arbitrary examples will have to suffice from the abundant

supply afforded by the entire output of Messiaen.

The early

Diptyque (1930) provides an excellent example of the melodic use

of the augmented fourths (Ex. 132). This is noted, not only in the

Ex, 132
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relations between two notes, but also in the use of F# in a
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basically C-major tonality.

"La Vierge et 1!'Znfant" from Ia Nativité du Seigmeur (1935)

uses it chordally (Ei; l33> and also melbdically as in the marked

Ex. 133
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pedal ostinato of the second section between the D and the G# (Bx. 134).
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This is not to mention the innumerable instances of the same
interval within these same measures. Even the closing chord of
"la Vierge" points up this relationship between the D in the top
voice and the AP in the bass. The entirety of "Les Bergers"
from the same suite abounds with the augmented fourth (Ex. 135).
It may seem somewhat common'in this instance since it is used

chordally in a manner that suggests the dominant-seventh which
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Ex. 135
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uses this interval within its structure as a matter of course.
However, the continued use of this figure definitely points up
iﬁs prominence as an interval on its own.

One of Méssiaeﬁ's latest works not even included in his
own catalog, Livre d10rgue (1953) in which he expériments with
the vérious Hindu rhythms, contains marked use of the augmented
fourth, Measure thirteen of "lLes Mains de 1'abime" commences a

pedal ostinato which outlines the augmented fourth (. 136).

Bx, 136
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Ianglais, then, fits well into the contemporary picture
in his use of the augmented fourth. Alihough for the most part
his treatment of the figure is much more tempered than that of
Messiaen or Alain. As mentioned previously, it is of'ten just
the alieration of the fourth degrese of the écale so as to provide

a Iydian flavor (similar to Ex. 132 of Messiaen).
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"Contracting or augmenting" thirds and sixths

A musical device which holds particular interest for Langlais,
and for the contemporary French composers for organ in genefal,
is what I have previously explained as the "contracting or
augmenting" thirds and sixths, This involves one stationary
musical line with a second voice moving against the first one
from a major third of sixths to a minor third or gixth - or
vice versa (see Ex. 2 and 28). This more than often creates
the effect of fluctuating tonalities, particularly when both
s%xths and thirds are present within a triadic framework.

An early example is found in César Franck in the Chorale

in B-Minor, (1890). The first measure of the section marked

largamente con fantasia shows the fluctuation between tonalities,

and it involves a major third contracting to a minor third (Ex. 137).
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This example also involves the mediant relationship, and it is
often in conjunction with the mediant relationship that Franck
uses the "contracting or augmenting®" thirds and sixths.

The impressionistic closing section of the Honegger "Fugue™"
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from the Two Pieces for Organ (1920) contains an excellent
eiample of this particular use of thirds and sixths in the thirty-

eighth to thirty-ninth measures (Ex. 138). It cannot, however, be
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said thét tﬁis is a‘parficular p;rt of anegééf‘s styie; but
simply the prelude to adoption by later comﬁosefs.

The instances of the use of this device increase with Dupfé,
- although they are still not in tﬁe same context:as those examples

in later composers. The following example is taken from the third

"Aintiphon" in the Fifteen Pieces (1920) Bx. 139). Several examples
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thirteenth "station" (Ex., 140). These particular examples more
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nearly approximate the examples to be found in Langlais, Alain,

and Messiaen.

Still more impetus is given the device by Duruflé. The

following example is taken from the nprélude" of his Suite (1930).
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Tournemire's "Eli, Eli, lamma sabacthani" from the Sept Chorals-
Poémes (1937) provides the source for example 142 which is very
similar to Langlais! initial use of this musical idea (see Ex. 2).
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The works of Jean-Jacques Grunenwald have many examples of

the "contracting or augmenting! thirds and sixths. The following

example is taken from his Bercéuée (Bx. 143). The previously
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mentioned Hymne aux mémoires héroigues (1939) by Grunenwald show

the following use of the same device (Ek. 144).

~

Bx, 144

U

The Litanies of Alain also make use of the same idea, and
the example 145 illustrates Alain's adaptation of it (&x. 145).

