
Beyond
Panis Angelicrls

Franck's sacred music.

By RJ Stove

Nine hundred and n inety-n ine of
every thousand music-lovers, if
asked to name any sacred work
by Cesar Franck,  would be able to
identify only one piece. That piece
is, of course, the indestructible
- not to say inescapable - panis

Angelicus, which has adorned so
many weddings in  so many nat ions
(qu i t e  aoa r t  f r o -  t " e  dcze "s  r cc r
- a 7 p n q  n f  r e n n r r J i n n c  r_ , , , v -  J n  w h t c h  t l

has been sung) that  i f  Franck 's
music were st i l l  in  copyr ight ,  the
royalties from this one motet would
be keeping Franck 's  descendants
in clover. Even now Panis Angeticus
can be an af fect ing exper ience,
in performances which are careful
enough to s t r ip  away the s lushy
instrumentat ions by other  hands,
and to observe the composer's
own clear desire for straightforward
digni ty .  (The advice which Etgar ,  in
a 1931 Pathe newsreel ,  gave the
London Symphony Orchestra before
he conducted tl in'Land of Hope
and Glory is perlinent to Franck's
composi t ion:  'P lay th is  tune as though
you have never heard it before.')

It is unfoftunate that for almost a
century af ter  Franck 's  death in  1890,
the overwhelming renown of panis
An g e I i c u s effectively obl jterated

interest  jn  Franck 's  other  re l ig ious

creations. This state of affairs, at last,
has begun to change,  though more
wi th in French-speaking countr ies
(where a fa i r  amount  of  musicological
commentary now exists on Franck,s
Invotvement  wi th the Cathol ic  Church)
than outside them. One factor was the
1999 re lease -  pract ica l ly  unnot iced
rn Anglophone lands.  save for  a terse.
c e  a t e c  T : r e s  L : e : : 1 S _ p p , e - : : l
rev lew on 21 August  20oo _ of  a
long and deta i led French- language
biography by Par is ian scholar  Jodl_
Marie Fauquet.' Other facrors nave
played indispensable parts: the CD
medium's voracious appetite for
largely unexplored musjc whlch,
being in  the publ ic  domarn and
requt lng only smal l ish forces,  can
be commit ted to d isc wi thout  undue 

'

expense; the auction at Sotheby's,
London,  of  var ious h i ther to unknown
Franck manuscr ipts  (not  a l l  o f  them
sacred) ; '  the pr int ing of  several
l i turg ica l  p ieces by Franck in  modern
cr i t ica l  edi t ions,  readi ly  su i table
for  per formers: '  and increasing

1 Jodl-Marie Fauquet, C6sar
Franck (Paris: Fayard, 1 999)

2 Stephen Roe, ' lvlanuscripts of
Cesar Franck', The Musical Times
(November  I  gao) ,  pp .  690-691.

g Richard Benefield (ed.),  Motets for
One Voice: The Organ-Accompanied
Solo Motet in Nineteenth-Century
France (Middteton, Wisconsin:

levels of crit ical enthusiasm for the
French Romantic organ repertory in
general, quite apart from Franck's
contribution to that repertory. An
nour spent  rummaging through o ld
textbooks and through back-issues
of organ magazines wil l confirm that
as late as the r szos', Widor, Vierne,
Tournemire,  and Gui lmant  were
v/rdely tolerated only on sufferance.o

As for why Franck's non-panis
sacred output took so long to reach
even its current modest ievel of
recognition, there are four marn
reasons. First, even Franck's own
earliest admirers tended to be rather
d ismiss ive of  i t .  Second,  there can

A&R Ed i t ions ,  2003) .

,4 Hungarian-American musicologist
:Pau l  Henry  Lang,  in  h is  long-popu lar
textbook Music in Western Civilization'(London: Dent, 1942), loft i ly trashed
Wjdor's symphonies for organ as'contrapuntal ly 

belaboured products of
a f lat and scant musical imagination,
the bastard nature of which is evident
from the t j t le alone' (p. ggs), From an
August 1975 letter to the editor ot Music
(published by the American Guild of
Organists): 'Sludge is an apt word to
describe Guilmant, Widor and the others
...  Franck is probably the best of them,
but even his music is overrated' (quoted
in Michael Murray, Marcel Dupre: The
Work of a Master Organisl [Boston:
Northwestern University press, . l  sasl),  p.
219). Farfrom being exceptional, these
denunciat ions consti tuted, rather, the rule
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L
be no d isput ing that  i t  somet lmes

