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ABSTRACT

THE ORGAN SONATAS OF

PAUL HINDEMITH

by Albert George Bolitho

When one considers the leading composers of the first

half of the twentieth century like Debussy, Ravel, Schoenberg,

Hindemith, Bartdk, and Stravinsky, he finds that only Hindemith

has written with any consistency for the organ. His published

organ works span a lifetime of composition. They begin with

the first organ concerto written in 1928, continue with the

three sonatas written between 1937 and 1940, and conclude with

the second organ concerto written shortly before his death in

1963.

Although the three sonatas are well known to organists,

little has been written about them and there has always been

a certain ambiguity about how they may be best performed.

The lack of registration and manual designations, in addition

to some uncertainty about many of the dynamic indications,

have led to many questions regarding Hindemith's intended in-

terpretation. The purpose of this study is not only to clarify
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some of these ambiguities, but to focus attention upon the

sonatas in order to stimulate an awareness of the exemplary

craftsmanship and musical value contained within them.

Stylistic features such as melody, rhythm, harmony, and texture

are pointed out and a formal analysis for each sonata is fur-

nished. In addition, performance suggestions and recommended

organ registration are made for each of the three sonatas.

In order that these compositions might be placed in a

perspective as complete as possible, three additional areas

-ewhich are related to this investigation have been included:

(I) a discussion of the composer, his place in contemporary

music, and his philoSOphical and theoretical writings on music;

(2) a brief historical survey of the organ sonatas leading to

and including the period when the Hindemith organ sonatas were

written; and (3) a brief survey of the two organ concertos by

Hindemith, for they not only illustrate another aspect of his

organ compositions, but also provide an excellent comparison

of his early and late periods.

This thesis is supplementary to three public organ recitals

given on April 1, 1966; November 27, 1966; and April 16, 1967 in

which the following compositions were performed: J. S. BREB:““

Prelude and Fugue in C Minor, Trio Sonata in G, and Two Chorale

Preludes on Dies sind die heillgen zehn Gebot (Clavierubung, Part

III); Dietrich Buxtehude, Prelude and Fugue in F Sharp Minor;
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Louis-Nicolas Clerambault, Suite du Premier Ton; Marcel DuprE, Five

selections from The Way of the Cross; Cesar Franck, Grande Piece
  

Symphonique; Girolamo Frescobaldi, Canzona Seconda, Ricercar dopo
 

il_2£ggg, and Toccata Avanti la Nessa della Domenica; Giovanni

Gabrieli, Canzon Primi Toni and Sonatagpian' e forte for organ

and brass; G. F. Handel, Concerto in F, 0p. 4, No. 4 for organ

and strings; Paul Hindemith, Sonata I; Olivier Messiaen, Serene

alleluias and Outburst of joy (The Ascension); and Leo Sowerby,

Passacaglia (Symphony in G Major).
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INTRODUCTION

The Baroque era has been justly called the golden age

of organ music, for we find that the period was characterized

by superbly built instruments, virtuoso performers, and great

interest in organ composition. Many of the important composers

of that epoch were also organists, and a favorable environment

for organ composition was a natural result.

Since the Baroque era there have not been many occasions

when foremost composers have turned their attention to the organ.

Mozart placed organists under a debt of gratitude through his

chamber sonatas; Brahms, in the twilight of his career, pro-

vided his exquisite Chorale preludes; Liszt enriched the vocabu-

lary through a number of large-scale works; and Mendelssohn, who

was an organist of considerable merit, provided six sonatas and

three preludes and fugues. With the exception of Cesar Franck,

most organ music of the nineteenth century was composed by

organists whose names generally do not rank among the great

figures of music history.

Contemporary composers, with the exception of those

who are organists, have not been any more sympathetic towards

composing for the organ than their predecessors. Some American



composers such as Walter Piston, Vincent Persichetti, Roger

Sessions, and Samuel Barber have written a few works of vary-

ing lengths. When.we consider the leading composers of the

first half of the twentieth century like Debussy, Ravel, Schoen-

berg, Hindemith, Bartdk, and Stravinsky, we find that only

Hindemith has written with any consistency for the organ. His

published organ.works span a lifetime of composition. They

begin with the first organ concerto written in 1928, continue

with the three sonatas written between 1937 and 1940, and conclude

with the second organ concerto written shortly before his death

in 1963.

Although the name of Hindemith no longer commands the

respect in the musical world which it formerly did, his organ

works occupy an important place in the repertoire. His three

sonatas are regularly performed and constitute some of the most

idiomatic writing for the instrument by any composer. Their lean

contrapuntal lines and carefully designed structures provided a

refreshing change at a time when it was fashionable to write organ

music in a quasi-symphonic and highly romanticized style. It is

not surprising that Dr. Michael Rudd, in a recent article on organ

music written since World War II, several times mentions the in-

fluence of Hindemith upon organ composition.1

1Michael Rudd, "Stylistic Features and Compositional Acti-

Vities in Organ Literature Since World War II," The Diapason

(June, July, and August, 1968), p. 12, 13, and 14 respectively.



 



Although the three sonatas are well-known to organists,

little has been written about them and there has always been

a certain ambiguity about how they may be best performed. The

lack of registration and manual designations, in addition to

some uncertainty about many of the dynamic indications, have

led to some questions regarding Hindemith's intended interpre-

tation. It is the intent of this paper not only to clarify

some of these ambiguities, but to focus attention upon the

sonatas in order to stimulate awareness of the excellent crafts-

manship and musical value contained within them. Stylistic

features such as melody, rhythm, harmony, and texture will be

pointed out, and a formal analysis will be furnished for each

sonata. Finally, performance suggestions and recommended organ

registration will be given for each of the three sonatas.

In order that these compositions might be placed in

a perspective as complete as possible, three additional areas

which are related to this investigation have been included: (1) a

discussion of the composer, his place in contemporary music,

and his philosophical and theoretical writings on music; (2) a

brief historical survey of the organ sonatas leading to and in-

cluding the period when the Hindemith organ sonatas were written;

and (3) a brief survey of the two organ concertos by Hindemith,

for they illustrate not only another aspect of his organ



compositions, but also provide an excellent comparison of his

early and late periods.

Whenever musical examples of Hindemith's compositions

are given, no mention will be made of the publisher, B. Schott's

Sghne, who is the sole publisher of Hindemith's compositions.

The reader is referred to the bibliography for the complete facts

of publication regarding musical excerpts from Hindemith's music

contained in this paper.





CHAPTER I

GENERAL PERSPECTIVE

Paul Hindemith: Complete Musician
 

Paul Hindemith (1895-1963), as performer, teacher, con-

ductor, musical moralist, theorist, and composer, was involved in

almost every sphere of musical activity during his lifetime.

Among the composers of his generation none could be named a more

complete musician. Born thirteen years after Stravinsky, four-

teen years after Bartdk, and twenty-one years after Schoenberg,

he was equated with them in terms of stature, yet he repudiated

the general direction taken by the musical culture of his time.

He deplored, for example, the "barbaric diversity of styles,

total absence of some canon of beauty, senseless devotion to

sound, emphasis on virtuosity and entertainment, and finally,

esoteric escape, on the part of many musicians, from any responsi-

bility toward society."1 The adherents of the twelve-tone

school of composition sustained an especially bitter attack from

Hindemith.

This rule of construction [twelve-tone technique] is

established arbitrarily and without any reference to basic

musical facts. It ignores the validity of harmonic and

 

1Paul Hindemith, Composers World: Horizons and Limita-

tions (Cambridge: Harvard University Press, 1952), pp. 112-113.



melodic values derived from mathematical, physical, or

psychological experience; it does not take into account

the differences in intervallic tensions, the physical

relationship of tones, the degree of ease in vocal pro-

duction, and many other facts of either natural per-

manence or proven usefulness.

True, some kind of a restricted technique of composition

can be deveIOped on a foundation of compromise scales and

arbitrary working rules, but doubtless the general result

will always be one similar to the kind of poetry that is

created by pouring written.words out of a tumbler without

calling in grammar and syntax. A higher tonal organiza-

tion is not attempted and cannot be achieved, especially

if one permits the technical working rules to slip off

into the aforementioned set of supplementary statutes which

are nothing but stylistic whims and, as such, not subject

to any controlling power of general validity.

The fact that Hindemith himself was regarded as one of the

avant-garde during his early years may be seen from a review of the

1927 premiere of his Concerto for Orchestra. One is reminded of
 

the similar reception given to Stravinsky's Le Sacre du Printemps

fourteen years before.

Furtwangler appeared to conduct the announced "Concerto

for Orchestra" by the much-feared atonal madman Paul Hindemith,

professor of composition at the Berlin Hochschule.

Then all hell broke loose on the stage. Uncontrolled

chords crashed willynilly into one another, and without

warning the high wind instruments began to squeal, croak,

and bawl. Shaken, perplexed, and amused, the audience

looked at one another: one laughed, one was shocked, and

a dangerous restlessness seized the listeners. Up there

on the stage things became constantly wilder. Uncontrolled

tutti, the slapping of wood, the beating of hammers, bedlam

in the instrumental groups, dissonances to drive one mad.

Whereas before this a few cat-calls and even some whistling

had been heard, there now broke out, intensified by anger

21bido , p. 140
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over the provocative applause of the organized avant garde,

an indignant burst of boos, whistles, shouts and excited

gesticulation, such as has seldom been seen in this hall.

The intermission looks more than ever like a swarm of ants.

One is scandalized, one grumbles, one feels polluted and --

one laughs. And this laughter, this scorn of the musical

public for the presumptuous desecration of art -- this was

the rgal death sentence of Paul Hindemith and his wretched

work.

Hindemith sought a phiIOSOphical foundation for music-

making in all its ramifications. Underlying his approach to com-

position was the dictum that music must serve a moral and ethical

purpose. He based his approach upon the philoSOphical writings

of St. Augustine and Boethius and arrived at a lofty ideal which

even he admitted was unattainable.

Extremes they really are! The Augustinian precept, in

which our mind absorbs music and transforms it into moral

strength; and the Boethian precept, in which the power of

music, its ethos, is brought into action upon our mind. Truly

these are basic and unalterable musical values. Either of

these phiIOSOphies can lead us to the loftiest goals; either

enjoys the protectorship of the sciences.

To see the fusion of both doctrines in one single piece of

music and its perfect appreciation by performers and listeners

who in their noble and understanding fervor do justice to

both, we will have to wait for a better world. Here on earth

we can do nothing better than strive for the closest possible

approach to this ideal.

Hindemith's strong belief in the lofty calling of the com-

poser was coupled to the concept that music "is, in spite of its

trend toward abstraction, a form of communication between the

author and the consumer of music."5 It is this emphasis upon the

__

3Paul Hindemith, Zeugnis in Bildren, with a forword by Hein-

rich Strobel, Trans. E. Helm (Second edition; Mainz: Schott und

Sghne, 1961), p. 18, quoting from a review of the Concerto for

Orchestra.

4Paul Hindemith, Composers World, pp. 13-14.

5!bl§!o, p. 75.



relationship between the composer and the listener, the profes-

sional musician and the amateur, the teacher and what is taught --

in short, upon all relationships involving people and music that

distinguishes the career of Paul Hindemith and sets him apart from

his contemporaries. His attempts to write music for varieties

of instruments and different levels of talent led to an associa-

tion of the term Gebrauchsmusik with his music -- a term which
 

may be translated to mean music written for practical use by ama-

teurs or students in their homes or informal gatherings, as op-

posed to concert music for professional musicians. It was a label

which Hindemith abhorred. In many ways Hindemith exemplifies the

eighteenth-century musician who often wrote music for specific

occasions or for pedagogical purposes, many of the cantatas and

organ Chorale preludes of Bach being cases in point. It is in

eighteenth-century concepts of the functional use and communica-

bility of music that we may best understand this aspect of Hinde-

mith's phiIOSOphy regarding musical composition.

As a theorist Hindemith attempted to give his philosophical

thoughts practical application. Although his Craft of Musical

Composition has created much controversy and undergone some scath-
 

ing attacks, it nevertheless remains as one of the best modern

representatives of the school of natural theorists, who have at-

tempted to synthesize musical composition with immutable natural

phenomenon.6 William Thomson, in an article entitled "Hindemith's

 

6For a critical analysis of Hindemith's theories relating to

natural phenomena see Norman Cazden, "Hindemith and Nature," "Music

Review, XV (1964, pp. 288-306; and Richard Bobbitt, "Hindemith's

Twelve Tone Scale," Music Review, XXIV (1965), pp. 104-117.





Contributions to Music Theory," states that Hindemith's most

significant contribution to contemporary theory was his recogni-

tion of the interval as the arbiter of pitch structure.7 Other

important contributions mentioned were: (1) rejection of chord

inversions; (2) the principle of harmonic fluctuation; (3) recog-

nition that scales of any form are a by-product of melody; (4) a

system of chord analysis; and (5) recognition of tonal coherence

in melody.

Although the Craft of Musical Composition provides an in-

sight into Hindemith's theory of composition, there is some doubt

that Hindemith followed his own dictums in practice. Victor

Landau stated that an examination of Hindemith's available pub-

lished chamber works between 1917 and 1952 showed:

The relationship of Hindemith's harmonic theories to his

practice as a composer of chamber music is something less

than may be eXpected.

The conclusion is best supported by the comparison of periods,

which brought out no consistent trend of increasing conformity

of theory and practice either before or after the years 1934-

1936 when the first volume of Unterweisung im Tonsatz was

written.8

On the other hand, Hans F. Redlich claims that every-

thing Hindemith wrote after 1937 reflects the theories of the

Craft of Musical Composition. As many other critics are apt to

do, he assigns an academic quality to Hindemith's music:

 

7William Thomson, "Hindemith's Contributions to Music

Theory," Journal of Music Theory, IX (1965), pp. 52-71.

8Victor Landau, "Paul Hindemith, A Case Study in Theory

and Practice," Music Review, XXI (1961), pp. 51-52.
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The works of the mature Hindemith -- composed between 1934

and the time of his death -- seem today increasingly obso-

lescent, sterile and academic in a pejorative sense. . . .

Experiment, so noticeable in the works of the youthful

Hindemith, has been replaced by a style increasingly pat-

terned by classical and pre-classical models. . . . The

result is music, learned, disciplined, and monotonous in the

morass drabness of its shapes, narrow in its acoustic com-

pass, and extremely ugly in sound as a result of the angu-

larities of its polyphony.

It is beyond the scope of this paper to attempt to estab-

lish relationships which may or may not exist between Hindemith's

music and his theories. It is enough to mention in passing that

there is a divergence of Opinion on the subject.

When one considers the number of theoretical books Hinde-

mith has contributed and the number of years he Spent as a pro-

fessor of composition and theory, it is interesting to observe

that he did not establish a school of composition nor did his

teaching produce a composer whose stature is comparable to his

own. In fact, Easley Blackwood stated that "some of his students

10 Dr. Howard Boatwrightfeel that he ruined them creatively."

suggests that the Collegium Musicum directed by Hindemith during

his years at Yale may have had more influence upon his students than

 

9Hans F. Redlich, "Paul Hindemith: A Re-Assessment,"

Music Review, XXV (1964), p. 247.

10Mel Powell, Lukas Foss, and Easley Blackwood, "In

Memorium: Paul Hindemith," Perspectives of New Music, II (1964),

p. 4.
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his composition classes.11 Among the most notable of his pupils

at Yale were Howard Boatwright, Norman Dello Joio, Lukas Foss,

Ulysses Kay, Easley Blackwood, and Mel Powell.

Hindemith was an excellent violist and concertized ex-

tensively in the early 19203 as a member of the Amar Quartet.

He taught himself to perform on almost every orchestral instru-

ment, and his interest in medieval and Renaissance music resulted

in skill upon viols, harps, lutes, shawms, cornetts, and recorders.

He was not an accomplished keyboard performer however, and his

knowledge of the organ was limited.

Hindemith's compositions for organ are not as extensive

as those he wrote for piano. The Suite 1922, Op. 26, is his

earliest piano composition to have achieved wide fame. Other

well-known piano works include the three sonatas of 1936 and the

Ludus Tonalis of 1943.12 The latter work demonstrates Hindemith's
 

avid interest in contrapuntal forms and textures. It has a

direct relation to Bach's The Well-Tempered Clavier in that the

twelve fugues, interludes, and the prelude and postlude represent

a carefully planned entity in which the gamut of contrapuntal

practice is eXplored and exploited.13

11Howard Boatwright, "Paul Hindemith as Teacher," Musical

anrterly, L (July, 1964), pp. 279-289.

12For a summary of Hindemith's piano compositions see:

F. E. Kirby, A Short History of Keyboard Music (New York: The

Free Press, 1966), pp. 401-405.

13See Hans Tischler, "Hindemith's Ludus Tonalis and Bach's

Well-Tempered Clavier--A Comparison," Music Review, XX (1959)

pp. 217-227.
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Hindemith did not place keyboard instruments high in

his hierarchy of musical instruments. In speaking of the superi-

ority of instruments and voices which can adjust to fine dis-

tinctions in tuning, Hindemith stated: "Fortunately, however,

the instruments and voices which can produce pure intervals are

in a majority over the keyboard instruments, and we need hardly

assume that musical Sensitivity will ever sink so low as to

14 There is notallow keyboard instruments undisputed mastery."

a doubt that his primary interest was with the stringed instru-

ments -- a group he calls "a princely family."15

Hindemith wrote very little about the organ or organ

music. In one of his few references to the organ he states:

"Admittedly, the action of the piano key, compared with the mere

switch function of the organ key, is highly sensitive, and strangely

enough it had reached the highest degree of sensitivity in its

most artless form, namely with the key of the clavichord."16

Considering Hindemith's antiquarian tendencies it would have been

most interesting if he had left us sOme statement regarding the

tracker-action organ and its classic tone.

In Book II of Traditional Harmony, Hindemith builds quite

 

14Paul Hindemith, Composer's World, p. 28.