Again it is Messiaen that adds such impetus to this interesting
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motif; One of his earliest works for the 6rgan, Le Banguet

cdleste (1928) is permeated with the following variation of this

musical idea (Ex. 146). la Nativité (1935) has numerous occasions

Ex, 146
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of its use. Z=Example 147 is taken from "La Vierge" (see also Ex. 133),
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while example 148 is found in "les Enfants de Dieu", both from

the same suite. ST

Ex. 148
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A1l of the above examples are but an arbitrary selection
from the various composers. With the exception of Honegger all
the aforementioned composers have made considerable use of this
musical idea, and # is imposéible to show all the variations
at the hand of these artists.

Langlais is therefore well oriented with the French moderns
in his use of this intereéting idea of the "contracting or
augmenting" thirds and sixths. It is interesting that there is
a conspicuous absence of this idea outside of the Frénch composers
for organ. The nebulous effect of a change from major to minor,
and vice versa, that this device creates has been used by composeré
in other ways. But the French have capifalizéd on this unique
method. It is also varticularly the more r=cent composers that

have made the most characteristic use of it.
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Altered chords

Altered dominants

Altered chords, varticularly the altered déhinants, have
figured very prominently in the work of Langlais. The altered
dominants are chords with dominant spacing but with certain
intervals of the chord altered (see Ex. 11,.12, 26, 27, 56,
and 58). Usually the alteration involves the ninth or the
eleventh of the dominant raised. This provides a chord quite
commonly heard in certain idioms of the "ponular" vein. Again
it must be stated that the altered dominént chord is not necessarily
the "dominant" of the particular mﬁde or tonality of the example.
It is a chord with "dominant" spacing.

In Langlais it is first seen in the "Les Rameaux" from the
Trois Podmes Bvangéliques (1932). It occurs in measure sixzty-
eight and is a dominant-eleventh with the eleventh raised (see
Ex. 11). Other altered dominants include the dominant-ninth
with the ninth raised, the dominant-thirteenth with the eleventh
raised, and a dominant-ninth with the third and fifth lowered
(this chord langlais uses only once). Toward the middle of his
writing he introduced an aitered diminished-seventh with the
top interval augmented to a perfect fourth instead of the usual
minor third. It is seen quite often as a form of a dominant-
thirteenth with the ninth lowered. This chord, whether the
altered diminished-seventh or the dominant-thirteenth variety,
holds the most intrigue for Langlais after its initial introduction.
In fact, he seldom uses the other altered dominants afterwards.

Many composers have found the variations of a dominant chord
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very iniriguing, culminating in Messiaen who was completely
absorbed in the chord of the dominant. Snecific examples again

begin with Honegger'!s "Fugue" from the Two Pieces for Organ

(1920)., Measure twénty—seven has an excellent example of the
dominant—eleventh with the eleventh raised (&x. 149). It is
particularly clear in this instance since the raised note resolves

Ex. 149

— . .

immediately into the unaltered eleventh (by enharmonic change).

Dupré!s B-major "Prélude” from the Irois Préludeg et Fugues

(1920) exgibits an early use of the altered dominant that Ianglais
preferred, the altered diminished-seventh (Ex. 150). Measure
thirty-seven of Dupré's "Berceuse" from the Suite Bretonne (1924)
provides an interesting example of the dominant-ninth with the
ninth raised, and moving to a minor dominant-ninth in resolution

(Bx. 151). The Cortege et Litanie (1924) has another example of

the dominant-eleventh with the,eleventh raised (meas. 53 - Litanie -
Ex. 152). A narticularly notable example of the altered diminished-
seventh in the writing of Dupré occurs in the closing meagsures .of

the first "Antivhon" from the Fifteen Pieces (1920) (Ex. 153).
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Many other examples occur throughout Dupré‘s compositions.

Ix. 153
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Duruflé'also makes use of the dominant-eleventh with the
eleventh raised in the closing measures of the first movement to
his Suite (1930) (®x. 154). This particular example is striking

in its similarity to Langlais! sracing of the same chord in

Ex. 154

Lk .
= a2 s 2
; 5 O-

"Les Rameaux" (see Ex. 11). Measures thirty—four to thirty-eight
of the Scherzo (1926) make use of the altered diminished-seventh

as deseribed above (Ex. 155).

—

In Hindemith's Sonate I (1937) the first chord of the "Phantasie"
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is a dominant-thirteenth with the eleventh raised (Ex. 156).

This has a corollary in Langlais! "Hymne d'Action de Gréce"

from the Trois Paraphrases Grégofiéﬁnes (1933-1934). (see Ex, 29).
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The penultimate measure of Grunenwald's "Procession" makes use
of the dominant-ninth with the ninth faiéed (. 157).