fails to represent Franck at anything

l ike h is  best .  Thi rd,  because i t  never

obviously  subverted 'Vic tor ian '
'not ions 

of  sacred music,  i t  suf fered

from the general mid-twentieth-

century Anglo-Saxon assumPtion

that 'V ic tor ianism'  is ,  and should be,

an all-purpose swear-word. Fourth,

the impact  uPon Cathol ic  mus" lca l

th ink ing of  St  Pius X's  celebrated

1gC3 Motu ProPrio rendered awkward

(at least in theory) the Position of

a lmost  a l l  l i turg ica l  music,  not  only

Franck's, written before lhe Motu

Propilo had been Promulgated. l

V incent  d ' lndy -  the most  industr ious,  '

the most  determined,  and ProbablY

the most gifted of Franck's followers 
'

- quoted with approval, in his famous

1 9oo Franck b iograPhY, the case

for the prosecution, as enunciated

by h is  col league and ( f rom t  ego)

fellow Schola Cantorum director,

the shoit-l ived Charles Bordes.

ln 1 904, f ive years before dYing

at forty-six, Bordes Passed the

fo l lowing,  most ly  severe,  verd ic t  on

his former master's sacred works:

Franck, who was so learned in all

that concerns modern music and

that of the eighteenth century' was

very indifferently informed as regards

the admirable and monumental

polyphonic schoo/s of France and

Italy in the sixteenth century' editions

of which were rare and not very

accessib/e in his day. ." /n his Mass

fthe Messe d Trois Voix, originallY

dating from 1 860, but revised in 1 87 2

to inctude Panis Angelicus - RJSJ

6ir wnicn fie Kyrie is an exquisite

prayer and the Agnus Del a gem

of musical ingenuitY, how shall we

quatify the noisY Quoniam tu solus

sanctus, which is less worthY of a

so/olst than of a chorister in rather a

merry condition? Side bY side with

these Pages which do no credit

to the master, we maY Place the

incomparable opening of the offertory

Quae est isla, which is worthY of

Bach, and the admirable Domine non

secundum; with its counterpoint of a

very human kind, and - with the sole

exception of the final reprise in the

major, which onlY aims at effect - so

sober that this motet might be cited

as a model af modern church mustc.

Pages such as these f i l l  us wi th b i t ter

regret  that  Franck star ted h is  career

too soon to take part in our movement

to reform sacred music. Knowing litt le

of Palestrina, wlth whose beauties,

as he in formed me himsel f ,  he had

only superficially come into contact,

and whose re l ig ious appropr iateness
ho  d i d  nn i  ann rcc i a te  aS  W i tn  SO

many music ians of  h is  generat lon '

his interest stopPed short at the

writinq and artif ices of that style of

composi t ion.  But  what  would he

not have writ ien for the Church if

only  h is  noble soul  had once been

awakened to a l l  the serene beautY

of  the ear l ier  masters!  . . .  Probably

he would have found it diff icult not

io  look wi th in h imsel f  and h is  own

music for  the e lements of  expression

which would have temPered these

liturgical formulae, but what fine art-

forms wouid have been the outcome

of  these conf l ic t ing in f luences,  amtd

which Franck would have remalned,

in spi te of  a l l ,  just  the d iv ine Pater

seraphicus whose ingenuousness

and modesty were l imitless!u

Few readers wil l have failed to

realise that Bordes - writ ing' it wil l

be recalled, a Year after lhe Motu

Propilo - indulges in some self-

serv ing here.  The c lear  impl icat ion

is  that  Franck would nave been a

better sacred comPoser if he had

been more consciously  ant iquar ian,

more preoccuPied wi th Gregor ian

chant, and more conversant with

Palestrinian PolYPhonY: if he had

been, in short, more l ike Bordes.

This might have been true, but

is hardly self-evident. Besides,

Franck's knowledge of Palestrina

was by no means as ex iguous as,

for whatever reason, he let Bordes

believe. He did conduct a few of

Palestrina's motets, which few of his

5 Vincent d' lndy (trans. Rosa
Newmarch), Cdsar Franck (London

John Lane,  1  91  o) ,  pp .  129-131.