15Ib1d., p. 175.

151b1d., p. 188.
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a case for using the harmonium to play harmony exercises.17 Al-

though his reason for recommending its use for students is purely

academic, nevertheless Hindemith's penetrating insight into the

capabilities of organ tone are amply demonstrated. He stressed

the ability of the harmonium to play in a manner which presents

harmonies as continuous sound without accentuation: "A chord

that starts out as a hideous harmony sounds forth in unmitigated

hideousness until the entrance of the next one -- and equally, a

euphonious combination remains continuously perceptible in its

euphony. The harmonies are heard in undeceptive nudity, and no-

thing can be added to them or subtracted from them."19

An extremely important point is made by Hindemith when

he recognizes that:

Dynamic increase has to be accomplished by increasing the

number of tones, not the volume of the single tone. A struc-

tural accent of rhythm or meter must thus be expressed through

a chord that contains a greater number of tones than its un-

accented neighbors. Thus the composer -- and not, as in all

other cases, the performer -- is directly responsible for mak-

ing the form fully clear.19

This recognition of the singular relationship of organ

music to musical structure is to be seen in the manner in which

Hindemith himself composes for the organ.

 

17Paul Hindemith, Traditional Harmony, Book II: Exercises

for Advanced Students, Trans. Arthur Mendel (New York: Associated

Music Publishers, Inc., 1953), p. 31-34.

181b1d0’ p. 32.

191b1d., p. 33.
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Before we turn to a brief survey of the organ sonata,

it is aprOpos to observe two remarks that Hindemith made regard-

ing performers. That he held the performer in high esteem is

evident, for he stated:

The individual with the keenest sense for the techni ue

vested in a piece of music is always the performer.

In our own times performers outnumber composers to a de-

gree never known before, and their abilities, attitudes, and

tastes are perhaps the strongest power in determining the

development of our musical life. Even the style of emotional

expression in our compositions (as well as their outward

technical form of appearance) is largely determined by the

performer's talents and demands, so that in many cases the

composer has become but a purveyer of sound effects for pianists,

string players, orchestras, and so forth.21

We may deduce from the statements above that Hindemith's

confidence in the performer's ability may partially account for

his lack of registration and clear dynamic indications for the

organ sonatas. Hindemith, however, does not assign performers the

right to interpret as they please, for elsewhere he states:

The ideal performer will never try to express his own feel-

ings -- if ever he thinks that feelings are to be expressed --

but the composer's or what he thinks the composer's feelings

were.

A performer must earn his successes with his musical superi-

ority, and the listener must be brought to artistic satisfac»

tion. But they must not become the ygctims of such tyrants

as technique, success, and pleasure.

 

2°Ib1d., p. 120. lebid., pp. 152.153.

22Ibid., p. 43. 23Ibid., p. 26.
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‘5 Brief Survey 2f the

Organ Sonata

The sonata has a long association with music written for

the organ. We find that composers of the Baroque era wrote many

sonatas of the trio sonata type, which usually consisted of three

contrapuntal movements in fast, slow, fast order, and were in

three voices throughout. The six trio sonatas composed by Bach

represent this type of composition at its best.

The deve10pment of the symphony and sonata by the com-

posers surrounding the Haydn and Mozart tradition had no counter-

part in the field of organ music. According to Rudolph J. Kremer,

the organ sonata of classical outlines, resembling the piano

sonata in form, began to appear after the year 1845 -- the year

24 Since thatMendelssohn's first organ sonata was published.

year there have been more than 700 organ sonatas published, with

335 of them composed by German composers.25

It is evident that the formal scheme of the classical

sonata was not of prime importance to Mendelssohn.when he

composed his organ sonatas. Only two movements in his organ

sonatas are based upon a sonata-allegro form (the first movements

of Sonata I and Sonata IV, and there is little formal similarity

 

24Rudolph Joseph Kremer, "The Organ Sonata Since 1845"

(unpublished Ph. D. dissertation, Dept. of Music, Washington

University, 1963), p. ii.

251b1d., p. 155.





16

between any two of the six sonatas. In a letter to the English

publishing firm of Conventry and Hollier, Mendelssohn wrote in

August 29, 1844:

I have also been very busy about the organ pieces which

you wanted me to write for you, and they are nearly finished.

I should like to call them "3 Sonatas for Organ," instead

of Voluntaries. Tell me if you like this title as well; if

not, I think the name of Vbluntaries will suit the pieces

also, the more so as I do not know what it means precisely.

 

26

Organ sonatas of the latter part of the nineteenth cen-

tury were characterized by general adherence to some clear formal

plan and the use of three or four movements with at least one of

them in a sonata-allegro form. Dr. Kremer states that the German

organ sonata of this period was characterized by increased use of

chorale melodies, particularly as subjects for chorale fugues.27

The three principal composers of organ sonatas during this period

were William Valentin Vblkmar (1812-1887), Joseph Rheinberger

(1839-1901), and Gustav Merkel (1827-1885).

Another national school of great importance to this sur-

vey is the French and Belgian school. Cesar Franck (1822-1890)

must be placed at the head of this group for he greatly in-

fluenced succeeding generations of organ composers. His Grande

Piece Symphonique, Op. 17 (1862), heralds a long line of French

 

26F. G. Edward, "Mendelssohn's Organ Sonatas," The

Musical Times, XLII (1901), p. 794.

27Kremer, p. 10.
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organ works which follow the sonata scheme but were entitled

smphonie. Fé'nx Alexandre Guilmant (1837-1911), who wrote eight

sonatas, and Charles Marie Widor (1844-1937), who wrote ten sym-

phonies are two of the most important composers who carried on

Franck's tradition and established what came to be known as the

French symphonic school of organ composition. Their composi-

tions were characterized by colorful effects, a generally homo-

phonic texture, and passages of virtuoso toccata movements. Con-

trapuntal textures and forms were not emphasized in their works.

The French organists were undoubtedly influenced by

Aristide Cavaille-Coll (1811-1899) who built some of the most im-

portant instruments of this period. These organs were character-

ized by brilliant reed tone, some stOps which were modeled after

orchestral instruments, mechanical devices which made possible

rapid changes in registration, effective swell shutters, and place-

ment of several 8' stops on each manual. The compositions written

during this time were admirably suited to the colorful effects

produced by Cavaille-Coll's instruments.

Compositions written after 1900 followed the general

characteristics of the nineteenth century. Composers such as Paul

de Maleingreau (1887-1956), Louis Vierne (1870-1937), and Marcel

Dupre (1886- ), have continued the French symphonic tradition

and have composed organ symphonies. More recent composers such



18

as Jean Langlais (1907- ) and Olivier Messiaen (1908- ),

have added little to the repertoire by way of sonatas.

The colorful compositions produced by the French school of

organ playing influenced organists everywhere and is strongly felt

to the present day. As we shall see, the German organists and

organ builders also came under its influence.

After the turn of the century, German organ sonatas main-

tained the formal outlines established in the nineteenth century,

although twentieth century harmonic and contrapuntal techniques

were adopted. The two principal German organ composers who pre-

ceded Hindemith were Max Reger (1873-1916), and Sigfrid Karg-Elert

(1877-1933), although neither composer wrote many sonatas. Reger

wrote two sonatas and Karg-Elert wrote six, five of which are for

harmonium.

Karg-Elert did not exert as much influence upon organ

music as Reger. His music illustrated a dual emphasis, with some

compositions based upon Baroque forms and others based upon free

programmatic pieces of an impressionistic nature. His music

characterizes ultra-romantic styles in Germany.

The influence of Reger upon organ music was considerable.

He typified the "Back to Bach" movement, proclaiming his allegiance

by such statements as: "Sebastian Bach is for me the beginning

and end of all music, the solid foundation of any true_progress."28

 

28William W. Austin, Music in the 20th Century (New York:

W. W. Norton and Co., Inc., 1966), p. 144, quoting from Die Musik

(1905).
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He filled his compositions with contrapuntal devices, although

the voices were almost obliterated by swift chord progressions,

a wide tonal range, and chromatic harmony. His organ compositions

range from pp to Egg and often call for sudden contrasts. We see

in Reger the epitome of the romantic composer, who, by continually

bombarding the listener with all the compositional techniques at

his command, follows the dictum that "more" necessarily equates

with "better." Composers like Reger, however, did provide the im-

petus toward an interest in contrapuntal forms and textures which

was later deve10ped and given articulation by Hindemith and others.

The organ in the cathedral at Wesel was used for perfor-

mances of Reger's works by Karl Straube, who was organist at the

cathedral until 1902. Examination of the stoplist reveals a French

influence, and indeed, some stops have French nomenclature.29 It

is a very large instrument with ample resources for varying color

and dynamics.

Albert Schweitzer (1875-1965) exerted a strong influence

upon the revival of Baroque forms and the Baroque organ. He at-

tacked the trend toward orchestral organs and was one of the first

to advocate a return to the classic tone and mild voicing of the

earlier instruments. His foresight has been more than justified

in view of contemporary organ building. Through his books and

 

29The complete specification for this instrument is given

in: Franz Herrenschwand, "The Organ of Max Reger," The American

Organist (March, 1961), pp. 13-14.
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articles on Bach and his performances of Bach organ works Schweitzer

did much to hasten the change from romantic trends.

The organ sonatas of Hindemith provided a fresh approach

to organ composition at a time when it was sorely needed. The

fact that his contrapuntal texture was lean and energetic made

his works well suited to the re-awakened interest in the Baroque

organ which was gathering momentum at the time. That Hindemith

was able to capture the essence of organ composition even though

he was not an organist demonstrates his genius and keen musical

insight.

Within a few years after the publication of the Hindemith

organ sonatas, other sonatas were published by Johann Nepomuk

David (1895- ), Anton Heiller (1923- ), Ernst Pepping

(1901- ), and Willy Burkhard (1900-1955). Dr. Kremer states

that in the case of each of these composers the form of the

sonatas has not been significantly altered.30

The revival of Baroque forms may be seen in the contem-

porary German organ sonata. An interesting type of sonata is

found in the group of twenty church sonatas by Johannes Driessler

(1921- ). Each sonata consists of three or four movements

based upon chorales suitable for various liturgical seasons.

Other sonatas have been written in the trio sonata scheme of the

 

30Kremer, p. 18.
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Baroque such as the Sonata Nr. 9 im Triostill far prgel, 0p. 53

(1913) by Ernst Hans thrmann (1860-1940).31 Throughout all these

works the contrapuntal element is especially characteristic.

Fugues are often used as well as canons, passacaglias, and all

imaginable varieties of chorale preludes.

The development of the organ sonata in the United States

does not really get under way until after 1900. Before that date

most organ music in this country was under the influence of Euro-

pean schools and most organ composers had either immigrated from

Europe, or studied in EurOpe. Dudley Buck (1839-1909), George

Whitefield Chadwick (1854-1931) and William Horatio Parker (1863-

1919) are among the earliest composers of organ sonatas, and each

studied in Germany, the latter two under Rheinberger. Among

composers who came under French influence were: Edward Shippen

Barnes (1887- ), James H. Rogers (1857-1940), and Clarence

Dickinson (1873- ). It is more than likely that the organ

music of French composers had considerable influence upon the

deve10pment of organ music in America. The concert tours of

Guilmant at the end of the nineteenth century and the very pOpular

recitals of Marcel Dupre during the first half of the twentieth

century made them favorites of American audiences.

Most of the sonatas published in the United States by

American composers resemble the classical sonata in form, although

 

31 0:

Published by Barenreiter.
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some have incorporated nineteenth century programmatic concepts,

and others have incorporated contrapuntal techniques and forms.

Some of the more important composers include Ernst Krenek (1900-

), Seth Bingham (1882- ), Vincent Persichetti (1915- ),

and Leo Sowerby {1895-1968). Indeed it is the latter composer

who stands as a leader among American composers of organ music

in the twentieth century.



CHAPTER II

STYLISTIC FEATURES OF THE ORGAN SONATAS

General Character

The organ sonatas reflect an objective mode of expres-

sion in.which sentimentality and programmatic representation are

minimized. The general dynamic range is restrained. Only once

in the sonatas does a Efglappear and there are no 222 indications

at all. The middle dynamic area -- f, mf,‘mp,‘p -- prevails by

far, and there are few crescendos and diminuendos, except in

Sonata III. On the whole the tempos are also conservative and

generally range from slow to moderately fast. There is rhythmic

freedom exhibited in the Phantasie, frei of Sonata 1, but the

wild abandon which characterizes the StringgQuartet Number Three

or Suite 1922 for piano is not matched in the organ sonatas. In
 

many ways these sonatas illustrate the best aspects of the term

Gebrauchsmusik, namely: "forms of moderate length; simplicity and

clarity of style; . . . avoidance of technical difficulties; . . .

soberness and moderation of expression; emphasis on 'good work-

manship.'"1

 

1Willi Apel, Harvard Dictionary of Music (Cambridge:

Harvard University Press, 1964), p. 291.
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Although the sonatas demand a competent technique for

recital purposes, they are not without pedagogical value; indeed,

most of the movements do not exceed the level of difficulty en-

countered in the Orgelbgchlein of Bach. Furthermore, Hindemith's

pedal part is generally much simpler than Bach's and does not

possess the motivic or contrapuntal importance which is employed

in the Orgelbgchlein. Hindemith's manual voices lie easily under

the hands, although they require a greater measure of technique

than his pedal parts. Changes in manuals are not difficult, and

there are few occasions when two keyboards are used simultaneously.

Registration need not be complex, even though it is not provided

in the score. Hindemith's lean texture and carefully wrought

phrases demand, however, that the organist provide a transparency

of tone and clear manipulation of the melodic strands. In so

doing, he must approach Hindemith's music with the same meticu-

lous care as that used for the music of Bach.

Contemporary compositional techniques such as lack of key

signatures, wide use of accidentals, variety in harmonic structures,

dissonant counterpoint, and an emphasis upon structural clarity

are represented throughout the sonatas. It is the ingenious and

vital way in.which Hindemith combines these elements with tradi-

tional features that gives his music great charm and appeal.
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Rhythm

Rhythmic complexity, ranging from the barbaric intensity

of Stravinsky and Bartok to the metrical modulation of Elliot Carter

or the aleatoric practices of John Cage, has characterized music

'of the twentieth century. Hindemith's use of rhythm, especially

in the organ sonatas, is marked by restraint and tradition. Like

Bach, Hindemith achieves rhythmic vitality from contrapuntal move-

ment rather than from rhythmic complexity or displacement of accent.

Rhythmic figurations, similar to those used in the Baroque

era, are illustrated in the two slow movements of Sonata I and §g-

nata III. They resemble the slow movements from the trio sonatas

of Bach, although the pedal part in Hindemith's music is not as

active as that of Bach's. In both cases, however, the upper con-

trapuntal voices are rhythmically organized so that a musical dia-

logue ensues with only one part given emphasis at a time (compare

Example 1 and 2). The second movement of Sonata II also suggests

a Baroque heritage through its g meter and gentle pastorale quality.

Example l--Sonata I, second movement, mm. 1-3.
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Example 2--J. S. Bach: Trio Sonata Number 6 Lento,

mm. 14-15.

 

  

 

 

The Phantasie, frei, from the first sonata illustrates a

different type of rhythmic use. Hindemith frequently changes meter

in this composition, using signatures of 2, 2, g, 2, if, and g.

The tempo indications, ranging from breit (broad) to 1ebhaft (lively) 

and the toccata-like episodes labeled 2:31 impart a dramatic flavor

to the composition which is not found elsewhere in the sonatas.

The other sonata movements illustrate a more conservative

use of rhythm. Changes in meter signature do not occur often and

involve only the addition or subtraction of one beat (i.e., changes

from Z to Z, or from g to g); consequently, the basic pulse is

unaffected, although an exception may be seen in the first move-

ment of Sonata 1, measures 134-164. That Hindemith was fond of

triple and compound meters may be observed in the fact that he

used them for six of the ten movements of the sonatas.

Syncopation is used sparingly, occurring only in the first
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movements of Sonata I and Sonata III. Frequent use of triplets

within a prevailing duple meter is characteristic of Hindemith,

although he rarely places triplets against duplets on the same

beat. Rhythmic patterns change as the music unfolds and phrases

are often contrasted rhythmically. The Opening of Sonata I i1-

lustrates this latter tendency rather well. It begins with

triplets, changes to duplets in measure 5, and then shifts to a

dotted-note rhythm in measure 7.

In a broader rhythmic meaning, Hindemith's use of phrases

of varied lengths provides a sense of irregular accentuation to

his music. His effective use of short phrases, some only a measure

in length, is especially characteristic. When other rhythmic

elements such as syncopation are coupled with short phrases, the

rhythmical effect is sharpened considerably (see Example 3, below).

EXample 3--Sonata I, first movement, mm. 82-86.
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Melody

Hindemith was a melodist: his lines generally reflect

an angular, typically instrumental orientation, although singable,

almost vocal ideas may also be found in his music. There is an

objective quality about his melodies which recalls similar charac-

teristics of Mozart and Bach whom Hindemith greatly admired.

The melodies from the organ sonatas usually have an obvious

contour in which a point of climax is clearly established or in

which forward motion is logically carried to a point of repose.

One of the best of Hindemith's melodies is the main theme of the

first movement of Sonata 1; it is shown in Example 4. A marvelous

effect is created by the energetic rise to a point of climax fol-

lowed by a relaxation of tension coupled with a descent to the low-

est point of the melody. A contour of classic proportions is out-

lined. It should be mentioned, however, that most of Hindemith's

melodies do not possess the wide range of this melody. The usual

range is that of a tenth, and some fall within a range of one

octave.

Example 4--Sonata I, first movement, mm. 53-67.