Alain uses the dominant-eleventh with the ninth and éleventh

raised, but with the ninth also lowered. This occurs in his
second "Prélude Profane" in the third volume of his compositions

(1929—1939). The chord is seen in the third score of the second
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page (there are no measures) (Ex. 158). “Alain's first "Fantaisie"
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from the same volume has dn example of the dominant-eleventh

with theveleventh raised (meas. 15 - Ex. 159).
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Wumber IX of the Neuf Préludes (1942) of Milhaud contains
a clear exampnle of the dominant-ninth with the ninth raised

(meas. 21 - Tx. “¢0).
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However, as I stated previously, it is Messiaen that has
made such extensive use of the dominant-éeventh, and all the
implications of the dominant variations alread& mentioned. As
with Langlais, it is particularly the diminished-seventh with
the top interval altered that holds the most interest for Messiaen.
One of the most striking exampies is found in the Apparition
‘de 1'Tglise éternelle (1932). At least three such chords occur
in measures nine and ten (Ex. 161).

In the fifty-second measure of "Le Verbe" from La Nativité
(1935) Messiaen has used the dominant—ninth'ﬁith the ninth raised
(Ex. 162a), Three measures later he uses the same ¢hord which
augnents to a raised eleventh (Ex. 162b).'-Méssiaen uses a
dominant-eleventh with the eleventh raised in the sixty~eighth
measure of the "Combat de la Mort et de la Vie" from Ies Corps

glorieux (1939) (@x. 163).
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The most persistent use of an altered dominant in the works
of Messiaen occurs in the "Joie et Clarté des Corps glorieux!
from the aforementioned suite. Here he makes use of the dominant-
ninth with the ninth raised in a quasi—ostinato pattern throughout
the piece (Ex. 164). In certain additional patterns of the same

Bx. 164
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piece Messiaen makes use of an altered dominant-eleventh which
has a lowered eleventh as well as a raised elevenfh.

Thus it is that Langlais fits partiéularly well with the
later contemporary French composérs'for the organ in his use of
the various altered dominants. However, seldom does he expioit
their use as perhaps Messiaen does. With Langlais they are used

to add interest here and there throughout the course of a éomposition.

Chords with added tones

Another factor very much related to the altered dominants
is the matter of the triads with chromatic alteration which Langlais
uses. EHEspecially noteworthy are the major triads (sometimes minor)

with the top voice an augmented fourth above the root (not the base).
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Langlais also uses the same augmented fourth interval in a regular
dominant-seventh with the chord usvally in third inversion. These
chords are first seen in Langlais! composition in his first piece

' s s ; \ % 2q s
for organ, "L' Amnonciation" from the Trois Poemes Evangeliques

- (1932), (see Ex. 7). It is again Vessiaen that has made extensive
use of this deﬁice. One of the best examples is to be found in "ILa

. Vierge" from gg.Nativité du Seigmeur (1935) (see Ex. 147). Here

the first chord demonstrates the use of the added augnented fourth

in the dominant-seventh (7# added to C-E-G-BP). The second chord
shows the use of the augmented fourth in a first-inversion triad
(C-natural added to a Gb(F#)-pP-DP chord). The same situation

may be seen in example 133. In the same year that Langlais commenced
his ecompositional career (1932), Messiaen wrote the Apparition de
lféélise &ternelle which incorvorates the same idea of the added

augmented fourth in triadic context (Ex. 165).
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There are, of course, many other added tones which may occur
in conjﬁnction with a traditional chord, especially the second and
sixth. These latter two are used considerably by many composers

ineluding Langlais and Messiaen. However, as I have mentioned
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previously, the contemporary French composers for organ seem to
prefer the use of’the augmeﬁted foﬁfth.
Superposed triads
Strident dissonancés ére moré'noﬁicéable in Langlais?