French contemPoraries could be

bothered doing.  And the far- reaching

contrapuntal instruction which he had

undergone as a Paris Conservatoire

pupi l  in  the 1830s (above a l l  f rom

his formidable Professor  Anto ine

Reicha)  le f t  h im eminent ly  capable

of  grasping Palestr ina 's  technical

significance, whatever Bordes maY

have supposed to the contrary.

No, to appreciate the attractions

which Franck's motets and other

l i turg ica l  min iatures can show, i t  is

best to lay aside Bordes's straw-man

strictures, and to examine how well

the nipr-eq sr  rcceed on thei f  own( , , v  y ' v v v u

terms. Most of.them were what, in

twentieth-century Germany, came to

be called Gebrauchsmusik. Uti l i tarian

in their origin, they resulted from the

necessity of providing fresh, not-too-

diff icult material for the musicians at

the three Parisian churches where

Franck played the organ: Notre Dame

de Lorette, Saint-Jean-Saint-Frangois-

au-Marais ,  and most  famouslY ( f rom

1 858) Sainte-Clot i lde.  (Saint -Sadns

and Faure,  when church organists ,

were similarly required to furnish

contr ibut ions to the l i turgy:  and in

doing so, to discard, or at anY rate

to d isguise,  the d iss ident  nature of

thei r  pr ivate re l ig ious convict ions.)

n.^ )n  A t  t< t .a l ;a  ^^dP 17



A curious feature that Franck's
n rn r { r  r n t i nns  she rc  -  end  One  Wh iChH '  v v u v L , v '

nennn t  havc  hc l ned  t hp  me fe  SCOfe -

reader in a l ibrary to perceive their
virtues - is the way in which they so

frequent ly  become much more st i r r ing
in per formance than they seem on the
pr inted page.  In cold type they can
appear dul l  and tame; when actual ly

heard, they are seldom anything of
the sort. They have, moreover, their

composer 's  f ingerpr ints  a l l  over  them.
Parry, we are told,6 used to scrutinise
his s tudents '  exerc ises in  the hope
of  f ind ing what  he cal led 'something

characteristic, ' some evldence of an
indiv idual  personal i ty  operat ing even

in an otherwise inept  product ion.  He
would not  have needed to look far  for
such evidence in Franck 's  motets.

T r k o  F r r n e  L ' q  q t r e n n o l r r  - l d o ^ l ^ f ^I  o A U  I  r o ,  r : J u r y  u E J U r d r E -

sounding Ave Maria in G minor (he

set  the same words on at  least  one
other  occasion) ,  for  so lo soprano or
solo tenor, which dates from around
1865.  From the very f i rs t  phrases i t
proc la ims the authorship of  Franck
and of  nobody e lse,  not  least  in  the
steadv.  crotchet-do 'n inater i  rhvthmic
t reai  L. ;o.npaTe i  f ,  i .  t 'a  P ' i=,a

f rom Franck 's  Six  Pieces) ,  a.o .  1 .e
t t t t o rh r  t vn i na l  r pnF '  t i . ^  l ba . :  :  - :

of  a two-bar  mot ive,  wi t i  a  s  g. :  out
cruc ia l  n ,e lod 'c  a1c o '  -ar : - -c i ic

modi f icat  on the second t ime around.
T h ^  ^ ^ ^ - , ^ ^ 1 . ,  ^ g ^ -  ^ ^ ^I  ne  see ' r r ru  y  e -on  ess  canon tc

wr i t ing that  beglns at  bar  37,  wi th
the modulat ion in to the tonic  major ,
is  a lso a habi tual  Franck device (of

which Panis Angelicus supplies
an equal ly  impressive example) .

Eventually the Motu Proprio would
crack down on ( i t  would not  prohib i t )

so lo s inging in  thd Mass,  thanks to
St  Pius X's  unhappy exper iences

of  l ta l ian churches where solo is ts
inf  l ic ted vulgar ly  operat ic  co loratura
upon congregat ions.  Nevertheless,
modern choi rmasters wishing to
abide by the papal  ru l ing in  th is
m - t + ^ r  ^ - .  r l r i l a r r o  ^ \ , -  J  + h ^ ' n 6 ^ 1 . , ^ ^i l  r o r r c r  u o r I  d l v v d y J  d v d l l  U  l c i l  t b e t v e j S