I—. [
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One of the most apparent traits of Hindemith's melodies

consists in the use of a number of accidentals. These result from

(1) the fact that a key signature is not used, and (2) an expan-

sion of traditional key relationships by the use of tones outside

the prevailing scale or mode. One may observe in the first five

measures of Example 4 how the use of an Al, E4, and.B§expands the

E-flat dorian mode. Sometimes the addition of tones foreign to

the prevailing scale leads to use of all twelve tones as in the

fugue subject of the last movement in Sonata II. In the initial

presentation of this subject, given as Example 5, all twelve tones

within the octave are presented, with eleven of them occurring

within the first fifteen notes. Hindemith does not use serial

techniques, however. His melodies sometimes illustrate a free

use of the twelve tones, although rarely do his melodies depart

very far from a tonal center or a traditional scale pattern.

Example 5--Sonata II, third movement, mm. 1-5.

I33 ”6'" 7 t' i/o/I 12..  
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The use of skips, especially the interVal of a fourth,

characterizes Hindemith's melodies and contributes to their feel-

ing of angularity and of instrumental orientation. In addition

to the number of skips contained in his melodies, they also re-

flect a basic tenent expressed in his Craft of Musical Composi-

Eigg to the effect that seconds are the basic building blocks out

of which melodies are made. Hindemith generally avoided any

triadic outlines in his melodies, and the frequent use of melodic

fourths and seconds (and their inversions, melodic fifths and

sevenths) were an aid to his endeavor. The melodies in Examples

4, 6, and 7 illustrate typical melodic intervals employed by

Hindemith. The characteristic interval of a fourth has been

bracketed in the examples.

Example 6--Sonata III, first movement, mm. 1-4.

(’4 r——1 r"'7r—’1 r771r’1  
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Hindemith generally avoided the leading tone in his

melodies, and, as will be pointed out in another section of this

chapter, also avoided its use at cadences. Although the leading

tone is often not used when melodies are based upon minor scales,

Hindemith avoided its use even for melodies which were based upon

major scales. Example 8 illustrates this point rather well, es-

pecially when one observes how the flatted seventh of the scale

(a D4) is made a prominent feature of this melody. Other melodies

in which the flatted seventh is used may be seen in Sonata I,

fourth movement, measures 1-8; Sonata II, first movement, measures

1-8; and in Example 6. Hindemith's fondness for modal melodies

provided another means whereby he was able to avoid the leading

tone. One may observe that the dorian mode is used for the main

theme of the sonata-allegro form with which Sonata I begins (see

Example 4), and that it is also used for the second theme of the

same movement (see Example 9).

Example 8--Sonata II, second movement, mm. 1-5.

 

   

Example 9--Sonata I, first movement, mm. 87-92.
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Hindemith's melodies, like Bach's, often contain motives

which may later be expanded and developed. In this sense, his

craftsmanship is much in evidence. Examination of the first page

of Sonata I will illustrate the expansion of melodic material from

motivic sources. Observe how the upper voice for measures 5-18

is motivically derived from measures 5 and 7. Similar motivic ex-

pansion and deve10pment may be observed in other movements of the

sonatas, especially in the second movements of Sonata 1 and Sonata III.

Hindemith's use of short phrases, made up of sequential

patterns or outright repetition, characterizes many of his melodies.

One may observe an illustration of short repetitive phrases in

EXample 4 and Example 6. The use of sequential patterns is closely

related to Hindemith's use of motivic development and expansion

mentioned previously. Example 4 amply demonstrates how Hindemith

uses the figure given in measures 8 and 9 and continues it by se-

quential treatment. Sequential or repetitive treatment is not

always as apparent as the illustrations given, however, for Hinde-

mith often expands or develops his melodic material in more subtle

ways as may be seen in Example 10.

Example 10--Sonata I, first movement, mm. 32-36.
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In the final analysis, it is Hindemith himself who provides

one of the best insights into his concept of melody. That this

concept is expressed in the organ sonatas is readily apparent.

Melodies can, in our time, be constructed rationally. We

do not need to believe in benign fairies, bestowing angelic

tunes upon their favorites, nor is it necessary to be guided

by the crude concept of melodically dissolved harmony. We can

understand melodies as a sequence of intervals, linked together

in a chain, with recurring tones, and welded into higher melodic

entities by variably distanced steps of major and minor seconds.

Application of the melodic material according to these con-

siderations will do justice to both the technical demand for

continuous sequence of smallest melodic units and the aesthetic

goal of indivisible higher entities.

Texture

Counterpoint is the essence of Hindemith's texture, whether

in fugue or sonata forms. In comparison to the fugues in the LEQEE

Tonalis, the contrapuntal style of the organ sonatas is not complex.

It is of a more light-hearted vein and is generally patterned

after a two or, at most, three-voice contrapuntal framework. When

other voices are added, they reinforce the basic counterpoint as

harmonic parts or they are spaced so they do not obscure the

contrapuntal lines. Thus the performer is never given more than

he can hape to make intelligible, and the stratified layout of

the contrapuntal strands is an aid to his effort. That Hindemith

 

1Paul Hindemith, Composers World: Horizons and Limita-

tions (Cambridge: Harvard University Press, 1952). P- 112.
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emphasized the clarity and importance of a two-voice framework for

contrapuntal compositions may be seen in the following quotation

from the Craft of Musical Composition:
 

If writing in several voices is to sound clear and intelli-

gible, the contours of its two-voice framework must be cleanly

designed and cogently organized. . . . The two voices must not

get in each other's way, as can easily happen if each is made

to bear too much melodic weight; rather must they be contrasted

and balanced one against the other, in their shape and in their

time-values. This two-part framework is no mere scaffolding

to assist the composer in his work; it is a living member of

the body of the musical work.2

Hindemith's predilection for fugues is reflected in the

extensive use he made of them in his compositions. They constitute

the principal feature of the Ludus Tonalis, and also occur in works

such as the String Quartet Number Three (the Opening movement is a

fugato); Symphonie: Mathis der Maler (a fugato occurs near the

conclusion of the Temptations of St. Anthony); Piano Sonata Number

Three (the last movement is a fugue); or the Sonata for Violin and

Piano and the Sonata II for organ, both of which end with a fugue

3
in rondo form.

Although the fugue in Sonata II mentioned above is the

most extensive example in the organ sonatas, there are fugal

entries which occur in the first movement of Sonata I. One of

 

2Paul Hindemith, The Craft of Musical Composition,_Book 1:

Theoretical Part, Trans. Arthur Mendel (New York: Associated Music

Publishers, Inc., 1942), p. 114.

3A discussion of the fugue in Sonata II will be dealt with

in Chapter III.





35

the most obvious of these is the exposition of the second theme

in the first movement (see Measures 87-130). Another fugal passage

takes place in the development where the entries occur a fifth

apart -- on C-sharp, F-sharp, and B (in measures 216, 221, and 226

respectively).

An interesting feature of Hindemith's fugal writing for

the organ sonatas is that he does not use a countersubject, nor

is there always an answer in the sense of traditional tonal rela-

tionships. His fugal writing, and his polyphonic texture in

general, may be said to reflect a rather free approach to counter-

point in which the voices move with considerable transparency.

As one might expect, a significant number of imitative

entries occur throughout the organ sonatas. Two typical entries

may be seen in Example 11 and Example 12 below:

Example ll--Sonata II, second movement, mm. 41-44.
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Example 12--Sonata I, first movement, mm. 165-173.

1 . " ' tire-~b1-

  
Although examples of double counterpoint, inversion or

retrograde were not found in the sonatas, other techniques commonly

associated with contrapuntal textures such as canon, ostinato, and

pedal points were easily located. Lengthy canons such as those

in the two organ concertos do not characterize the organ sonatas,

although there are two very effective canons which occur in the

first movement of Sonata III (measures 24-28 and measures 44-49 re-

spectively).

Ostinatos do not figure extensively in the sonatas. The

two ostinatos which occur in measures 27-39 and measures 52-59 of

the fourth movement of Sonata I are worthy of notice.
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Pedal points are very characteristic of Hindemith and

often last for many measures. They may be easily located through-

out the sonatas and, as will be pointed out in Chapter V, occur

regularly in the organ concertos. One may observe a lengthy pedal

point at the end of the first movement in Sonata I (measures 329-372).

It is also characteristic for Hindemith to use a pedal point as -

an inner voice where it has the effect of thickening the texture

without increasing the contrapuntal complexity. This technique

may be observed in Example 11 and also in Example 13.

Example 13--Sonata I, first movement, mm. 329-332.

  

Another significant characteristic of Hindemith's tex-

ture is the insertion of additional voices to the prevailing texture.

These added voices fulfill one of three purposes: (1) their addition

results in a corresponding increase in dynamics, (2) they create

harmonic support, and (3) they help to accentuate rhythm.4 The

4Hindemith's remarks regarding the addition of voices to

the musical texture may be referred to on page 13.
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reader may see examples of all three categories in the last move-

ment of Sonata III. A glance at the score will reveal that the

manuals fundamentally consist of a two-voice counterpoint. In

measures 1-12 the addition and deletion of voices tends to create

changes in the dynamic level, some of which are actually indicated

by Hindemith. There is no question that the crescendo in measure

11 is nicely capped by the full-voiced sonorities of measure 12.

An harmonic purpose is fulfilled by the additional part which

parallels the lowest manual voice in measures 16-17, and an effec-

tive feature of the movement is the addition of voices in measures

41, 45, and in measures 61-62. The rhythmic accents created by

these six-voiced chords are solidly felt. Another striking example

I of accents caused by the addition of voices may be seen in Sonata I,

third movement, measures 6-7 and measures 34-35.

Two other characteristics of Hindemith's texture may be

found in the third movement of Sonata III. The first consists of

two-voice octave passages for the manuals in which the two voices

are separated by either two or three octaves. Examples may be

seen in measures 18-19, 27-30, and 52-53. Other octave passages

may be observed in Sonata I, first movement, measures 44-47 and

measures 134-143. Octave passages may also be located in other

keyboard works such as the piano sonatas and in the piano part of

the Theme and Four Variations (The Four Temperaments). A second

characteristic, a fondness for use of parallel voices, may be

found in the third movement of Sonata III -- in measure 9 (parallel
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fifths), measures 16-17 (parallel fourth chords formed by the

pedal and left hand), and in measure 44 (parallel fifths in con-

trary motion). A.rich, somber quality is evoked by the parallel-

ism in the first movement of Sonata II in measures 130-153.

The foregoing discussion has dwelt upon the contrapuntal

character of Hindemith's organ sonatas, but one should not infer

that homophonic textures were not used. The lovely pastorale

melody which begins Sonata III (Example 6), or the main theme of
 

the first movement of Sonata I (Example 4) would refute this as-

sumption. There is no doubt, however, that even in cases where

one part is given melodic predominance, the other parts provide

secondary movement and interest.

.EEEEBEX

The familiar, yet individual, harmonic style of Hinde-

mith is well represented in the organ sonatas. As in compositions

written for other media, Hindemith makes extensive use of major

and minor triads, the "noblest of all chords."5 Incomplete major

and minor seventh chords, and augmented and diminished triads occur

only seldom. EXamples of extended tertian sonorities, diminished

seventh chords, and tone clusters are not characteristic of the

organ sonatas.

 

5Paul Hindemith, Craft of Musical Composition, p. 102.



Hindemith's use of fourth chords (i.e., chords construc-

ted of superimposed fourths) is very evident and appears as three

or four note vertical sonorities.6 The use of fourth chords and

triads in the sonatas is almost equalled by the vast numbers of

incomplete sonorities. These generally may be reduced to inter-

vals of thirds or fifths. The frequency of two-voiced passages

accounts for many incomplete sonorities, but there are several

examples also located in passages comprising three or more voices.

The third movement from Sonata III has been selected to

illustrate Hindemith's harmonic vocabulary. We have reduced the

vertical sonority appearing on each strong beat to its most

familiar form -- simple intervals; and triads, seventh chords,

etc., in root position -- and we have placed them within a single

clef. In cases where interesting movement occurs on weaker beats

it has been included. This harmonic reduction is given on the

following page as Example 14.

While the harmonic reduction and analysis of this movement

may vary from person to person, a tabulation of the vertical

sonorities shown in Example 14 reveals some interesting generaliza-

tions. In the first place, incomplete sonorities (38) were used

most frequently. Twenty-five fourth chords were used, with most

 

6No distinction will be made between chords built of fourths

or fifths, inasmuch as the two designations refer to a rearrange-

ment of notes common to both.
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Example l4--Sonata III, third movement; a reduction of

vertical sonorities occurring on strong beats.
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of these (17) comprised of three-note groups and all the rest of

four-note groups. Although triads were used only eighteen times,

it must be admitted that triads were implied in several instances

where intervals of thirds and fifths appeared. Thus the triadic

feeling of the movement is stronger than the number of triads might

indicate. Seventh chords occurred only nine times, and seven of

these were incomplete chords.

It is obvious that traditional harmonic progression is

used very little. Chords move freely to any other chord and

sometimes provide stimulating contrasts as in measures 3-5 or

11-12 of Example 14. Seventh chords and fourth chords, which pro-

vide dissonance requiring resolution in more traditional settings,

are treated as distinct entities and often proceed to other equally

dissonant chords. Hindemith's music recalls the bold treatment

of dissonances typical of the Ars Nova in which a counterpoint

started and converged at points of consonance while in between it

moved with considerable harmonic freedom.

MEX

Traditional concepts of tonality must be broadened when

one refers to Hindemith's music, for his free use of all tones

within the octave precludes familiar scale and key relationships.

For purposes of this study, the tendency of one tone to emerge and

assert itself will be recognized, and it will be designated as a
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tonal center or as the tonality, using the two terms interchangeably.

Hindemith's music generally exhibits a strong tonal center.

The quotation below illustrates that Hindemith recognized tonality

as a desirable element in composition, and it also demonstrates the

moral implications which he so often attached to music.

We cannot escape the relationship of tones. Whenever two tones

sound, either simultaneously or successively, they create a cer-

tain interval-value; whenever chords or intervals are connected,

they enter into a more or less close relationship. And whenever

the relationships of tones are played off one against another,

tonal coherence appears. It is thus quite impossible to devise

groups of tones without tonal coherence. Tonality is a natural

force, like gravity [italics mine] . . . . We may assert that

there are but two kinds of music: good music, in which the tonal

relations are handled intelligently and skillfully, and bad

music, which 9isregards them and consequently mixes them in aim-

less fashion.

Hindemith suggests that the triad is a necessary element

for the establishment of tonality. It is especially interesting

that he relates both the triad and the concept of tonality to the

force of gravity. The following statement provides some insight

into his consistent use of triads at cadences and structural points:

The extended major triad, . . . is to the trained and the naive

listener alike one of the most impressive phenomena of nature,

simple and elemental as rain, snow, and wind. Music, as long as

it exists, will always take its departure from the major triad

and return to it. . . . In the world of tones, the triad cor-

responds to the force of gravity. [Italics mine] It serves

as our constant guiding point, our unit of measure, and our goal,

even in those sections of compositions which avoid it.

Every movement of the organ sonatas ends upon a complete or

incomplete triad, usually major, but cadences within movements end

 

7Paul Hindemith, Craft of Musical Composition, p. 152.

81bido, p- 220
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upon a variety of chords, and a few end upon intervals or a

single note. Cadences, by which means tonal centers are fre-

quently defined, are of two main types in the organ sonatas: (l)

cadences approached by stepwise bass movement, and (2) plagal

cadences. In the first type, the bass frequently moves from the

supertonic to the tonic either by whole-step or half-step. How-

ever, when the bass approaches the tonic from below, it ascends

a major second. The upper part usually moves in contrary motion

with the bass, although not necessarily by step. That there is a

strong similarity between cadences used at the time of Machaut

and those used by Hindemith may be seen in Example 15 and 16

below. Both composers demonstrate contrary movement between the

outer voices.

Example 15--Machaut: Je puis trap bien, final cadence.9

 

 

 

9The example is taken from: Archibald T. Davison and Willi

Apel (ed.), Historical Anthology of Music, vol. I: Oriental,

Medieval and Renaissance Music (Cambridge: Harvard University Press,

1949) ’ p. 48 O
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Example 16--Sonata II, first movement, mm. 7-8; and

Sonata III, first movement, mm. 8-9.

 

Plagal cadences provided a means whereby Hindemith was

able to break with the leading tone tradition of eighteenth and

nineteenth century cadential practices. The example below illus-

trates a typical bass movement from the subdominant, through the

submediant, and from thence to the tonic.

Example l7--Sonata II, first movement, mm. 30-31; and

Sonata III, second movement, mm. 16-17.

8
5
‘
“
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Sometimes the bass moves directly from the subdominant

to the tonic as in the two cadences in Example 18.

Example 18--Sonata I, first movement, mm. 176-177; and

Sonata II, third movement, mm. 20-21.

a

  
Two other types of cadences occur often enough to merit

attention. The first is a cadence prepared by a pedal point,

against which the harmony moves about freely until it resolves,

incorporating the pedal point as a member of the final sonority

(see Example 19). There are also some examples of the bass moving

from dominant to tonic at the cadence, but in only one case was

the harmony also dominant to tonic (Sonata 1, second movement,

mm. 16-17). A typical illustration of dominant to tonic bass move-

ment is shown in Example 20.

Example l9--Sonata III, first movement, m. 28.
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Example 20--Sonata I, first movement, mm'. 65-67.

 

 

___ . .._-_.._ a, -.. A, ,1.-, . ..-_- . . - - ._.—

Tonality in Hindemith's music is established by two other

primary methods other than by the use of cadences. The first method

consists of interspersing triads throughout phrases and using them

as focal points where tonal clarity is needed. (Hindemith's

statement regarding the importance of the triad as a basic tonal

element may be recalled at this point.) The harmonic reduction

of the third movement from Sonata III (EXample 14) illustrates this

method, especially in measures 27-36.

The second method, that of using tonal repetition, is one

of the most characteristic features of Hindemith's music. We

have already discussed one aspect of tonal repetition, Hindemith's

extensive use of pedal points and it may also be seen in melodies

which feature repeated note patterns, and in the use of Ostinatos.