Symohony (1941) than at any other time throughout his writings.
True, the influence of the Symghoqz is present to some degree in
the remainder of his.compOSitionai career, but never in the quantity
that it occurs in the Symphony itself. This dissonance manifests
itself in two ways in pérticular as far as harmonic considerations
are concerned. One is the use of superposed triads, and the other
is closely related - the use of "tone—élusiers". (See #x. 31,
35, and 40). | |
| »This agaih is not unique with Langlais. The yeér Langlais
~began to write, 1932, Dupré manifested interest in the idea of
the superposition of chords, The following example is taken from
the first piece in his Ie ngmig,gg la Oroix (meash 52, 53 - Ex.‘166).
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The implied G—Bb—D'triad in the right hand comes into direct

N3N

conflict with the AP~G-EP-G° chord in the left hand. Likewise
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the following measure f;nds the same G-BP-D chord in conflict
with the first two chords of the measure.

Tournemire uses the samebprinciple of the superpnosed triads
in his "Eli, Eli, lamma sabacthani" from the Sept Chorals-Podmes

(1937) in measures sixty-five to sixty-eight. The two triads

used are the E-G#-B triad with the G-natural-B-D# triad (Ix. 167).

Zx. 167 | | 1 .y ’
| . é—-j
. ! dyll =¥ <=

)
H—
A
17 3
; ,l’ i 4 — ~
; s .2 ] 2 X 2 : :
, 3 %ﬁ - S dal
A | --4—’-’
- ] i
i
A »
AZ—=X

Poulenc manifests the same idea in his Concerto in G-Minor

(1938). The first chord in the fifth measure after #36 in the
score is the supervosition of an E-G#-B-D-F dominant-ninth with

a C#-E-G# triad (Ex. 168). The G-natural in the pedal is part

of a pedal ostinato.
Another rather mild example occurs in the Sonats III (1940)

of Hindemith. It is found in the forty-second measure of the

first movement and involves the superposition of a dominant-seventh
(EP-G-Bb-Db) with a C-E-G triad (Ex. 169). Actually the linear
considerations which Hindemith places first makes this a somewhat

forced interpretation. However, the aural result is rather
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Ex, 168
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. 411 of the above examples really do not show the dissonant
possibilities of the superposed trisdic material as do the following
examples taken from the works of Aléin, Grunenwald, and Messiaen.

The first volume of Alain's compositions (1929-1939) contains
a "Choral® from which the folldwing example has been taken. The
first two chords in meésure thi;ty—six illustrate the strident
qualitigs of  the superposed chofds (mx. 170). The dissonance-of

the first chord is‘particularly-between the DP and thé D-natural,
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while the B-G-Bb of the right hand is placed against the AP-C-3-
natural of the left hand.

An even more daring example is found in the first "Fantaisie"
of the third volume of Alain's compositions (1929-1939). It
occurs in measure forty-eighﬁ where the augmented triad F-A-C#
in the right hand is placed against a B-D#-F# triad in the left

hand (Ex, 171).
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The best, and most extended example of superposed triads in
the works of Alain is found in the famous Litanies (1929-1939)
(Bx, 172). Since the left hand moves much more rapidly than the
right hand, each new chord for the most part creates a new dissonance

with the sustained chord above. It must be noted that there, of
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course, are occasions when‘the two»chords more or less agfee harmonically.
There are many examples in the works of Grunenwald of the same

technique, but only one wili suffice. It is taken from the Hymne

aux mémoires hérquues (1939) and is strikingly similar to the

Litanie treatment by Alain (Ex. 173).

Bx, 173
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Again it is Messiaen that affords abundant material for study.
Perhaps the most illuminating example of this technique of the

superposed triadic material is found in "Le Verbe! from La Nativitd
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du Seigneur‘(1935) (meas. 26-28 - Ex. 174). The example is self-
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explanatory, and many more from the hand of Messiaen could be given.

Thus it is again that Langlais shows a definite affinity with
the contemporary trends éround‘him in his use Qf the superposed
triadic composition. |

Tone-~-clusters

As was mentioned before, the "tone—cluster“ approaches the
éame aural goal as the superposed triads. Dissonance, however,
is even more prominent in the former as the tones are usually
placed closer together than in the former type of composition.

The cluster technigue is, of course, well known and used
by the most famous composers among whom are Stravinsky, Schoenberg,
Berg, and Webern. Since the development of the cluster technique
parallels that of the superposed triadic composition'in the
composers for the organ, I shall cite examples only from Messiaen,

In the first example it will be seen hoﬁ the principle of the
superposed triads is e#tended into the cluster'type of writing
(Ex. 175). This example from the "Combat de la Mort et de la Vie"
of the Les Corps glorieux'(i939) is:perhaps a cluster simply due
to the number of notes in thé chord. The superposed dhordali

structure seldom has more than three notes in each of the two
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chords which are superposed, whereas in this instance each hand
plays five notes. fhe éddition of the pedai ?art adds to the
dissonance since the first two notes are in addition to the notes
aboﬁe, and inéolve no doubling of notes,

A similar instance is found in the firgt chord of "Jesus accepts

la Souffrance" from ILa Nativité du Seigneur (1935) (&x. 176). This

Ex. 176

is really the superposition of two diminished—éevenths (F#-A-C-DF
(Eb) and GJBb—E(Fb), named in the order of their occurance from
the left hand into_the right hand. While this seems on paper as
a relatively simple analysis with corresponding aural results,

the chord has startled more than one listener.

Measure seventy-eight of Messiaen's "Joie et Clart€ des Corps
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glorieux" from the Les Corps glorieux (1939) illustrates the use

of a "tone-cluster" further removed from the tertian derivation.

As I have said before, a tertian analysis could probably be obtained,
but the result would be foreed (Ex. 177).

. 177
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b

The Symphony of Ianglais uses chords very similar to those
of Messiaen and others of the moderns (see Ex. 31) and aligns
himself thereby with contemporary trends. However, as has been
stated before, Langlais! use of these chords is quite limited and
found most extensively in the Symohony. There are, of course,
examples spread out through the course of his other following

compositions.

Unrelated chordal series

One particular device which Langlais uses, and which the
contemporary French are so adept in using, is what I have called
the "Unrelated chordal series" (a passage which is made up
primarily of aurally understandabie triads, but which are not inv
traditional tonal relationships with each other). It is to be

noted that this paper has also used the terms "unrelated triadic
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material® and "unrelated triads". It seems tb be an outgrowth of
the "unresolvedbappoggiatura" where the various chords used as
appoggiaturas never reach their logical resolution.

This use of "unrelated chordal material“‘is perhaps the
most significant harmonic feature of Langlais! entire output. It
involves the uég of chordasl material which, when heard separately
or slowlj, sounds consonnant - or‘nearly so. Its operation is to
the virtual exclusion of complicated chords of any kind. However,
he combines these simple cﬁords in such a way as to lead to the
disintegration of tonality.‘ Almoét every one of Langlaig! pieces,
with the excention of the modal pieces at theyclose of hié writing
1for organ, exhibit this featufe to a greéfer or lesser degree. It
has particular fascination when coupled with an interesting rhythmie
pattern guch as in the "Dialogue sur lés'Mixtures" from the Suite
,§£§X§ (1947) or the "Frangaise' from the Sgiﬁg Frahgaise (1948).
When this type of writing is used aé in thevstyle of the Symphony
(1941) with its very fast hafmonic rhythm and barbariec drive, the
resulting dissonance is the mofe’accented,

Thé "unrelated chordallseries" can also be traced in Impres-
sionism with Debussy and Ravel‘in‘a manner very closely related to
.tﬁe haﬁdling of ‘the same by Langlais. It more than often involves
Yoargllelism" when usedvby the‘Impressionists. The foilowing
example bearé this out.and is taken from "Ies sons et s parfums
tournent dans 1'aire du soir" from Debussy's first book of Préludes.
It proﬁides one.of the earlier uses of thié principle,(Ex. 178).

ﬁupré and Honegger also exhibit an inferest in this technique

- for the organ in the earlier part of the twentieth century. The
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The "Fileuse" of Dupré from the Suite Bretonne (1924) has a very

conssrvative use of this type of writing (Ex. 179). Here the four
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chords of the right hand are definitely not within one traditional
tonality. However, as I stafed, this is an early example, and

the poésibili‘ties for dissonance are certainly not exploited in
this "unrelated series! as they are in the treatment by Langlais
or Messiaen. One maih reason is that the ﬁain,tonal context of

the "Fileuse!" is quite solid, and this overrides the "series".

The Corteége et Litanie, also of 1924, makes extensive use of‘
this principle above a pedal-point in the closing memsures
(. 180). Here the use of the pedal-point stabilizes the tonal

relationships, although they are certainly "unrelated!" between
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. Ex. 180

o

themselves.
The opening measuré of the "Choral" by Honegger from the

Two Pieces for Organ (1920) shows a very consonnant use of this

device (Ex. 181), This series involves a D-F-A, AP-C-EP, A-natural-
C#-E, and G-B-D in quite a nleasant, but tunrelated" nassage.