We will outline the tonal centers for individual movements

as a part of the formal analysis given in Chapter III. It is

pertinent to the present discussion, however, to mention some of

the typical means Hindemith employs to change tonality. Modulation,
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the most traditional method of changing tonality, sometimes ap-

pears as an ambiguous tonal passage between two tonal centers.

Examples may be seen in the first movement of Sonata III, measures
 

6-9; and the third movement of Sonata III, measures 16-19. Fre-

quently these areas of ambiguous tonality consist of two-voice

contrapuntal or sequential passages as in the first movement of

Sonata I, measures 17-18 and measures 270-287.

Sometimes Hindemith changes tonal centers abruptly, as

when he begins a new section within a movement. Changes in tonality

of one-half step are not uncommon and may be seen in the first

movement of Sonata II, measures 153-154; and in the first movement

of Sonata III, measures 28-29.





CHAPTER III

THE ORGAN SONATAS: A FORMAL ANALYSIS

Sonata I

General Observations

Sonata I is in two parts, labeled I and II in the score.

The first part is a sonata-allegro form with an introduction,

but the three movements contained within the second part suggest

a Rubens-like triptych through the placement of a brilliant,

rhapsodic central movement between two movements of contrasting

tempo and mood. For purposes of this study, the Opening movement

in Part I and the three movements in Part II will be treated as

separate entities; and designated as the first, second, third, and

fourth movements respectively. These movements are listed below

with their corresponding forms.

First movement Sonata-allegro form

with introduction

Second movement Bipartite form

Third movement Sectional form

Fourth movement Rondo form

The first four measures are used motivically in the other

movements of the sonata. Inasmuch as this material is so important

49
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to the work as a whole, they have been reproduced below as Example

21. Within these four measures are two motives which will be

called Motive A and Motive B (see Examples 22 and 23).

Example 21--Sonata I, first movement, mm. 1-4.

I"? r71 rr-I
     

 

Example 22--Motive A.
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The use of Motive A and Motive B in some selected areas

from the sonata is shown below:

Motive A

First movement

mm. 14-15

mm. 15, 16, and 17 (first beat each measure)

mm. 76-78 and 80-82

Second movement

mm. 14-15 (notice the descending bass line)

Third movement

mm. 39-40 (the original pedal part is in the

upper voice in inversion)

Motive B

First movement

mm. 134-162 (extension of the motive, see

mm. 137-138 especially)

Third movement

m. 1 (Opening pedal motive, also used in mm. 8,

14, 23, and 39-51)

The introduction to the first movement (measures 1-52) is

in bipartite form. The first section centers upon the tonality of

E-flat, and the second section, beginning in measure 19, tends

toward the tonality of G.

Following the statement of Motive A and Motive B in the

first four measures, there is a phrase of six measures length

(measures 5-10) which is characterized by a downward leap of a

fifth and a dotted note rhythm. A consequent phrase of four measures

length (measures 11-14) utilizes similar material beginning a sixth

higher. In measure 14 Motive A returns, and, in measures 15-18,
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it combines with melodic material from measure 5. The first sec-

tion ends with a series of falling fifths in measures 17-18.

Section two of the bipartite form consists of three phrases

and includes a short deve10pment. The first phrase begins in G

and ends on E (measures 19-22). A modulatory link (measures 22-25)

leads back to G. The second phrase (measures 26-31) begins like

the first, but soon digresses to A-flat and is extended to six

measures length. There is a development of the melodic material

which begins in measure 32 in the tonality of A and is further

develOped to measure 36. This development continues with a state-

ment of the first phrase in augmented and slightly altered form

and leads to a climax in measure 41. A modulatory link similar to

measures‘22-25 occurs in measures 44-47. The third and final

phrase occurs in G (measures 48-52) and is closely related to the

first phrase.

The sonata-allegro form which constitutes the rest of the

movement is outlined below:

EXPOSition O O O O O O O O O O O O O O O mmO 53-164

FirSt SUbjeCt O O O O O O O O O O O mm. 53-86

second SUbjeCt O O O O O O O O O O O mmO 87-133

Development O O O O O O O O O O O O O O mm. 165-287

Recapitulation O O O O O O O O O O O O O mm. 288-328

First subject mm. 288-328

COda O O O O O O O O O O O O O O O O O O mmO 329-372
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The theme of the first subject is in the E-flat dorian

mode, and it is constructed over a sustained E-flat in the lowest

voice. It incorporates two phrases in which the first has a strong

rhythmic and melodic character (see Example 24), and the second

utilizes a descending tetrachord followed by melodic thirds (see

Example 25).

Example 24--Sonata I, first movement, mm. 53-60.

 

Example 25--Sonata I, first movement, mm. 60-63.

 

The two phrases mentioned above are stated twice in measures

53-86. In measures 68-86 the first phrase undergoes change only

in the left-hand part, while the second phrase is altered by revers-

ing the direction of the tetrachord (measures 75 and 79) and ending

with harmonic rather than melodic thirds. One should notice how

cleverly Hindemith combines Motive A of the introduction with the

tetrachord of the second phrase in measures 75-82. The second phrase



 

is then extended and forms a modulatory link leading to the

second subject.

The second subject is also in the dorian mode (see Example

6). It centers upon the tonality of C-sharp and contrasts with

the first subject by having a more stable rhythm and diatonic move-

ment. Further contrast is brought out through a contrapuntal

texture in which the theme has three imitative entrances -- begin-

ning on G-sharp, G-sharp and C-sharp respectively. The imitation

is confined to the manual voices with the pedal functioning as

harmonic support for the ensemble. Following a hint of Motive A

in measures 105-110, there are three other presentations Of the

second subject, to which the manual voices or the pedal lend punctua-

tion.

Example 26--Sonata I, first movement, mm. 87-92.

  

There is an abrupt change in texture, dynamics, and

melodic material in measures 134-164, and this section has the

effect Of holding progress of the movement in suspension. The

question arises as to whether it is: (1) the beginning of the de-

velopment, (2) a codetta, or (3) a new theme occurring as part of

the second subject. Inasmuch as this section provides a sense Of

finality for the exposition and closes with a pedal point on the
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dominant (B-flat), it will be regarded as a codetta.

The development begins with imitative entrances of the

first subject in measures 165-177. Beginning in measure 177, the

Opening four measures of the introduction are recalled, this time

expanded to 11 measures. Measures 188-215 are also based upon

the introduction (measures 5-17), and incorporate the character-

istic falling fifth interval from that section. In measures 216-

231 the second subject Of the exposition is presented imitatively

by the upper and lower voices of the manuals and then by the pedal

(measures 226-231). Each presentation of the theme is a fifth

lower -- beginning on C-sharp, F-sharp, and B respectively.

The introduction is again recalled in measures 232-243,

for they are an expansion of measures 19-22. It is interesting

that the point of climax for the introduction (measures 40-43)

becomes a part of the deve10pment in measures 245-251 and leads

directly to the climactic point of the development -- a statement

of the first four measures of the introduction (measures 252-258)

followed by the second theme Of the exposition presented in canon

(measures 260-265). Furthermore, the upper voice of measures

260-265 resembles the upper voice of measures 40-42 in the intro-

duction. Here we see an excellent example of Hindemith uniting

thematic material from several sources. The development concludes

with a link (measures 270-287) which is melodically related to

measures 22-25 of the introduction.
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The recapitulation begins at measure 288 in the tonality

of E-flat with an exact repeat of the initial fifteen measures

of the exposition. The first subject continues at measure 303

with an enharmonic change from its original place in the exposi-

tion and moves to the tonal center of B. The next section

(measures 311-322) is related closely to the second phrase of the

first subject (see EXample 25) and also incorporates Motive A

from the Opening four measures of the introduction.

A short link in measures 322 to 328 leads to what would

ordinarily be the second subject. One is fully prepared for its

entrance and the tonality is the eXpected one of E-flat, yet

Hindemith begins measure 329 with the first subject theme! The

character of the movement relaxes considerably at this point, and

it soon becomes Obvious that Hindemith has dispensed with the

second subject in the recapitulation and has begun the coda. The

pedal point which begins in measure 329 and lasts to the end of

the movement would seem to confirm this analysis.

The combination of the first subject theme with the second

subject theme in the coda is one of its principal features (see

Example 27). This thematic combination is presented three times

in the coda, and, in measures 351-361, is given sequential treat-

ment and expansion. It is almost as though Hindemith were telling

us that this movement, in spite of all its contrasts and energetic

outpourings, was based upon a very simple little tune after all.
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Example 27--Sonata I, first movement, mm. 329-337.

 

Second Movement

The contrapuntal lyricism which permeates this movement

illustrates Hindemith's melodic sensitivity. The movement

generally consists of a two voice contrapuntal texture for the

manuals with the pedal functioning as a bass. The three voices

are increased to five voices in measures 13-16, the climax of

the movement.

The two sections which make up the bipartite structure

are similar in many respects. Not only is their general charac-

ter highly unified through the use of similar rhythms and tex-

ture, but the first three measures are the same for each (see

Example 28). The first section extends the melodic thrust of

the first three measures to measure 8 where a three measure

phrase begins. This phrase is repeated one step lower in

measures ll-l3, then there is a short deve10pment of a tetrachord

in contrary motion which leads to a statement of Motive A in
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measures 14-15. After sounding the dominant in measures 15-16,

the first section ends on E in measure 17 where it elides with

the beginning of the second section.

Example 28--Sonata I, second movement, mm. 1-3.

 

 

The second section, after repeating the initial measures

Of section one, departs to a new melody of two phrases length.

These last two phrases are then repeated in measures 26-32, and

the final cadence on E is extended for two measures.

There are two musical ideas which stand out in the second

movement. The first is a rhythmic ostinato which characterizes

much of the pedal part, and the second is the interval of a sixth

which Often occurs in the melodic lines of the manual voices. The

leap of a sixth first occurs as the Opening two notes in the right

hand, and it may also be Observed in the left-hand part in measures

4’ 5, and 6.
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Third Movement

Unlike the rest of the sonata, the third movement changes

meter and tempo frequently. Due to many rapid keyboard passages

and the above mentioned rhythmic fluctuations, the movement takes

on the character of a rhapsodic toccata.

There are five sections, and each section is marked off

with a four note pedal motive similar to the one which begins the

movement (see Example 29). One may Observe the beginnings of

each section in measures 1, 8, 14, 23, and 39. The last note of

the motive defines an initial tonality for each section, and this

last note, which is always sustained for at least one measure, is

always a fifth removed from the last note of the previous motive.

Example 29--Sonata I, third movement, mm. 1-2.
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The motive first announced by the pedal permeates this

movement and constitutes the unifying element for it. Fur-

thermore, its derivation from Motive B illustrates motivic uni-

fication of the sonata as a whole. The second, third, fourth, and

fifth notes Of the manual parts in measures 1-2 constitute a

use of the motive against itself. The notes which have been

marked with an asterisk in Examples 30 and 31 demonstrate further

expansion and development of the motive.

Example 30--Sonata 1, third movement, m. 3.

   

 

g
     *xk

 

  

  

Example 3l--Sonata 1, third movement, m. 5.

off-
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The second section begins by developing the motive as

given in Example 31. It soon expands to an ornamental passage

which leads to a chord in measure 14 which itself is reminiscent

of the chord given in measure 7. In fact, the entire second

section, with its upward sweep of notes, could be said to be

the reverse of measure 7 -- or even of the entire first section,

which has a generally downward direction from an initial chord.

The third section consists of further elaboration

of the basic motive of the movement through sequential treat-

ment.

The fourth section begins with massive chords which

reiterate the motive in such a way that one cannot help but

suspect that the motive B-A-C-H has somehow managed to slip into

the musical fabric (see Example 32). Following these chords,

a new musical idea consisting of a tetrachord played by the

left hand occurs in measure 24. Against this new material a

gyrating series of notes related to the motive expends itself

rapidly. There is a slower section which begins in measure 30,

and it is freely derived from the tetrachord first introduced

in measure 24.
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Example 32--Sonata 1, third movement, mm. 23-24.

 

In measure 34 a new figuration makes an appearance and

once again we find that the motive constitutes the germ for this

passage. The motive is outlined in Example 33 where the notes are

marked with an asterisk. Measures 37 and 38 are similarly derived

from the motive of this movement.

Example 33--Sonata I, third movement, mm. 34-35.

9‘ 4‘»
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The last section begins in measure 39 with three cadential

chords played over the pedal motive which continues as an ostinato

to the end of the movement. These cadential chords are reminis-

cent of the opening motive of the sonata, Motive A, and the upper

voice constitutes an inversion of the three notes sounded first '

by the pedal in measures 1-3 of the first movement. The three

cadential chords are repeated in measures 41-42 and at the con-

clusion of the movement.

Fourth Movement

The fourth movement is based upon the rondo form out-

lined below:

Theme . . . . . . . . . . . . . . . . . mm. 1-26

Episode . . . . . . . . . . . . . . . . mm. 27-41

Theme . . . . . . . . . . . . . . . . . mm. 41-52

Episode mm. 52-78

ThemeOOOOOOOOOOOOOOOOOmo7B-100

COdetta O O O O O O O O O O O O O O O O ImIlO 100-114

As in the rest of the sonata, Hindemith recalls melodic

material from the first movement. Motive A Occurs in measures

14-15 and 18-19, and there is also some resemblance between the

thematic material of the first and last movements which may be

observed by comparing Example 34a and 34b.



r
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Example 34a--Sonata I, fourth movement, mm. 10-12.

 

 

 
 

Example 34b--Sonata I, first movement, mm. 60-61.

 

The theme, which is in a bipartite form, encompasses

measures 1-26. The first section of the theme, generally centered

upon a tonal center of E-flat, ends on the first beat of measure

14. The second section uses the melodic material of measure 7

and eXpands upon it in two similar phrases -- the first in the

tonality of E-flat, and the second in the tonality of C. A modu-

latory link in measures 22-26 leads to the first episode and is

derived from the rising dotted-note figure first heard in the

left-hand part of measures 7 and 14.

The first episode is a period which centers upon the tonality

Of A. It consists Of two similar phrases (measures 27-32 and measures

33-38) and features the use of a basso ostinato for both phrases.

A short link in measures 38-41 leads back to E-flat and a repeti-

tion of the first 10 measures of the theme.



\
‘
O

O
—



65

The second episode is an unusual one, for it consists

of a theme with a single variation. The theme is given first

in measures 52-63 in 2 meter. It is presented by the right-hand

part, and, for the first two phrases in measures 52-55 and measures

56-59, is accompanied by an ostinato accompaniment in the left

hand and pedal. A third phrase concludes the statement of the

theme in measures 59-63. EXamination of the variation in measures

64-77 will reveal that the left-hand part and the pedal are re-

peated literally except for the last four measures in.which the

note values are doubled. During this same section the right hand

provides a melodic variant of its original part. The entire epi-

sode is based upon a tonal center Of B.

In measure 78 the theme returns in the tonality of E-flat.

The theme of the rondo undergoes some deve10pment and transfor-

mation during measures 85-96 and there is a shift in tonality

to A-flat. Following a short modulatory link, the codetta

begins in measure 100 over a pedal point on E-flat which is

maintained to the concluding E-flat minor chord. Further uni-

fication of melodic material may be seen in the use of the first

three notes of the rondo theme for measures 100-104, and an in-

version Of these three notes in measures 105-109.

Sonata II

General Observations

Sonata II was written in 1937, the same year as Sonata 1.

The three movements of the sonata, indicated in the score by Roman
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numerals I, II, and III, are listed below with their corresponding

forms.

First movement Rondo form

Second movement Ternary form

Third movement FUgue/rondo

Although motives such as those found in Sonata I do not

permeate this work, it is interesting to notice that there is

a suggestion of Motive A from the first sonata which occurs in

measures l-2, 3-4, and 5-6 of the first movement of Sonata II.

One may well speculate that this motive, so important to Sonata

1, was consciously or unconsciously still on Hindemith's mind

as he wrote the second sonata.

Plagal cadences, which are used extensively in Sonata II

often signal the conclusion of a movement or of an important

section. Their use takes on an almost motivic character, especially

when one considers that the melodic line frequently consists of

3-2-1, with the bass moving either 4-6-1 or 6-7-1. Examples may

be seen in measures 7-8 and 30-31 of the first movement.

First Movement

The rondo form of the first movement is outlined

below:



p
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Rondo theme . . . . . . . . . . . mm. 1-31

First episode . . . . . . . . . . mm. 32-71

Rondo theme . . . . . . . . . . . mm. 72-106

Second episode . . . . . . . . . mm. 106-153

Rondo theme . . . . . . . . . . . mm. 154-184

The movement begins with the rondo theme which itself

is in a ternary form. The first and last sections of the form

(measures 1-8 and 24-31) are very similar and constitute the main

thematic material. It is given as Example 35. In measures 8-14

there is a modulatory link consisting of two phrases, with the

second phrase a repetition of the first transposed one tone lower.

Inasmuch as this material is important to the second appearance

of the rondo theme, it is reproduced as Example 36.

Example 35--Sonata II, first movement, mm. 1-8.

 

Example 36--Sonata II, first movement, mm. 8-ll.

 



The middle section Of the rondo theme begins in measure

14 in the tonality of G-sharp. It consists of a melody which is

first presented by the right hand and then repeated in an abbreviated

version by the left hand in measures 20-23. The middle section ends

when it elides abruptly with the third section in measure 24.

The final section of the rondo theme presents an almost

exact repetition of the upper voice of measures 1-8. The left-

hand part assumes greater rhythmic importance while the other parts

are slightly modified. The rondo refrain ends upon an E major

chord in measure 31.

One of the unusual features of the episodes is the use of

a motto theme which heralds important sections in the episodes.

It is given in Example 37. The use of fourths, the pedal point on

the two inner voices, and an emphasis upon beginning and ending

the two outer voices on an octave not only illustrate a sound

which is typical Of Hindemith, but also provide easy recognition

of the motto theme.

Example 37--Sonata II, first movement, mm. 32-35.