Ex, 181

Vierne also used this prineciple in his‘compositiqns.‘ An
example is found in the "Improm?tu" from the third suite of Piéces
 de Fantaisie (1926) (Ex. 182). This vpattern occurs in sections
throughout the piece.

The Scherzo (1926) of Duruflé has an excellent example of
the "unrelated chordal series" closer to the style of Langlais.
Méasure‘léé commences a ten-measure passage, zagain above a pedal-
point, utilizing chords which have‘mostly little relation between

each other (Ex. 183. A very similar passage occurs in the
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"Sicilienne" from Duruflé's Suite (1930) (meas. 57-61, Ex. 184).

Ex. 184
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B Td depart from the French composers we note a few examples
iﬁ the ‘sonatas of Hindemith. One such is taken from his Sonate II
(1937) (Ex. 185). Measures sixty-five, seventy-two, and seventy-
seven demonstrate a limited use of this technique. In each case
fhere are no more than two chords, but neither of the two belong

to the same tonality.
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As we have seen previouly, it is Alain, Grunenwald, and
Messiaen with whom Langlais so often associates himself in the

use of various of the contemporary musical ideas. In fact, to

single o any example from the works of Langlais, Alain, Grunenwald,

and Messiaen is to act arbitrarily.

In the "Introduction et Variations" from Alain's first Suite
(1929-1939) is an ample illustration of the "unrelated chordal
series" (Ex, 186). This particular texture continues for many
measures., |
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Alain\ e the passage of the Litanies (see Ex. 172) in the left
hand. ZLikewise does the similar passage of Grunenwald's Hymne

aux mémoires héroiques (1939) provide an illuminating example
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of this musical device (see Ex. 173).

- To say that Mesgiaen uses this device more than thé previous
two composers mentioned is doubtful, for they all rely heavily
on this musical expression in their artistié language. The above
example 174 from "Ie Verbe" provides an illustration not only of
the supervosed triadic material, but alsd the "unrelated chordal
series”.

The second measure of "les Taux de la'Gréce" from Messiaen's

ng Qgggé‘glorieux (1939) is another example of this same technique

(. 187).1 Again, this ig a motif that Messiaen uses throughout
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the piece, not just an isolated example. Messiaen's interest in

‘this idea goes back to his early Le Banouet C&leste (1928), four

Years before Langlaié_started writing. This piece contains many

instances of its use of which the. following is but one example (Ex. 188).
Therefore it'has beén shown that the "unfelated chordal

series" as I have defined the‘tefm is a firmly entrenched style

with the contemporary Frénch music in which Langlais findé his

1rightful.place.
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Tonal centers versus tonality
It has often been mentioned throughout the course of the
analysis of the organ works of Langlails that a given piece has

a particular note for its tonal center rather than specifying a

particular key or tonality. This use of tonal centers versus a
well established tonality has many éafallels in contemporary
literature. This is certainly characteristic of much of Hindemith's
writing’for the organ. I aﬁ varticularly remi@ded of Stravinsky!'s
Sereﬁade in A for piano which has little relationbto the major or
minor, but which revolves around A4 as a tonal center.

It‘is safe to say that a great share of prominent contemporary
composers for the organ make good use of the principle of tonal
centers versus, or in conjunction with, the established concent
of tonality. Tt is certainly true of Alain, Grunenwald, and Messiaen.,

As far as langlais is concerned it is again a matter of quan-
tity and degree as to his use.of‘the tonal center. Actually he
associates himself more closely with the fraditional handling of
tonality and modality. As aforementioned, his Symohony (1941)

reaches the pimnacle of tonal disintegration, and in so doing comes
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the closest to the style of Messiaen and his school of thought.

Modality

-In regard to modality, Langlais seldom felt himself obliged ‘
_to a narticular mode. That is, he often uses modal centers and
modal feeling, but with the addition of sharp dissonance and
departure from the mode if desired. There are, however, the
exceptions such as the "Prélude sur une Antienme" from the Neuf

- Pisces (1942), the Folkloric Suite (1952), and the Huit PiZces

Modales (1955) which are the most modal with very little departure
from modality. There are other compositions which are relatively

modal such as the Suite MEdiéval (1947) which is based entirely

on Gregorian chants. HbWever; as mentioned above, any reliance
on modality places him in a conservative position and aligns
him with the Impressionists as well as those with a veneration
for the spirit of the middle ages.

‘Another interesting trait of Langlais is the spasmodic use
of the Phrygian modal flavor - the lowered second scale step.
This'has.much Jess popularity among contemporary composers than
other aspects of modality, but there are some interesting examples
of the usage of ﬁhis device among several composers of the
twentieth century. One of the earliest examples in the modern
in "Jesus dies on the cross" (meas. 17 - BEx. 189), (see also
Ex. 51 and 52). This is an example with striking similarity to
Langlais! treatment of the device.

Hindemith has used the Phrygian modal flavor at cadences.

235



It must be noted that these cadences are not true Phrygian
cadences. However, the modal feeling is nevertheless present.

The following two examples are taken from the Sonate I (1937)
(=x. 190).
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The Litanies of Aléin make use of the lowered éecond in the
fourth and fifth measures (Ex. 191), This example is repeated
several times throughout the course of the composition. 4n
example of much more similar proportions to.Langlais is found

in "Les Bergers" from Messiaen's Ia Nativitd du Seigneur (1935)
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(Bx, 192). This again occurs at a cadence point as do most of

the examples to be found in Langlais (see Zx. 51).

Ex. 192
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Polytonality

Langlais also uses some polytonality. This is especially
prevalent in the Symphony (1941). A good examrle is found in

the closing measures of the first of the Deux Of fertoires (1943)

where it adds a touch of musical color (see Ex. 53). Still
another interesting examnle is seen in the close of the canonic

section of the "Cantilene" from the Suite Breve (1947).
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Polytonality has had relatiﬁelj little aéceptaﬁce With the
composers for organ. -Alain has used it in his first "Fantasie'
from the third volume of his compositions (1929—1939); Beginning
in the thirteenth measure the pedai plays a melody with a different

tonal center than the sustained chords on the manuals (Ex. 193).
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To add to'the‘aural‘confusion, each measure realizes a shift of
these centers with the mahuaisvand pedal remaining in their own
respective spheres, ‘This lasts through the seventeenth ﬁeasure
and is again taken up similarly from the forty-seventh to the
fiftieth measures. This is the only example in all the wofks
of Alain that I éould find using true polytonality (bitonaliﬁy).

Darius Milhaud has long been knbwn for the use of polytonality.

- In his only work for the‘ofgan, the Neuf Pféiudes (1942), he has
made some use of it also. It is;particularly noticeab1e in the
sixth "Prelude" where the éedal, with few exceptions, plays
entirely on tﬁé "blackﬁ notes, while the manuals, also with very
few exceptions, play entirely on the "white" notes. Preludes I

and VIII of the same set of compositidns exhibit some degree of
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polytonality, althoﬁgh here it may actually be safer to say
atonality.

Messiaen's music is among the mpst advanced at the presént
time as to melodic and harmonic conéiderations. He freely.
admits that his modes of limited transposition offer the listener
tﬁevatmosphere of several tonalities at once. However, he adds
that it is without polytonality. He claims that tonal indecision,
nevertheless, is often the result. To relieve this nebulous
effect he uses the dominant-seventh chord which he feelé is the
best chord to.establish the tonality. He says further that two
or more of his arbitrary modes of limited transposition may be
superposed to give what he calls "poly-modality”. In the last
aural analysis this more than often results in mﬁsic closer to

atonality than to any type of tonality.

"Original® scale natterns

I have mentioned at least twicg in the course of this
thesis how Langlais had perhaps chosen to "create" an original
scale pattern like those of Messiaen. They are certainly not
as radical as those of Messiaen, and they'are used most sparingly.
The first instance is the opening theme of his'first composition,
"L! Annonciation" from the Trois Potmes Hvangeliques (1932).
B-minor is prominent, but there are notes vpresent, such as thé
F-natural, that are not compatiﬁle with B, minor or major, or
with a mode starting on B with the key signatufe of two-sharps
(see Bx. 1). A second instance is his last solo theme presentation

in the "Théme et Variations" from the Hommage é Frescobaldi
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(1951) (see Ex. 99).

Wholg—tone scale
I have mentioned previously that‘Langlais has shown reticence

to use the whole-tone scale (which Messiaen calls the first of

his modes of limited transposition). An example of it occurs

in his "La Nativité" at the close of the section entitled "ILes

Bergers". Any use of this scale naturally reflects an interest

in the devices of Impressionism.