/—\ /'\   
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After the motto theme has been stated, the first epi-

sode continues with a long phrase of 15 measures. It is new

musical material consisting of notes and intervals played with

alternating hands and supported occasionally by the pedal. This

toccata-like section ends at measure 49 in the tonality of B and

the motto theme reappears, thus announcing the next section of

the episode.

The second section consists of a series of transitory

phrases. It begins with two similar phrases in measures 52-63

and is followed by four other phrases. The first of these four

phrases presents a graceful melody in the upper voice which is

repeated in the second phrase with slight embellishment. The

left-hand accompaniment for the first two phrases becomes the

principal feature Of the third phrase in measures 67-69. The

fourth phrase ends with a short passage in octaves.

The rondo theme returns in measures 72-106, beginning in

the tonality of G-sharp and ending in A. The ternary form charac-

teristic of the first rondo theme is present, although there are

some interesting modifications in the musical material used. One

of the unusual features is that a transposition Of the first eight

measures of the movement is used to begin and conclude this sec-

tion (compare measures 72-79 and 99-106 with Example 35). Another

interesting feature is that some of the melodic material of
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measures 79-98 is cleverly derived from the fifth, sixth, seventh

and eighth notes of the modulatory link in the first rondo theme

(compare Example 38 with Example 36). A humorous Observation may

be made here that Hindemith once told Robert Noehren that these

measures reminded him of a barber pole!

Example 38--Sonata II, first movement, mm. 79-83.

 

 
 

The second epidode, like the first, has two sections

which are separated by the use Of the motto theme. Although the

first section of this episode resembles the initial section of

the previous episode through the use of an eighth-note rhythm

and parallel sixths, the resemblance can be taken no further,

for the rest of the musical material is new. There are three

phrases, located in measures 106-111, measures 111-118, and meas-

ures 118-125 respectively. Each phrase expands the musical

material Of its predecessor so that a climax is attained in

measures 123-125. Furthermore, each phrase ends with two staccato
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chords which have the character of dramatic punctuation. The

first section concludes with three repetitions of the staccato

chords in measures 123-125.

Hindemith, having attained the climactic point of this sec-

tion, and for the first movement as well, cleverly continues with

the motto theme of the episode and makes it a part of the climax

and at the same time separates the two sections Of this episode.

The second section of the episode is Of such startlingly

different character that at first glance it seems out of place.

The texture contrasts with the rest of the movement through the

use of parallel voices, and there is also a softer dynamic level

and a slower rhythm. These elements provide a rather ponderous

and mysterious quality in a movement which otherwise sparkles

with vitality.

There are five phrases in this section, each beginning in

measures 129, 133, 137, 145, and 149 respectively. The fourth

and fifth phrases repeat the first and second phrases with the

exception of a five-note link preceding the fifth phrase. Hinde-

mith ends the second episode in the tonality of F and charac-

.teristically begins the next section a half-step away, upon E.

The final statement of the rondo theme consists of a

literal repeat of the first thirty-one measures.
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Second Movement

One is reminded of the terraced dynamics characteristic

Of the Baroque era in the second movement, for phrases are

designated either p or m: with corresponding manual designations

Of Oberwerk and Hauptwerk. These are the only manual designa-

tions given in the three sonatas.

The second movement is a ternary form in which the di-

gression and restatement are repeated, although with some modifi-

cations. The outline Of the ternary form follows with corres-

ponding measure numbers.

Ternary form:

Statement O O O O O O O O O O m. 1-20

Digression. O O O O O O O O O mmo 20-31

ReStatement O O O O O O O O O ITIITIO 32-38

Repetition of last two sections:

DigreSSionO O O O O O O O O O TUITIO 39-49

ReStatement O O O O O O O O O HERO 50-56

COdaOOOOOOOOOOOOOOOm057-66

The opening statement consists of four phrases in the

form of a double period with each period centered upon the

tonality of E and ending in F-sharp. In measures 7-8 there

is a short passage in C-sharp which is very reminiscent of Motive

A from Sonata I.

The middle section of the ternary form begins in measure
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20 with a melody which has melodic and rhythmic resemblance to

the Opening statement. There are two similar phrases and a

transitional phrase. The first phrase, measures 20-23, is

transposed a third higher and extended sequentially to become the

second phrase in measures 23-27. The second phrase elides with

the beginning of the third phrase in measure 27. There is an

interesting chain sequence for the right-hand part of the third

phrase which drops a fourth each measure over a pedal point on A

and an ascending bass in the left hand. The section ends with a

cadence on D which functions as a half-cadence.

The restatement is a seven measure phrase in the tonality

of E in which Hindemith presents the upper voice of measures 1

and 2 imitatively in measures 32-33, 34-35, and 36-37. The ter-

nary form could have closed with a coda at this point, but Hinde-

mith enlarged its dimensions by modifying and repeating the di-

gression and restatement before proceeding to the coda.

The second presentation of the digression begins as before,

except that two pedal points on F and D are added, thus reaffirm-

ing the tonal basis of the previous section. The highest voice

is the same as that used in the original digression and the imita-

tive treatment characteristic of the former digression continues,

although the inner parts are modified.

The final restatement is also quite similar to its prede-

cessor. It differs from its original in much the same manner as
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the digression discussed above -- the upper voice remains the

same, the inner parts are modified, and there is the addition of

a pedal point.

The coda, measures 57-66, continues the same p and pf

alteration upon the Hauptwerk and Oberwerk. There are two-four

measure phrases in which the upper voice is identical for each,

and two similar, but very short phrases in the last four measures.

Third Movement

The third movement has two dynamic curves, each of which

begins pp, rises to f, and then returns to pp. The first curve

takes up two-thirds of the movement (measures 1-60), and the

second Occurs in measures 61-93.

Although Hindemith labeled this movement 2232’ it is not

a fugue in the usual sense, nor is it monothematic. The move-

ment consists of three fugue expositions which alternate with

sections that are digressive in nature. These digressions do

not develOp or present musical material from the eXpositions, but

introduce new melodies or new motives. It is obvious that Hinde-

mith has combined elements of fugue and rondo to produce a unique

compound form. The outline below shows the main sections of the

movement, which will be termed a fugue/rondo.
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Fugue EXPOSIEIOH IO O O O O O O O mm. 1-21

DigreSSion IO O O O O O O O O O O IMHO 21-31

FUgue exposition 11 mm. 32-44

Digression II O O O O O O O O O O mm. 45-60

Fugue exp051tion IIIO O O O O O O HITTIO 61-93

The fugue subject is interesting for its use of eleven

of the twelve tones within the octave, each of which is numbered

in Example 39. The subject is not atonal, however, for the tonal

center of A is established through the tonic to dominant rela-

tionship of the second to the third note, the repetition of A

about midway in the subject, and by ending the subject on the

dominant of A.

Example 39--Sonata II, third movement, mm. 1-4.

 

    
I 1 J’ 4 £7 6 7 8 7 1O.”

 

 

A countersubject is not used in any of the fugue ex-

positions, nor do any motives from the digressions occur as a

counterpoint to the fugue subject. There are illustrations of

false entries, but none Of stretto. In the second fugue eXpO-

sition, measures 32-34, Hindemith pays homage to J. S. Bach by

use of the well-known B-A-C-H motive in the pedal.

Although a four voice texture is implied by the use of
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four entries of the subject in each exposition, the number of

voices fluctuates and sometimes increases to five or six voices.

A reading problem is created by the fact that rests are not always

inserted for voices that have momentarily drOpped from the tex-

ture as in measures 12, l3, 14, 33, or 35.

The movement begins with an announcement of the fugue

subject in voice one (we will speak of the upper voice as voice

one, the next lowest voice as voice two, etc.). VOice three in-

troduces a real answer in C as voice one concludes the last three

notes of the subject. Both voices continue to measure 7 where

they end on G, the dominant of the second entry. In the course

of a short extension to measure 9, voice one utilizes the principle

of vorimitation based on the head motive of the subject while

voice three uses the head motive in longer note values before pro-

ceeding to E, the dominant of the original tonality (the notes of

the head motive are marked with asterisks in Example 39). When

the subject is presented by voice two in measure 9, it is almost

obliterated by the imitation in the upper voices. Gradually the

second voice emerges as the other voices recede melodically and

rhythmically. A four measure episode follows in which voice two

motivically states the last three notes of the subject.

VOice four enters with a real answer in C while the other

voices assume a fairly static rhythm. VOice one maintains a

pedal point on C and voice three joins with an additional pedal
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point on C in measure 18. The answer is shortened by three notes

and concludes on A. At this point the pedal loses its contra-

puntal importance and functions instead as a bass which prepares

for a cadence on the dominant in measure 21.

Normally an episode leading to other entrances of the

subject in various keys would begin after the exposition of a fugue.

However, Hindemith brings the exposition to a stop at measure 21

and follows it with a new theme (See example 40) which is not re-

lated to the exposition. This theme is presented three times --

in voice one (measures 21-24), in voice three (measures 24-27), and

in voice four (measures 29-31). In each case the theme is accom-

panied by a counterpoint consisting of two or three voices.

EXample 40--Sonata II, third movement, mm. 21-24.

 

The second exposition begins in measure 32 when voice

one announces the subject accompanied by the B-A-C-H theme in the

pedal. VOices two, three, and four are reduced to harmonic support

for the outer voices. In measures 35 and 38 the subject is pre-

sented with slight melodic modifications and the contrapuntal

'texture intensifies. In measure 41 the subject in its original



form is presented by voice four while a pedal point on A is given

to voices one and three.

The momentum generated in the previous exposition is

brought to a climax at the beginning of the second digression.

This digression commences in measure 45 and consists of four-three

measure phrases and an extension. The first and second phrases,

measures 45-47 and 48-50, are transposed one step lower and repeated

as the third and fourth phrases in measures 51-53 and 54-56.

Hindemith contrasts the repeated phrases by indicating E for the

first two phrases and mg for the latter two. Measures 55-56 are

then extended to measures 57-60 and the climactic character of this

section diminishes. The tonality hovers around E until measure

60 when the subdominant of D is heard.

The final exposition begins over a pedal point on D.

The first subject is presented by voice one accompanied by voice

three. In measure 65 voice two is added while voice three presents

a real answer in F. Voice four enters with another real answer in

C in measure 70 following a short episode. The texture is increased

to five voices at measure 73 when voice one announces the subject

tonally.

The intensity created by the contrapuntal movement pre-

ceding measure 73 is now taken up by an increase in dynamic levels

and in the number of voices. At the same time Hindemith corres-

pondingly reduces the contrapuntal texture to a more homophonic one.
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The last three notes of the subject are presented imitatively in

measures 76-77, then the number of voices is reduced to four.

Measures 78-82 exhibit sequential treatment of the head motive and

the last three notes of the subject by the upper voice and the

pedal respectively. The sequential treatment is continued in the

third voice to measure 88 while the pedal sustains a pedal point

on A.

The final fifteen notes of the subject are announced in

octaves to measure 91. In measures 91-93 the plagal cadence which

characterizes this sonata is heard with the last three notes of

the fugue subject given in long note values as the upper voice.

Sonata III

General Observations

Sonata III was written within a day and a half while Hinde-

mith was in Buffalo, New York. Its inception came about as a result

of a luncheon in 1940, during which Robert Noehren and Herbert

Fromm suggested to Hindemith that he ought to write some organ music

to complement the first two organ sonatas which had already been

published. By three o'clock in the afternoon of the same day,

Hindemith telephoned Robert Noehren to say that he had just com-

pleted a movement for an organ sonata (the second movement of Sonata

III) and that he would like to hear it performed right away. By

the end of the next day the other two movements had been completed.
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That a composition so rich in inventiveness and expression could

be created within such a short time serves to illustrate Hindemith's

craftsmanship and creative facility.

Whereas traditional multisectional forms were used for

the earlier organ sonatas, each movement of the third sonata is based

Upon a cantus firmus treatment of an Old German folk song. The song

is named at the beginning of each movement and its use as a cantus

firmus is easily located, although a programmatic representation of

the text is accorded little attention. We may gain some insight

into Sonata III from the following quotation from the Craft of Musical

Composition in.which Hindemith states his reasons for using folk

tunes as cantus firmuses for two voice settings:

I shall restrict myself, however, to the Older song material

because in this the melody develops in the full freshness of

unrestrained pleasure in linear design, without being hampered

by overstressed harmonic considerations in the scheme Of

definite cadences and marked symmetrical phrase structure which

later determines the form. These old songs thus give rich

possibilities to a polyphonic treatment; above all, they are

the ideal work-material for two-voice settings.

The statement above gains added importance when we realize

that the folk tunes used for the three movements Of Sonata III were

also used as work material and melody models in the pages which im-

mediately follow the above quotation.2 It is highly likely that

 

1Paul Hindemith, The Craft of Musical Composition,gBook II:

Exercises in Two-part Writipg, Trans. Otto Ortmann (New York: As-

sociated Music Publishers, Inc., 1941), p. 134.

2Ibid., pages for the folk tunes are as follows:

Ach Gott wem soll ich's klagen. . . .p. 158

Wach auf, mein hort . . . . . . . . .p. 150

So wunsch ich ihr . . . . . . .'. . .p. 151
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Hindemith's familiarity with these tunes provided a ready source

of material when he composed the third sonata. The following dis-

cussion of the folk tunes used in Sonata III utilizes the same

source used by Hindemith for his folk tune examples, in the gpgfg

' 3

of Musical Composition: Franz M. thme's Altdeutsches LiederHflch.
 

We noted in the earlier sonatas that motives were used

to unify movements and establish continuity. The movements in

Sonata III however, are not motivically related, and, except for

traditional tempo designations, the sonata seems more like a group-

ing of three independent pieces than a sonata in the more traditional

sense o

First;Movement

An old German folk song from the sixteenth century,

Ach Gott wem soll ich's klagen, is used twice as a cantus firmus

in the first movement. The tune and a translation of the text

appear below:

 

3Ibid., footnote on p. 135.
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Example 41-- Lament over Unfaithfplp£§§i_HA£pL§ppt, wem

soll ich's klagen.

 

 
O Lord, to whom shall I cry out my sorrow?

My young heart is imprisoned

And I cannot escape.

I had chosen a light-hearted maiden

But another has driven me out.

I would love her, I would hold her dear

And would do everything that her young heart desired

In correctness and in honor.

Yet she has another love than me,

She wants to leave me completely.

What keeps thee love, on thy wicked path?

That you are so completely unfaithful

Surprises me without end.

You have treated your promises like

Words in the wind.

 

"4Franz M: thme, Altdeutsches LiederbGOh (Wiesbaden: Breit-

k0Pf & Hartel, 1965), Ppo 300-301. Translation of the text by the

author.
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Unfaithfulness often returns to one

Who is unfaithful;

Of this I can assure you.

I want to see the time

When it will happen to you.

If I had perceived your unfaithfulness sooner

My heart would have turned itself from you.

You have lied to me.

I can clearly tell by your deceitful eyes

That you are untrue even to yourself.

Whoever sits Upon a thornbrier

And trusts himself to a young maiden

Is led like a blind man.

If he does not lose his way,

He can really take pride in himself.

Therefore give heed, young men!

Whoever has love for young maidens,

Don't let them deceive you.

The more emphatic the promises

The sooner they will be broken.

Hindemith allows the organist a much wider dynamic range

in the first movement than in the other two movements. The many

crescendos and diminuendos, as well as the range from pp to fff

could be construed as a programmatic representation of the folk

song text.

The performance recommendations regarding the use of swell

shutters and crescendo pedal given at the beginning of the second

sonata is repeated for this sonata, otherwise there are no manual

5
or timbre indications for the performer.

The movement is clearly separated into two sections by

 

SSee pO 91c



 

 

 



 

84

contrasts in style and character as well as by a change in meter

signature at measure 29. The overall effect is that of a prelude

and chorale, with the folk tune acting as unifying agent. In the

prelude the tune occurs in the pedal part with its rhythm slightly

altered to accommodate the £3 meter. It is presented in the chorale

as the upper voice.

By disregarding the cantus firmus momentarily and con-

centrating upon the upper parts of the prelude, the following

structure consisting of six phrases may be Observed: A B A C B A.

Measure numbers for the phrases are given below.

Phrase A . . . . . . . . . . . . mm. 1-4

Phrase B . . . . . . . . . . . . .7. 4-9

Phrase A . . . . . . . . . . . . mm. 10-13

Phrase C . . . . . . . . . . . . mm. 14-19

Phrase B . . . . . . . . . . . . mm. 19-24

PhraseAOOOOOOOOOOOO “1111.24-28

Phrase A, occurring between phrases which are digressive

in character, provides a strong sense of return and imparts a rondo-

like quality to the prelude. Observe that each phrase has its own

individuality and makes its special contribution to the rise and

fall of tension. In phrase A the pastorale melody in the upper

voice provides a counterpoint to the beginning of the cantus firmus.
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Phrase B digresses by means of a melodic line which continually

reaches upward supported by added voices and a crescendo to ff.

In phrase C Hindemith uses the same techniques as in phrase B, ex-

cept that he adds synCOpation and has hands moving in contrary

motion.

The main emphasis in the chorale is with a gradual build

up of sound to the fff in measure 44. Throughout this section

the folk tune is presented without alteration as the upper voice

while the lower voices provide a free counterpoint in three to six

parts. The overall effect is that Of a straightforward presenta-

tion of the tune, albeit in Hindemith's own inimitable harmonic

vocabulary. The movement ends pp after the final phrase of the

folk song is presented in canon during the last five measures.

Second Movement

The second movement is based upon the ancient German

folk song given below. The title Tagelied (day song) refers to

a type of song pOpular among the Minnesingers in which dawn in-

evitably brings with it the departure Of the lover. One is strongly

reminded of the famous duet from the second act of Wagner's Tristan

und Isolde where the two lovers sing of the repose and bliss of

night in contrast to the bright reality of day.
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Example 42--Tagelied: Wach aufz mein Hort.6

 

 

 

 

 

 

 

 
 

   

 

 

  

 

 

"Awake my treasure,

Hearken to my word,

Note what I have to say;

My heart longs for you.