EXTRA-MUSICAL CONSIDERATIONS

The French organ composers also seem to have in common a
facility for deep mystical and spiritual writing. This is
particularly true of the Catholic composers which, of course,
comprige nearly the total. Composers from Dupré to Messiaen
hold this in common. The same facility is also manifest in
their writing.

The regard for the deeply spirituval and cryptic aspect is

S —————  o——- ity

depicts each of the fourteen "stations" of the cross so as to
render its inner spiritual significance. As for the nurely
poetical, apart from the particularly spiritual, Dupré‘very aptly
portrays three moods in the Suite Bretonne (1924) in the "Berceuse",
"Fileuse", and "Ies Cloches de Perros-Guirec". And in regard

to depicfing purely spiritual values, Dupré has set an example

in his fervent Cortége et Litanie (1924).

Durufl€ manifests the same interest in the inner spiritual
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significance in the Prelude, Adagio et Choral varié’sur le theme

de Veni Greator' (1929). The Sept Chorals—Posmes of Tournemire

(e. 1937), a significant title itself, certainly shows his
disposition toward ﬁhe musical embodiment of spiritual and poetical
concepts. The depths of Alain are perhaps reached in his Litanieg
which he prefaces by the statement that when réasoﬁ has reached

its limit, only faith can go further. The musical fruition of

this thought ably demonstrétes his ability-to create the truly
_mystical and spiritual through the medium of the organ.

Messiaen seems to plumb thé depths of musical insight. Almost
hig entire output is based on the depicting of the profound. Most
of his individual compésitiéns aré prefaced byvé sentence, quite
often from scripture;,to give a verbal setting for the mugsic apart
from the title;- His five most impoftant works for the organ, Le
Banquet celeste (1928), Apparition de 1'Eglise Sternelle (1932),
L'Ascension (1933), Ia Nativite du Seigneur (1935), and Les Corps
glorieux (1939) - the latter three being complete suites — strive
to portray the cryptic, and spiritual intensity of the given story.

V Only Langlais' first suite makes usé of an introductory text
for poetical clarify. However, all the implications of his
sensitive approach to composition are manifest in nearly every
composition, whether of religidué significance or not. His
"Cantiléne" from the Suite Breve (1947) commotates no marticular
spiritval ingight, yet his very depth of personal experience and
artistic sensitivity are evident throughout.

Even Hindemith may be mentioned as one who showed an interest

in the »noetical aspects of a compositi‘on for the organ. His Sonate
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III (1940) bases each movement on an unfinished text as if to
require the listener or nerformer to realize the complete concept

through his musiec.

NOTATION

Langlais also follows fhe tradition of French composers for
the organ in careful notation of the desired registration for
the given niece of music. This occurs not only at the beginning
of a piece but throughout the course of the composition wherever
changes are necessary. It is, of course, impossible to follow
them entirely due to the differences of each organ, but the
French comrosers leave little doubt as to their ideas for the
many facets of registration which they intend. This is in marked
contrast to the Hindemith sonatas which have no indications
whatsoever as to the intended régistratioh. The only guides

are his nuance markings.
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Conclusion:

The various facets of Langlais' writing discussed in this
chapter are the most notable earmarks of his compositions. They
provide a remarkable continuity to his entire organ style as they
are basically used from the beginning of his compositional career
to the close of his writing for the organ. As has been pointed
out, some of these various facets of his composition relate him
well to contemporary .composers. However, others find him solidly
oriented in the music of earlier times. This dual orientation
is not new, for indeed most composeré find themselvés expressing
older ideas in newer idioms. iBut the singularity of Langlais!
artistry is one of originality through election. His keen
sensitivity and sparkling spontaneity make his music a vital
experienée for the performer and the listener. Through it all
his craftsmanghip is always apparent and well united with the
general musical expression, It seldom finds the format standing
apart from the ultimate artistic goal.

langlais claims that his compositional career is at an end
with the exception of one more lyrical work and a symphony for
string orchestra. This, of course, is open to question as Langlais
is still relatively young. Ihdeed, a new composition has just
been made available, the Tryotigue (1958). However a quick
perusal shows no deviations in his foregoing style.

It is certain that whatever composing he may yet do, his
solid musicianship will yield music just as appealing and just

as well written as that of his present exciting'compositidns.
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