Woman, let me not despair,

I set before you all my desire,

Let me enjoy your pleasures,

Let me enjoy your love.

Give me your proud body,

Open your heart

And let me enter,

Delicate maiden;

And turn me from grief

Which I now have.

The fact that I cannot be with you

Is against my wishes."

 

6B'dhme, pp. 201-202, translated by the author.
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"Ah, young man,

Stop pleading!

You are too wild for me.

If I granted your request,

I fear you wouldn't be quiet.

I thank thee dear guest

That you have given me

Your expression Of love."

"I have no intention

Of placing your honor in jeopardy.

If one should question you

He would be answered discreetly.

You can count on it

And trust me, you pure woman.

Don't insult my integrity!"

"Ah, young man,

Now prove yourself!

Sleep with me without worry.

No friendly request

Shall be refused till the bright morning.

Your friendly words

In this place

Sooth me and

Soften my heart."

The two lay there

Free of sorrow

Spending the long night in joy,

Until over them appeared

The bright day,

The bright morning light.

"Out of dire need

I cry to you.

Believe me,

Let our love endure."

The watcher stood at the parapet;

"If anyone is in hiding here,

He should go away

SO he doesn't get in trouble,

Take leave Of the beautiful woman,

Because it is the time.

Bright morning has appeared."
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The woman stood by the window,

Her lover wanted to depart.

She kissed him on his red mouth,

He embraced her again.

She made him a little cross

Of white pearls

Surrounded with green silk.

From this place he departs

And begins to sing

Of how he had fared

With a woman.

Her proud body

Had received him with love.

He felt greatly moved

And began to write

A day-song

Of a beautiful woman.

Although there is a repeat of the first six measures

given in the folk tune, Hindemith does not Observe the repeat in

the cantus firmus of the composition. Except for lengthening

the last notes of phrases, the folk tune is otherwise used in un-

altered form.

The bipartite structure of the folk tune (measures 1-7

and 7-15 is reflected in the movement as a bipartite form with

codetta. The first one and one-half measures of the composition

function as a framing device to outline the three sections. They

reappear twice, each time beginning on the last note of each main

section of the cantus firmus (see measures 7 and 15).

The principal feature of this work lies not in its formal

organization, but in the motivic derivation of the upper parts

from the cantus firmus. Hindemith demonstrates here a technique

which is both ingenious and extremely subtle.
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There are four portions of the folk tune from which

the motives of the composition are derived. These are illustrated

in Example 43, and the notes in the corresponding motives have

been marked with an asterisk to show relationships. The reader

is urged to Observe for himself how Hindemith has interwoven the

motives in the score. Measure numbers have been provided to show

where each motive is used in the composition.

In addition to the motives illustrated, Hindemith

uses the synCOpation of the folk song (measures 5-6), places it

in the pedal part, and makes it a feature of his composition.

The ornament which occurs in measure 6 of the folk song is

represented in the composition wherever sixty-fourth notes are

found.

The tightly knit texture of this movement with its

motivic development and voice imitation demonstrates an extremely

rational approach to composition. At the same time it is in-

teresting to compare the dialogue of the upper two voices in the

composition with the lively dialogue of the text. One is re-

minded of the intricate vocal duets which occur in Bach's cantata

Wachet Auf in which the duality of the bridegroom and bride is
 

represented.
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Example 43--Motivic relationships between the folk tune

Wach auf, mein hort (Awake my Treasure) and the second movement of

Sonata III O

Folk tune, mm. l-2 Motive C, mm. 1, 6, and 13.

   

Motive C', mm. 8, 9, and 10.

C

 

 

Motive C', while related to

mm. 1-2 of the folk tune, is

derived from notes 2, 3, and

4 of Motive C above.

Motive D, mm. 10, 11, and 15.

; O‘Ha—
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Folk tune, mm. 4-5 Motive E (an inversion of mm. 4-5

of the folk tune), mm. 3, 4, 5,

and 12.

 

 

 

Folk tune, mm. 5-7 Motive F, mm. 1, 4, 5-6, and 13-14-

: *4 r’ m‘rflou a! g a; fill

 

’1‘ 91:7

Folk tune, mm. 10-11
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Third Movement

Another German folk song from the sixteenth century is

used for the cantus firmus of the concluding movement. It is

given below with a translation of the text.

7
Example 44--Rider's Departure: SO wansch ich ihr.

 

 

 

 

I bid her then a good night

With whom I was alone.

A word she spoke to me:

"We must now part;

Separate not with sorrow,

God knows the time

When we shall have joy again."

Nights I have spent with her

She would blush.

She turned to the young man:

"God be with you,

My grief and joy,

Parting brings great sorrow;

I have become aware Of that."

 

73811108, p. 541 O
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The maiden stands at the window

And begins to sob.

"Remember, young man,

Don't leave me for long.

Come again soon,

My sweetheart,

Release me from heavy dreams."

The young man rode over the moor,

He turned his horse:

"God bless you, my darling,

Don't change your mind.

If God is with us

Our good fortune will return

Farewell, my heart's true love."

Examination of the tune above will reveal that it is a

small bipartite form consisting of four-three measure phrases with

the first two phrases repeated. Unlike the second movement, in

which the repeat found in the folk tune was not observed in the

cantus firmus, this folk tune is used intact.

The third movement is very much like a chorale prelude.

The placement of the cantus firmus in the pedal, the rapid move-

ment of the right hand and use of staccato for the left hand is

reminiscent Of the Bach chorale prelude on Nun freut euch (BWV 734).

The resemblance to chorale preludes such as the one mentioned

suggests that one would also approach the problem of organ regis-

tration similarly. The cantus firmus should be given a prominent

timbre and the upper voices should accompany. The fact that the

left hand has the lowest voice and that the pedal part is written

above it indicates that the cantus firmus should be assigned 8' pitch



rather than 16' pitch. The pedal should not be at 4' pitch however,

as it would then be in conflict with the tessitura of the upper

voice.

If we examine the organization of the composition we will

see that the accompanying voices provide a structure which is

superimposed over the cantus firmus. They are organized in a

modified ternary form with an A B C A outline in.which the B and C

sections provide the necessary contrast to the two A sections. In

order that the reader may locate these sections, measure numbers

are provided in the outline given below:

seCtion A O O O O O O O O O O O IIIII'IO 1-27

SeCtion B O O O O O O O O O O O Il'IITIO 27-41

seCtion C O O O O O O O O O O O HIIDO 41-49

Section A mm. 49-62

The manual voices are motivically related to the

cantus firmus, although not as extensively as in the second

movement. The following example illustrates portions of the

folk song which have been given motivic use. Measure numbers

are provided to show where each motive is used in the composi-

tion.
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Example 45--Motivic relationships between the folk tune

So wgnsch ich ihr (I bid her then) and the third movement of

Sonata IIIO

Folk tune, m. 2. biotive H, m0 1’ 8, 20’ 29’

and 54m

 
 

  

 

   

 

 

 

FOlk tune, mo 8-9. Motive I, mO 41-42, 45‘46,

and 61-62O

F a! «u.—
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It seems incongruous that the gay, dance-like character

of the third movement is based upon a folk tune whose text ex-

presses the parting sadness of two lovers. That there should

be such incongruity only emphasizes the fact that Hindemith was

more concerned with a musical portrayal of the tunes than any

programmatic representation of the texts of the folk songs used

in this sonata.



CHAPTER IV

THE ORGAN SONATAS: PERFORMANCE SUGGESTIONS

General Observations

The organ sonatas present many interpretive problems for

the organist. On the one hand Hindemith was quite explicit re-

garding tempo, but his dynamic indications are ambiguous and he

gave little or no attention to organ registration.

While it is not uncommon to find organ music that lacks

manual or stop indications (i. e., the music of Bach, Brahms, and

Mendelssohn as well as contemporary composers such as Ralph

Vaughan Williams or Roger Sessions), Hindemith's organ sonatas are

especially problematical because they do not relate to a particu-

lar school of organ design nor were they written for a particular

organist or organ.1 It is vexing to realize that Hindemith was

reluctant to publish organ registration for the sonatas even

though he approved some for individual organists.

The dynamic levels in the sonatas offer little clue to

the choice of st0ps, and in many cases refer to relative dynamic

strengths within the composition. Thus one cannot tell from the

 

1The third sonata comes closest to being composed for a

particular organist inasmuch as it Was written at the suggestion

of Robert Noehren and Herbert Fromm and was first played for the

composer by Dr. Noehren.

97
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score whether pp relates to a single quiet stop or to the full

Swell with shutters closed. Some dynamic designations may be in-

terpreted in the broad context of the movement and texture of the

music itself, for Hindemith, like Bach, reduces or adds voices to

the musical texture when he wishes a change in intensity. The pre-

fatory note to the second and third sonatas encourages the organist

to make use of whatever resources he has at his disposal:

It is permissable for performers of organs with crescendo

and swell shutters to reinforce the expression by means of

rich color and dynamic variation beyond the degree indicated

in the intensity directions.2

It is evident from Hindemith's reaction to performances

of his organ sonatas that his main concern was with tempo and

rhythm. Robert Noehren, who carefully discussed these sonatas with

Hindemith, stated that the composer was much more critical of tempo

3 He also stated that it was Hindemith'sand rhythm than timbre.

habit to carry a small metronome in his pocket which was Often used

in order to demonstrate a particular tempo. According to Jack C.

Goode, Catherine Crozier also found that Hindemith was "not too

fussy about details of color, but that he became deeply Upset at a

variation from the tempo markings in his works."4

It is thus clear that one must pay close attention to

 

2Translated bynthe author from Paul Hindemith, Sonata II

(Mainz: B. Schott's Sohne, 1937), p. 2.

3Interview with Dr. Robert Noehren, June 27, 1968.

aJack C. Goode, Pipe Organ Registration (New York: Abingdon

Press, 1964), p. 134.





99

Hindemith's indications of tempo and rhythm. However, if the

organist follows his own whims for registration and uses the

swell shutters or crescendo pedal indiscriminately, a Pandora's

box of musical absurdities may emerge. In order that some assis-

tance might be provided to those not familiar with these works,

a general scheme of registration will be presented which is

suitable for a three manual organ of about 45-50 ranks.5 These

recommendations will be based not only upon registrations approved

by the composer himself, but also upon recommendations published

by well-known organists.6 Where these sources are conflicting or

incomplete, the recommended registration will be designed to

clarify and enhance the musical structure.

 

5

The stop specifications for a hypothetical three manual

organ has been drawn up by the author and included in the Appen-

diXO

The sources used are: (1) an interview with Dr. Robert

Noehren on June 27, 1968 in which Hindemith's recommendations

made to Dr. Noehren for performance of the three sonatas were

discussed; (2) COpleS Of the three sonatas on file in the Yale

University Music Library in which the late Frank Boszyan, or-

ganist at Yale University, worked out a registration with Hinde-

mith for the large (177 rank) organ at Yale's Woolsey Hall; (3)

recommended registration for Sonata II by Jack C. Goode in Goode,

p. 135-136; and (4) recommended registration for Sonata III in

C. H. Trevor, "Hindemith's Third Sonata," Musical Times, CII

(January, 1961), p. 44-45.
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It is pertinent to the present discussion to review some

basic principles which are recognized as essential to tasteful

organ registration. These principles form a basis for the ensuing

registration recommendations.7

1.

2.

8.

9.

10.

The function of registration is to enhance what is in-

herent in the music, and to make it clear to the listener.

The registration should grow out of the structure with

audible changes occurring only at points where there

is a musical change of pace.

DO not use more stops than necessary. Retire soft stOps

in a full combination in order to maintain clarity.

Always aim for Optimum blend in the ensemble.

Practicability should be considered from the beginning.

There is little to be gained in planning a registration

which is so complex that the fluency of execution is

impaired.

An extended crescendo should begin with a quality which is

consistent with that which will be attained at the climax.

Swell shutters do not provide for elasticity in dynamic

change. Their use should generally be limited to gradual

crescendos or diminuendos, or they should be left in a

fixed position.

Play with the manuals and pedal uncoupled whenever possible.

Do not duplicate stOps of the same pitch without good reason.

To increase the apparent loudness of a tone, increase the

intensity of the harmonics by adding them in their prOper

order.

 

7Condensed from: Harold Gleason, Method of Organ Playipg

(New York: Appleton-Century-Crofts, 1962), pp. 8-9; and E. Harold

Geer, Organ Registration in Theory and Practice (Glen Rock, New

Jersey: J. Fischer & BrO., 1957), pp. 312-317.
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Sonata I

First Movement

The first page of Sonata I demonstrates the ambiguity of

Hindemith's dynamic designations. There are alternations between

‘EE and E, but no crescendos or diminuendos are given. Robert Noehren

and Frank Boszyan, who both had the benefit of Hindemith's advice,

performed the entire page on the Great organ without dynamic change.

One need only Observe the crescendos brought about by the rising

voices in measures 5-11 or the contrary motion of measures 13-14 to

realize that Hindemith has woven the dynamic changes into the musical

fabric.

The following registration is recommended for the introduc-

tion of the sonata:

Great Choir

8' Principal 8' Quintadena

4' Octave 4' Gedeckt

2' Fifteenth

Swell Pedal

8' Bordun 16' Violon

4' Prestant 8' Principal

2 ' Octave

Perform on the Great to measure 22. During the rest in measure

18 retire the Great and Pedal stOps and draw the 8', 4', and 2' flutes

of the Great plus the 16' and 8' bourdons of the Pedal. The three

dynamic levels needed for page 4 are now represented on the three
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manuals of the organ -- Great (p), Choir (pp), and Swell (pf).

One now changes manuals according to the different dynamic levels

required. In measure 26 couple the Swell to Pedal, and, while per-

forming measures 33-35 on the Swell, draw the 8', 4', and 2' princi-

pals Of the Great. On the first beat of measure 36 the right hand

moves to the Great and the left hand follows after the rest (one may

add to the pedal during its rest in measure 36). In measures 44-46

play on the Choir and reduce the Great and Pedal. Measures 46-52

are performed on the 8' and 4' flutes of the Great.

Register the organ as follows for the main theme of the

sonata-allegro form which begins in measure 53.

Great

8'

40

2c

Swell

3v

4.

2'

Choir

Principal 8'

Octave 4'

Fifteenth 2'

Pedal

Bordun 16'

Prestant 8'

Octave

Quintadena

Gedeckt

Principal

Quintaton

Bourdon

WO to Ped.

Both hands play on the Swell from measures 53-67 and the

box is closed starting at measure 64. Move to the Choir in measure

68, to the Great in measure 75, and return to the Swell with the

box Open in measure 79.

measures 83-86.

The shutters are closed slightly during

At measure 87 bring on the following registration ,

in order that the second theme may be accompanied by a change in

tone color:



Inc

\
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Great Choir

8' Gedeckt 8' Quintadgna

4' Octave 2' Blockflote

Swell Pedal

8' Bordun 16' Quintaton

4' Harmonic Flute 8' Bourdon

2' Piccolo Sw. to Ped.

Begin measure 87 on the Choir and Open the swell box at

some point during the following measures. At measures 104 and 105

the right hand and left hand respectively transfer to the Swell. In

measures 111 and 116 the left hand and right hand similarly move to

the Great. The colorful codetta which follows in measures 134-164

is effective when played on the Swell with the box closed. The

Swell to Pedal coupler must be retired for this section.

The §.in measure 165 with which the development begins, re-

quires another combination piston in order to bring on the founda-

tions and mixtures to all manuals, but leaving them uncoupled.

One remains on the Great from measures 165-269 and adds to the en-

semble in measures 216, 232, and 252 either by means of couplers or

additional stOps.8 The logic of this method is Obvious when one

hears the marvelous crescendo and intensification Of sound which

results. It is suggested that measures 270-287 be performed with

the 8', 4' and 1' flutes Of the Choir. One must not dUplicate the

registration used for the exposition during these measures, as it

 

8The p: designation in measure 216 is disregarded by Frank

Boszyan and Robert Noehren.



\I \t
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must be held in reserve for the beginning of the restatement.

Measures 288-322, the restatement of the main theme, are

performed with the same registration as that used in measures 53-86

of the eXposition. At measure 322 the Swell is reduced to 8', 4',

and 2' flutes.

The coda, measures 329-372, is performed upon the 8' and 4'

flutes of the Choir and the Pedal is registered to balance with it.

The Choir box is gradually closed leading to the Sehr Langsam of

measure 362. It is possible to play the left-hand parts of measures

340-350 and measures 363-372 on another manual if they do not intrude

unduly.

Second Movement

The author was fortunate enough to have heard a personal

recording in which the second movement was performed by Robert

Noehren in Paul Hindemith's presence. In this recording, as well

as in his later published recording, Dr. Noehren used only one manual

throughout.9 Hindemith approved this method, and, if one examines

the increase in voices in measures 13-16, it is the best way if one

is to avoid interrupting the melodic lines with changes in timbre.

It is recommended that 8' and 4' flutes be used for the manuals

throughout the entire movement with the Pedal set at 16' and 8'

bourdons. Use the swell pedal to bring about gradual transitions

between‘p and f, If necessary, add to the Pedal in measure 14.

 

9Paul Hindemith, Three Sonatas for Organ, performed by

Robert Noehren (Lyrichord, LL 53).
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Third Movement

The five-section structure of the Phantasie suggests that

major changes in registration should occur at the beginning of each

section and the registration has been devised accordingly. The

following stops are recommended for the beginning.

Great

3'

4'

2'

IV

Swell

8'

8'

40

2'

III

The Great is used for the first section.

Principal

Octave

Fifteenth

Mixture

Sw. to Gt.

Ch. to Gt.

Bordun

Viol

Prestant

Octave

Scharf

Choir

8'

4o

2v

1'

II

Pedal

16'

16'

8'

49

II

III

Quintadena

Gedeckt

Principal

Octave

Cymbal

Sw. to Ch.

Posaune

Violon

Principal

Octave

Grave Mixture

Mixture

SWO to Ped.

During the rest

in measure 8 retire the mixture of the Great and begin the next sec-

tion upon the Choir. In measure 13 return to the Great. Close the

swell box just before the entrance of the Pedal in measure 14, and

continue upon the Great. The Choir is used in measures 17-19 and

the Swell for measures 19-23 (reduce the Pedal in measures 17 and 19

as necessary). The implied crescendo from measures 19-23 may now

be accomplished by means of the swell pedal.

The pf in measure 23 is performed upon the Great using the

original registration from the beginning of the movement. On the
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second beat in measure 24 a rest must be inserted and that instant

used to retire the mixtures of the Great and Choir and to reduce

the Pedal. At the same time both hands move to the Swell and the

swell box is gradually closed during measures 24-29. Both hands

move to the Choir on the second eighth-note in measure 30 and the

swell box is slowly reopened. Transfer to the Great in measure 34,

and in measure 39 add the full organ except for 16' manual stOps.

Fourth Movement

One changes manuals according to the dynamic levels given

on page 20. Begin with the following registration; assigning the

pf levels to the Great, the p levels to the Swell, and those levels

marked pp to the Choir with the box closed. The following stOps

are used for the initial section:

Great (1_n_f_) Choir (pp)

8' Gedeckfi 8' Quintadena

4' Rohrflote 4' Gedeckt

Swell (p) Pedal

8' Bordun 16' Quintaton

4' Harmonic flute 8' Gedeckt

The choir box is Opened during measures 18-20, and both hands

play on the Choir in measures 22-23. Transfer to the Swell for

measures 23-25, and reset the Great to 8' and 4' principals. One

returns to the Great in measure 25 and adds the Great to Pedal coupler.

While the pedal part is silent in measures 33-38 the Great to Pedal

coupler is taken Off. Play on the Swell in measures 41-51, then

change to the Choir with its box partially closed. It is best to
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play measures 52-63 on the same manual so that the lower voices may

be clearly heard. In this way the variation in measures 64-77

becomes more obvious to the listener.

During the rests in measures 59-60 the stops of the Swell

may be changed to the 4' and 2' pitches (flutes may be used) which

Hindemith designates for the right hand on page 22. The 8' pitch

indicated for the right hand in measure 78 is played upon the Great

using an 8' gedeckt. In measure 84 the Swell is changed to 8' and

4' flutes and both hands move to that manual. If one wishes, the

left-hand part Of measures 96-99 may be brought forward by means

of another manual.

Hindemith liked the use of string celestes for the con-

cluding measures of the sonata. If the organ has celestes of good

quality, they may be used for measures 100-114, although, in the

Opinion of the writer, the classic character of the music suggests

soft flutes rather than romantic strong tone.

Sonata II

First Movement

One would usually interpret the £_marked at the beginning

Of Sonata II to mean a firm registration such as 8', 4', and 2'

principals. However, when Robert Noehren played the sonata for the

composer and began with the registration described, it was not until

the organ had been reduced to 8' and 2' flutes that HindemLth gave

his approval. A light, clear registration was used for the Woolsey





Hall organ by Frank Boszyan.

There is no question that the three dynamic levels on the

first page are best handled on three separate manuals, each with

its distinct tone color and dynamic level.10 Keeping in mind the

suggestions made by the composer, the following registration has

been devised for the beginning of the piece:

Great Choir

8' Gedeckt 8' Quintadena

2' Fifteenth 4' Gedeckt

1' Sifflgte

Swell Pedal

8' Bordun 16' Bourdon

2' Piccolo 8' Gedeckt

Begin on the Great, drop to the Choir at measure 8, and in

measure 14 shift to the Swell. On the fourth beat of measure 23

the right hand moves to the Great and the left hand follows in

measure 24. The crescendo at the bottom of the page need not be

observed.11 One will not have to change the stops of the Pedal if

they provide a firm tone throughout this section.

The first episode, which appears in measure 32, requires

the following registration:

 

10There are some organists who prefer to play measures 8-23

on one manual, using swell shutters to bring about the p of measure

14 and the crescendo of measure 23. It is highly unlikely that the

[p Of measure 14 could be accomplished by the use of a swell pedal

without an audible diminuendo.

11Hindemith stated to Dr. Noehren that this crescendo was

more of a feeling than an actual crescendo.
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Great Choir

8' Gedeckt 8' Quintadena

4' Octave 4' Gedeckt

Swell Pedal

8' Bordun 16' Quintaton

4' Prestant 8' Bourdon

2' Octave

The motto theme12 is announced by the Great beginning in

measure 32, and at the same time the Swell shutters are closed. Both

hands move to the Swell in measure 35. Open the shutters in measures

47-48, and drop to the Great in measure 49 for the restatement of

the motto theme. During the rest in measure 50 change the stOps of

the Swell to 8' and 2' flutes, and in measure 52 both hands return

to the Swell. On the second quarter-note Of measure 63 the left

hand moves to the Choir and the right hand follows on the second

heat. The right hand moves to the Great on the third beat of measure

67 with the left hand following in the next measure.

During the rest in measure 71, one resets the organ to the

beginning registration and the subject is restated on the Great

starting in measure 72. Change to the Swell in measure 79 and al-

ternate Choir and Swell in measures 83, 87, 91, and 95 respectively.

The swell pedal may be used with good effect in measures 83-86 and

measures 91-95 if one wishes to use it. On the second beat of measure

98 both hands return to the Great.

 

12See p. 68, Example 37.
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The climax of the movement is reached on page 7, and, in

order to make it effective, one must begin with a fairly full

registration in measure 106. Start with principals 8', 4', and 2'

on the Great coupled to the foundations and mixtures of the Swell.

During the rest in measure 111, add the Great mixture, then in

measure 118 couple the Choir foundations and mixture to the Great.

It is not necessary to play the chords in measures 111, 118, or

those on the bottom of the page upon a separate manual, inasmuch

as the addition of voices at these points makes them emphatic

enough. Both hands move to the Swell for the pp passage in measures

127-129.

There seems to be no general agreement on how to register

the organ for page 8. Robert Noehren plays the passages marked pp

with flutes and changes to principals for the single pg phrase.

Both Mr. Goode and Mr. Boszyan played the entire page on one manual,

but both used different registrations. It is suggested that the

8' and 4' flutes of the Swell alternate with the 8' and 4' princi-

pals of the Great for the passages with contrasting dynamics. The

change from Great to Swell may be accomplished in measure 145 by

playing the F in the right hand on the Great, and playing the two

F's (duplicating the upper F) on the Swell. Both hands continue

on the Swell in measure 146.

The final section, a literal repeat of measures 1-31, is

registered as at the beginning of the movement.
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Second Movement

The second movement is unique, for it contains the only

specific manual indications that Hindemith provided in the organ

sonatas. It is incongruous that he provided these simple aids tO

registration in a piece whose structure would suggest the same manual

changes to most organists. The following registration is recommended,

using the Great and Swell for the sections labeled Hauptwerk and

Oberwerk respectively.

Great (Hauptwerk) Pedal

8' Gedeckt 16' Bourdon

4' Octave 8' Principal

Swell (Oberwerk)

8' Bordun

4' Harmonic flute

Third Movement

The fugal structure of the last movement is best brought

out through the use of terraced dynamics. Begin with the follow-

ing registration:

Great Choir

8' Principal 8' Quintadena

4' Octave 2' Blocklete

Swell Pedal

8' Bordun 16' Quintaton

4' Prestant 8' Gedeckt

2' Octave 4' Gedeckt

III Scharf



 

.
.

O
O

I

.
.

.

\
.

V.

‘

.
l

.

I

\

.
.

.

.
.

.
.
I

~

.

.
.

l
n

.

.

..
..

i
‘.

I
O
.

.

.

U

.

r

\

.

l
.

s.
.
.

\
A

f
.

O
\

O

.

.

.
t

.

.

n

A
a

1

o

.
J

l

t
.

4
.

.
.

.
.

.
.

\
.

w
.

u
.n
.

l

I
.

O
.
O

s
.

i

p

\.

\

.
t

.
.

)
l
‘

A

.
I

.
.

a
.~
-

\

O

.
A
.

.

f
.

.
.

\
.

t

.
.

.

I
s

\
.

.
.

.

o



112

Both hands begin on the Choir and shift to the Great in

measure 21. While the first episode in measures 21-31 is being

played, add to the Pedal so it balances with the Swell. On the

fourth eighth-note in measure 31 the alto voice moves to the Swell

and the other voices follow on the first beat of the next measure.

One should phrase the B-A-C-H theme located in the pedal part of

measures 32-34.

During the second exposition in measures 32-44, add to the

Pedal in measure 38 and also increase the Great to foundations

and mixtures. The left hand moves to the Great in measure 41 and

the right hand follows on the first beat of measure 45.

Perform the chordal passages of measures 45, 48, 51, and

54 on the Great and the alternate passages on the Swell.13 The

Swell mixture is retired on the first beat of measure 57 and

both hands transfer to the Choir in measure 59.

The final exposition is especially difficult to register

due to the increase in dynamic levels from pp to §.and lack of

structural points where one can change stops. The following pro-

cedure allows one to make the necessary changes in registration

smoothly.

Continue on the Choir and change to the registration

below:

 

13This procedure was followed by Frank Boszyan and Robert

Noehren.
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Great Choir

8' Gedeckfi 8' Quintadfina

4' Rohrflote 2' Blockflote

SWO t0 GtO

Swell Pedal

8' Bordun 16' Quintaton

4' Prestant 8' Gedeckt

2' Octave 4' Gedeckt

III Scharf

Both hands move from the Choir to the Great in measure

73 and the swell box is gradually Opened. Add the Swell to Pedal

coupler on the first beat Of measure 76 and the 4' octave and 2'

fifteenth of the Great on the first beat of measure 78. Both

hands transfer to the Swell in measure 88, and in measure 90 they

shift to the Choir. The Swell to Pedal coupler is retired, and the

8' and 4' flutes of the Choir are used for the last three chords.

Sonata III

First Movement

The third sonata has more dynamic designations than either

C>f the previous sonatas and the organist must examine them criti-

<=ally in relation to effective organ performance. Whatever regis-

tZration is finally chosen, one must keep in mind the basic prin-

<2ip1es of organ registration mentioned previously.

k

14See page 100.
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The registration of the opening movement has been par-

ticularly awkward for organists. The following procedure was

worked out to provide dynamic contrasts without complicated changes

in manuals and stops. The beginning registration is given below:

Great Choir

8' Principal 8' Quintadena

4' Octave 4' Gedeckt

Sw. to Gt. 2' Principal

Swell Pedal

8' Bordun 16' Quintaton

4' Harmonic flute 8' Gedeckt

Begin on the Swell, observing the crescendos and diminu-

endos by means of the swell pedal (one might wish to begin and end

the first phrase with the shutters slightly Open). From the last

eighth-note in measure 4 through measure 6 both hands play on the

Choir while the swell box is closed and the stops of the'Swell are

changed to principals and mixtures. If one chooses to use the chOir

box for the crescendo and diminuendo in measures 5-6, it must be

Used judiciously inasmuch as the addition and reduction of voices

creates the same effect. On the last strong beat in measure 6 both

.hands move to the Great. The swell box is gradually Opened so that

the full effect of the Swell mixtures will be heard for thelgf given

in measure 7. On the last eighth-note in measure 8 both hands move

to the Choir and the Swell is reduced to 8' and 4' flutes.

deasures 10-13 are played in the same manner as the first
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four measures. In measures 14-16 both hands play on the Choir

while the swell box is closed and the principals and mixtures

of the Swell are drawn. Following the rest in measure 16, both

hands move to the Great, the choir box is closed, and the swell

box is used for the crescendo and diminuendo of the following

measures. In measure 19, the Choir is coupled to the Great,

and the mixture of the Great plus the reeds and mixtures of the

Choir and Swell are drawn. Both boxes remain c10sed during

measures 19 and 20, then in measure 21 they are gradually Opened.

During the rests in measure 23, a combination piston reduces

the organ to the registration used at the beginning of the piece

and both hands move to the Choir. The canon.which occurs from

measures 24-28 is very effective when the upper part is given

to 8' and 4' flutes and an 8' krummhorn provided for the lower

voice.

One must be careful with the cantus firmus which appears

in the pedal for the first twenty-eight measures, so that changes

in registration do not interfere with its phrasing. The best

procedure is to establish a firm, but not loud 16' and 8' pedal

for the entire piece, coupling the Swell to Pedal for reinforce-

ment when needed. One will find that it is possible to add the

Swell to Pedal coupler in measures 6 and 16 during the pedal rests.

It may be retired just before playing the C in measures 8 and 21.
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III this way the phrasing is hindered as little as possible and

Eit the same time the cantus firmus may be heard throughout the

Ilouder portions of the piece.

The movement ends with a beautiful harmonization of the

folk tune. The organist must beware Of beginning this section

Faith too few stOps or he will never achieve the transition from

‘the pp of measure 29 to the £3: of measure 44 with a smooth

crescendo. According to C. H. Trevor, "the composer is reported

to have said that the ESE near the end should be played on

Full Organ."15 Keeping the destination in mind, draw all the

principals, reeds, and mixtures of the Swell and Choir and

couple them to the Great foundation chorus. The Pedal consists

of the 16' Violon and 8' Principal coupled to the Swell.

Commence with both hands on the Swell and with the

box closed. Following the rest in measure 33, the right hand

drops to the Choir and, in measure 34, the left hand follows.

The organist must adjust the choir shutters so that the addition

of the Choir adds to the ensemble without jarring the listener.

During measures 34-37 both boxes are gradually Opened. Both hands

move to the Great on the second beat in measure 38 except for the

alto voice, which follows on the fourth beat. Increase the Pedal

 

1 5Trevor, p. 44 .
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(hiring the rest in measure 38 so that the imitation in measure

:39 is clearly heard. If it is possible to close the swell box

Charing measures 38-39 without a noticeable decrease in sound, it

should be done .

Any reeds and mixtures not previously drawn may be added

<3n.the second half of the third beat in measure 40, however,

‘the phrase in the pedal at this point must be handled smoothly.

'The swell box may now be Opened to provide a crescendo to the

.ffg in measure 44. If the foregoing scheme of registration is

followed, the listener should be able to hear a sustained cres-

cendo that is uninterrupted by startling changes in registration.

As soon as the chord in measure 44 is released, the organ

is reduced to an 8' krummhorn for the right hand, an 8' flute for

the left hand, and a soft 16' and 8' for the Pedal.

Second Movement

The second movement offers no problem in registration.

Use 8' and 4' flutes for the upper voices, an 8' reed for the

cantus firmus, and soft 16' and 8' flutes for the pedal. There

are some places where the left hand will have to assist with some

of the lower notes in the right=hand stave (i. e., measures 7,

10, 11, 12, 13, and 15). For this reason it is best to play the

composition upon adjoining manuals.



 

l
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Third Movement

The last movement is best performed when the dynamic

(lesignations are ignored. When Dr. Noehren performed the third

nuovement from the original manuscript and pointed out the un-

nuisical effects created by the indicated crescendos and diminu-

eendos, Hindemith agreed to leave them out of the published OOpy.

JLater, when Dr. Noehren asked him why these dynamic designations

svere in the final proofs, the answer was evasive and Hindemith

simply shrugged his shoulders. Dr. Noehren performs the piece

Vvithout the use of the swell shutters as first approved by

Hindemith.

C. H. Trevor states that the "movement can be played with

good effect if the composer's dynamic markings are ignored (they

are somewhat difficult to negotiate anyway!)."16

There is some question whether the cantus firmus in

the pedal should be performed upon an 8' stOp or a 4' stop. Hinde-

mith approved the use of an 8' stop for Frank Boszyan, although

Robert Noehren uses a 4' stop. Mr. Trevor states we may use either

depending upon the organ.

EXamination Of the score will reveal that a 4' stop

places the cantus firmus in the same tessitura as the upper voices,

and voice-crossing sometimes results. If an 8' stop is used how-

ever, the cantus firmus is heard as a tenor voice with little or

 

lélbid.
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no voice-crossing. It is more than likely that Hindemith, like

Schoenberg in his Variations upon a Recitative, intended exact

pitch notation in his score.17

The pedal part should be assigned to the 8' trompette

from the Swell, and it should be accompanied by the 8', 4',

and 1' flutes of the Choir. The four chords in measures 41-42,

45-46, and 61-62 are played ii on the principal chorus of the

Great.

 

17Schoenberg, Variations Upon a Recitative, (New York:

H. W. Gray CO.). Schoenberg wrote notes below the range of the

pedal which he later explained were the actual pitches he desired.

These notes can be performed only by careful manipulation of the

16' and 8' stops of the organ. The only time Hindemith indicated

pitch in the sonatas was in Sonata 1, page 22. On this occasion

he designated 4' and 2' pitches for the right hand, and, at the

conclusion of the passage, designated a return to 8' pitch.



CHAPTER V

THE TWO ORGAN CONCERTOS: A BRIEF SURVEY

General Observations

Hindemith's two organ concertos offer rich possibilities

fkar comparison. In the first place, both concertos were written

fkar dedicatory purposes. The first concerto, entitled Kammermusic
 

23;. 7: Konzert fur Orggl und Kammer-orchester, Op. 46, No. 2, was

‘vritten in 1928 for the new organ of the Frankfurter Senders

(radio station of Frankfurt). This station was directed by Hinde-

rnith's brother-in-law, Hans Flesch. The second concerto, en-

titled Concerto for Organ and Orchestra (1962), was commissioned

‘by the New York Philharmonic Society for the new organ in Phil-

harmonic Hall (Lincoln Center), New York. It Was first performed

on April 25, 1963, with Hindemith conducting and Anton Heiller

as soloist.

Initial examination demonstrates a fundamental difference

between the two compositions: the latter work was conceived on

a much grander scale than its predecessor. It is about a third

longer, demands greater virtuosity on the part of the soloist, and

requires a full orchestra rather than a chamber orchestra.

One of the most striking dissimilarities between the two

concertos is the complete lack of organ registration in the first

concerto and the explicit registration directions given in the second.

120



121

. .\
It was po1nted out by Ross Parmenter in a review of the premiere

jperformance of the second concerto that Hindemith requested the

:specifications for the organ to be installed in Lincoln Center so

116 could write especially for it.1 Anton Heiller, soloist for the

\

Ipremiere performance, assisted Hindemith in setting up the organ

registration for the concerto. Some of the registration designa-

tions are quite unusual and have been placed below for illustra-

tive purposes.

First movement, m. 74.

A footnote states that "All Pleno parts throughout

the concerto to begplayed on two manuals, the left

hand manual somewhat less fortissimo than the right."

Second movement, mm. 147-148.

Choir: 2', 1' only

Swell: 4' only

Pedal: 4' only

Second movement, m. 164.

Choir: Flute 8' Flute celeste, Rohr Nasart [sic]

1 3/5' Terz, Scharf.

Second movement, m. 180.

Swell: 4', 16' (no 8')

Fourth movement, mm. 104-105.

Swell: 4', 2', 2 2/3', 1 3/5' plus mixtures

 

1

New York Times, April 26, 1963, p. 26.
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Perusal of the entire organ score will reveal that not all

‘the registration is as unusual as that given above. It is, however,

tflne only organ work in which Hindemith provided detailed registra-

izion and manual indications throughout.

It should be pointed out that Hindemith designates rapid

Inanual alternations in the last movement Of the second concerto

(measures 168-208), and rapid changes in both manuals and registra-

tion in the second movement (measures 63-80). Rapid changes of this

kind, while they require considerable dexterity and careful pre-

paration Of the registration by the organist, make very effective

use of the organ in a virtuosic sense. Techniques of this kind were

not characteristic of the other organ works of Hindemith.

Sgylistic Features

While both concertos demonstrate polyphonic textures, the

organ part of the second concerto has greater contrapuntal complexity

than the first concerto. Rarely does Hindemith assign passages in

octaves for the organ in the second concerto, whereas they occur

frequently in the first. In fact, out of the 123 measures per-

formed by the organ in the first movement of the first concerto,

about one-third (43 measures) are in octaves.

Canons characterize both concertos. There is an unusual

canon at the augmented octave in the second movement of the first

concerto. It is presented in the organ part between the right and

left hands in measures 1-11. In measures 26-35 the canon occurs

again as a triple canon at the octave and augmented octave.
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Two canons occur in the first movement of the second con-

<:erto which merit our attention. The first occurs in measures

58-68 as a canon at the fifth between the brass instruments and the

liarmonic trumpets of the organ. Following this there is a triple

«canon of seven measures between the organ, lower orchestral instru-

Inents, and the higher orchestral instruments which begins in measure

74.

Although there are no fugues written for either concerto,

there are many imitative entrances and some passages which are fugal

in style. The opening movement of the second concerto or the

second movement of the first concerto illustrate hindemith's contra-

puntal style particularly well.

The first concerto makes extensive use of pedal points,

although there are short examples found in the second concerto as

well. Long pedal points may be seen in the organ score of the first

concerto, last movement, measures 36-62 and measures 317-348; and in

the second concerto, first movement, measures 1-14.

The rhythmic differences between the two concertos are quite

noticeable. In the first concerto we find that traditional rhythmic

groupings are used and that changes in meter do not occur within

movements. Hindemith's fondness for traditional Baroque rhythmic

figuration may be seen in the ritornelli of the third movement from

the second concerto. The second movement of the same concerto illus-

trates a similar figuration, although it occurs against some other

rhythms which provide a more contemporary flavor.
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The rhythm of the second concerto illustrates a radical

departure from Hindemith's earlier organ works. In.the first place

‘the meter shifts constantly within each of the four movements.

'The greatest fluctuation is to be seen in the second movement where

Ineter signatures of 3, 2, 2, 3, Z, and 2 are used. In addition,

‘the organ part from measures 9-59 is written in 2 meter against the

3 meter of the orchestra, thus providing a fusion of duple and

3

3., 4’ Z. 3» 132’ 176 ’ we?

plus some rhythmically free passages for the organ are found in

triple rhythms on each beat. Meters of

measures 105-117 of the last movement.

Hindemith's melodies in the second concerto encompass all

twelve tones within the octave and occasionally hint of twelve-

tone technique. Examples are given below.

Example 46--Second concerto, first movement, mm. 1-6.

’Cello ' .   
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Example 47--Second concerto, second movement, mm. 110-112.

 

 

 

 IO M I2-

 

In other cases some melodies of the second concerto resemble

those of Hindemith's earlier organ works although they tend to be

more angular and encompass a wider range. The two examples given

below will illustrate this comparison.

Example 48--Second concerto, second movement, mm. 9-15.
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Example 49--First concerto, third movement, mm. 36-47.

~~

 

 

  
 

  
  
  

 

 

 

  
  
  

One may see that there is a striking resemblance between the

two themes given above, particularly in the leap to the diminished

or augmented octave in the first four notes followed by a descent of

two notes. Hindemith's predilection for the melodic interval of a

fourth may be found'in the examples above and in other melodies from

both concertos. Other melodic characteristics of Hindemith such

as repeated note patterns and liberal use of major and minor

seconds are more easily located in the melodies of the first con-

certo than in those of the second.

Hindemith's fondness for chorales and folk tunes is re-

flected in many of his compositions such as Mathis der Maler, Der

Schwanendreher, Nobilissima Visione, and Sonata III for organ. It

may also be seen in the second organ concerto. The second and

third movements of this work have chorale-like sections in measures

79-110 and measures 1-33 respectively, and the fourth movement is

based upon the chant Veni Creator Spiritus. The inclusion of the
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famous Renaissance song L'Homme arme (The Armed Man) in the fourth

movement--measures 103-120, for glockenspiel and tuba--further

illustrates this idea.

Although the second concerto demonstrates more harmonic

variety than the first concerto, Hindemith ends all his move-

ments upon either a triad or a sonority made up of perfect fifths.

Hindemith's occasional use Of all twelve tones for har-

monic and melodic purposes may be seen in the second concerto.

Two examples follow:

Example 50--Second concerto, second movement, mm. 17-19.

  

Example 51--Second concerto, second movement, mm. 63-64.

12354 ,2? ’0-III24   
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On the other hand, triadic sonorities are easily located

in both works, and, in fact, unashamedly provide the harmonic

basis for the third movement of the second concerto entitled

Canzonetta in Triads, and two Ritornelli. Chords built of fourths,

which have been long associated with the music of Hindemith,

are used more frequently in the second concerto than the first.

The latter concerto uses primarily a free triadic harmony in which

individual sonorities move about unfettered by traditional con-

siderationS.

Form

During his lifetime Hindemith acquired a reputation

for basing his compositions upon traditional forms. The first

concerto reaffirms this idea, for the three movements of the

concerto are in sonata-allegro, ternary, and sonata-allegro forms

respectively. A favorite technique of Hindemith may be seen in

both sonata-allegro forms: that of reversing the order of themes

in the recapitulation.2 A brief outline of the main sections of

the first concerto is given below:

 

2The tendency to reverse themes in the recapitulation of

Hindemith's chamber works is Often pointed out in Cobbett's

Cyclopedic Survey of Chamber Music, Second Edition, Edited by

Colin Mason, VOl. III (London: Oxford University Press, 1963),

ppO 13-21.



First movement

Exposition . . . . .

First theme . .

Second theme . .

Codetta O O O O

Development. . . . .

Recapitulation . . .

Second theme . .

F1 rSt theme O O

COda O O O O O O O O

Second movement

Statemento O O O O O

Digression . . . . .

Restatement . . . .

COda O O O O O O O O

Third movement

Exposition O O O O O

First theme . .

Second theme . .

Third (closing)

theme O O O O

Development . . . .

Recapitulation . . .

Second theme . .

Third theme . .

First theme . .

Third (closing)

theme....

COda O O O O O O O O
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mm.

mm.

mm.

mm.

mm.

mm.

111an

mm.

mm.

mm.

mm.

mm.

mm.

mm.

mm.

mm.

mm.

mm.

mm.

mm.

mm.

mm.

mm.

mm.

1-65

21-38

39-58

59-65

65-95

95-146

95-111

Ill-118

118-146

1-18

18-26

26-36

36-44

1-167

1-84

84-152

152-167

167-253

253-357

253-293

293-317

317-341

341-357

357-374
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The second concerto does not follow traditional classic

forms, although Hindemith does provide solo passages for the or-

ganist which take on the nature of cadenzas. These are found in

the second movement, measures 110-164; and the fourth movement,

measures 122-208.

The first movement, entitled Crescendo, provides an intro-

duction to the second movement and leads into it without pause. One

is reminded of Ravel's Bolero, for the theme, introduced first by

the cellos, is repeated literally each time with a different orches-

tration and with an increase in dynamic level. The orchestral epi-

sodes are built up much in the style of organ registration, that is,

by successively adding groups of instruments: low strings, wood-

winds, full string choir, brass, and finally the full orchestra.

An outline Of the movement is given below:

First movement (variations)

Theme . . . . . . . . . . . . mm. 1-14

Theme stated by the cellos.

First variation . . . . . . . mm. 14-27

Theme in organ, accompanied by low

strings.

second variation O O O O O O mm. 27-40

Theme in woodwinds, with organ

counterpoint.

Third variation O O O O O O O mmO 40-57

Organ begins new theme which

furnishes a counterpoint for the

original theme in unison strings.
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Fourth Variation. O O O O O O mm. 57-63

Theme in canon between the orchestral

brass and harmonic trumpets of the

organ.

Interlude O O O O O O O O O O mm. 68-73

The new theme from variation three

is presented in canon by the organ

against orchestral brass.

Fifth variation O O O O O O O mm. 73-83

Triple canon between organ, low

orchestral instruments, and high

orchestral instruments.

COdaOOOOOOOOOOOOInInO83-96

First phrase of the theme is per-

formed alternately by the full

orchestra and organ.

The second movement follows none of the traditional forms,

therefore the thematic organization will be described sectionally.

It is in two large sections. The first section begins by allotting

distinct thematic material to the two musical forces, organ and

orchestra; and each performs in opposition to, or in alternation

with, the other. The orchestra begins in measures 1-9 with an

agitato theme stated by the violas against a staccato theme by the

trombone, basses, and timpani. In measure 9 the organ enters with

the leaping, angular theme given in Example 48, and it is pitted

against the orchestral themes. In measures 17-79 the organ develops

its theme fugally and imitatively with the exception of two short

orchestral interruptions in measures 26-33 and measures 59-63.
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An organ solo in measures 63-79 concludes the first section with

a variant of its original theme.

The second section is subdivided into three parts. In

the first part (measures 79-110) a chorale-like theme is per-

formed alternately by the organ and orchestra. In measures

106-110 the woodwinds use the thematic material from the organ

part of measures 63-79 as a counterpoint for the chorale-like

theme. The second part is an organ solo in the nature of a

cadenza. It begins with a theme by the organ (see Example 47)

which is reminiscent of the concluding measures of the first sec-

tion of the movement. Thematic material from the first section

is quoted in measures 129-146. The organ solo concludes with

the chorale-like theme presented in 2 meter using high pitched

stOps. The final part, measures 164-192, places the organ and

orchestra in thematic opposition as at the beginning of the

movement.' The themes used consist of the orchestral themes from

the introductory measures of section one and the chorale-like

theme from section two.

Hindemith's antiquarian tendencies are reflected in

the third movement, which is based upon the free, multi-

sectional type of canzonas reminiscent of Frescobaldi. This type

of composition, which was characterized by alternations between
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slow homOphonic sections and fast imitative sections, forms

the structural basis for this movement. Hindemith makes the

structure even clearer by assigning the homOphonic sections to

the organ and the imitative sections to the orchestra. An out-

line of the form of the movement is given below:

Third movement

Canzonetta . . . . . . . . . mm. 1-32

Ritornello . . . . . . . . . mm. 33-64

Canzonetta . . . . . . . . . mm. 64-107

Interlude . . . . . . . . . . mm. 107-120

Ritornello . . . . . . . . . mm. 120-153

COdaOOOOOOOOOOOOmmO153-181

The last movement, entitled Phantasy on Veni Creator

Spiritus (literally, Come, Creative Spirit) is in six sections

and is the longest movement of the concerto. As in the second

movement, it will be discussed as a sectional work rather

than from the standpoint of traditional forms. Hindemith's

version of the chant as first presented by the organ is given

below:
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Example 52--Second concerto, fourth movement, mm. 2-23.

 

In the first section, measures 1-23, the organ presents

the chant harmonized as a chorale. Between each phrase of the

chant the full orchestra injects a spirited, fanfare-like outburst.

The second section, measures 23-83, is a contrapuntal de-

velopment of a theme which is derived from the first phrase of

the chant. After the theme has been tossed about in a fugal man-

ner the organ enters with the chant played in long note values on

the pedals. The whole section thus takes on the proportions of

an orchestral chorale prelude.

The third section, measures 84-122, is very similar to the

second in that another melody, which is also derived from the first

phrase of the chant, is set polyphonically -- this time as a canon.
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The canon is performed first by the organ in measures 84-102,

and later by the trumpets and cellos in measures 102-119. While

the canon is performed as stated, the entire chant is repeated

twice in rhythmically altered form; first by the lower strings

in measures 84-101, and then by the horns in measures 102-120.

During measures 102-120 the L'Homme arme tune previously mentioned

occurs in the glockenspiel and tuba. The rhythmically free pas-

sages for the organ during measures 105-117 are particularly un-

usual and illustrate a type of writing not found anywhere else in

Hindemith's organ works.

The fourth section, measures 122-208, is a cadenza for

organ in which the chant is placed in the pedal using different

octave ranges for each note. The manual voices provide rhythmic

and dynamic contrasts which are made even more colorful by changes

in organ registration.

The fifth section, measures 208-261, consists of a new

theme presented by the flute and accompanied by the lower strings.

When the tune is taken up by the organ in measure 222, the horns

and trombones present the chant in octaves. The flute and lower

strings then complete this section, thus giving it an ABA design.

The sixth section is a coda in which the chant is stated

ff alternately by organ and orchestra.
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Conclusion

Some of the important features of these two concertos

have been presented and some comparisons have been made. One will

find that the following statement by Heinrich Strobel in which

he summarizes Hindemith's concerto writing is aprOpos to the organ

concertos.

The concerto has become the type of composition throngh

which Hindemith best expresses his dual ideal of polyphony

and dynamic force. It is at the opposite extreme from the

sonata. The latter is based on the duality of two themes

that provoke thematic conflicts and consequently create

tensions in the deve10pment of the music. The concerto

calls for unopposed allocation of the elements of the musical

play--no conflict, no tension. A single theme is needed

to unify the material. And if there are several themes,

they are chosen from the same schematic type, and have the

same import. The nineteenth century erred, according to

Hindemith, in degrading the concerto by reducing it to an

exercise in uncontrolled virtuosity, and by disfiguring

it with the introduction of symphonic tensions.

Hindemith utilizes all the possibilities of solo play-

ing for his concertos. But even where figuration is rich-

est and most detailed, it is always incorporated in the

thematic organism and is always part of the polyphonic

play-

 

3Paul Collaer, A History of Modern Music, Trans. Sally

Abeles, (Cleveland: The World Publishing Company, 1961) p. 316,

quoting Heinrich Strobel, Paul Hindemith.





CHAPTER VI

CONCLUSION

The preceding chapters have dealt with the organ sonatas

of Paul Hindemith in considerable detail. They have been examined

from many possible viewpoints: the stylistic features which they

contain, how they came into being, their structure, their place

in the repertoire, and their relationship to the phiIOSOphical

and theoretical writings of the composer. Furthermore, a chapter

on the two organ concertos has been included which not only illus-

trates another aspect of his organ compositions, but demonstrates

Hindemith's early and late styles of organ composition.

Much of our investigation has been undertaken with the

performer in mind. In this respect many questions regarding the

interpretation of the sonatas have been answered, and a scheme of

registration has been provided for them which will adapt to most

instruments without difficulty. No amount of investigation or

analysis, however, will describe the pleasure which may be derived

from performing or listening to these sonatas. One finds that they

offer variety, artistic unity, and originality combined with a keen

sense of tradition. There is no doubt that they reflect the

creativity of a musical mind of extremely high order.

The place of the Hindemith sonatas in organ literature

has been established in the present day. Their future lies with
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untold numbers of organists and listeners. If this paper has

assisted in promoting an appreciation of their value not only

for the present, but for the future as well, the efforts which

went into its creation will be justified.

In conclusion it is appropriate to turn to the composer

for some thoughts regarding the lofty ideals which he held both

for himself and for his music. It need hardly be stated that

Hindemith, as one of the foremost composers of our time, him-

self represents the embodiment of these ideals in many respects.

This life in and with music, being essentially a victory

over external forces and a final allegiance to spiritual

sovereignty, can only be a life of humility, of giving

one's best to one's fellow men. This gift will not be

like the alms passed on to the beggar: it will be the

sharing of a man's every possession with his friend.

The ultimate reason for this humility will be the

musician's conviction that beyond all the rational

knowledge he has amassed and all his dexterity as a

craftsman there is a region of visionary irrationality

in which the veiled secrets of art dwell, sensed but not

understood, implored but not commanded, imparting but

not yielding. He cannot enter this region, he can only

pray to be elected one of its messengers. If his prayers

are granted and he, armed with wisdom and gifted with

reverence for the unknowable, is the man.whom heaven has

blessed with the genius of creation, we may see in him

the donor of the precious present we all long for: the

great music of our time.

 

1Paul Hindemith, Composer's World: Horizons and Limitations

(Cambridge: Harvard University Press, 1952), p. 257.
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