of a compromise: the Ave Maria

6 Paul Holmes, Vaughan Williams
His Life and Trmes (London:
Or r r r r ibus  Press ,  1  997) ,  p .  21  .

v t  g o t  t  ^ u n u  d t l d  9 d 9 c  1 6

is  eminent ly  s ingable by a choi r 's
whole soprano or  tenor  sect ion in
unison,  assuming e i ther  that  the
cnor is ters can cope wi th per iodic

high As, or that a discreet downward
transposi t ion of  the whole p iece can
be made.  On a recent  (2007) CD, '
the work is  g iven in E minor ,  wi th a
soprano soloist, and with most of
the organ par t 's  r ight-hand music
being taken, very eloquently, by a
cel lo .  This  conf i rms the remarkable
-  a lmost  Grainger- l ike -  f lex ib i l i ty
which Franck permi t ted as regards
his church music 's  scor ing.  Dur ing
his l i fe t ime and af terwards,  pub, ishers

released several of his motets in
di f ferent  arrangements;  and whi le
it is not known whether Franck
devised any of  these arrangernents
h i r r sc l f  hp  ne r t a i nh r  r - n r  r 6119131gg l

them. At  t imes,  for  instance -  as
in t ie  consistent ly  noble,  oddly
Eng l i sh -sound ing  1865  Domine  non
secundum for three-paft chorr - a
double-bass is  ind icated,  thougn n
a l l  hnnes t v  i t  dnpq  I . t t  p  r nO .e  t ha , t

re inforce the lower organ notes,
and might  as wel l  be omit ted i f  the
' - - ) 1 ^  

:  : ; 1 3 .  l \  :  I '  S  A d : q u a l e .

Eisev;ne.e.  s- ! r  as n i re Quae esl
is fa (c .  "  861)v/n1ch Bcrdes so, . re\^ / r - ,a t
rash l y  co rnpa red  w  th  Bacn ,  a  so lo
h a r n  , c  a , l n w p r l  t h A r p  2 l S O  e X  S t S  a

vers ior  of  Quae esl  is ta den,anding
a chamber o 'chesrra.  These feat l res
would subsequent ly  impede the
works '  chances of  gain ing post-1 903
a n n l a c i r c + i a r r  - n ^ r a , , a l  t h n r  r n h  r q9 U U l s J l O a t l U O l  d p p l U V d l ,  L r  r u u V r  ,  q J

with solo singers, the Motu Proprlo
-  contrary to what  is  of ten assumed
-  nevc r  n l a r : c r ^ l  z  h l : nko t  ban  OnI  i v v  v i  

P , s v v v

orchestra l  inst ruments as such.8

7 Cesar Franck; lntegrale de L'Oeuvre
Vocale avec Orgue, Vol. 7. Diego
lnnocenzi (organ), Sol istes de Lyon
i  Bernard  T6tu .  Aeo lus  AE-1  0013.  ln
February 201o a second volume (AE-
10033) ,  w i th  the  same per fo rmers ,
appeared; i t  'ncludes the Messe d lrois
Yolx discussed by Bordes. A Messe
Solennelle which Franck is known to have
composed appears to be irretr ievably lost.

8 The relevant passage inlhe Motu
Proprio (f  rq le Sol lecitudini,  Vl,  I  5) is: ' ln

some special cases, within due l imits and
with proper safeguards, cther rnstruments
lthan the organ] may be al lowed, but

To the Eucharistic text O Salutaris,
Franck repeatedly returned. He set
these words (by Aquinas)  for  the
f i rs t  t ime in 1 83s,  the year  he turned
th i r teen.  Of  more consequence are
two versions from the t 860s; one of
t hcm i s  a  d r rp t  f n r  qnn12nO and  t enOf

(or two sopranos, or two tenors),
last ing around four  minutes,  whi le
the other  and s l ight ly  br ie fer  set t ing
is for soprano and SATB choir. (Yet

another  vers ion,  of  lesser  qual i ty ,  is
for solo bass.) Each has its charms,
but  the duet  set t ing (1862) is  the
more immediate ly  approachable,
being dominated by a suave melody
given to three-bar phrases. As with
the aforemenlioned Ave Maria,
choirmasters worried about infringing
St Pius X's dictates can always entrust
the vocal  l ines to chor is ters in  unison.

lf anything, the provenance of
Franck 's  non-canonical  organ
composi t ions -  the composi t ions,  that
is ,  which he d id not  inc lude in the
Sx Pieces issued in 1868,  the I ro is
Pieces of 't 828, or the Irois Chorals
of  1890 -  is  even more e laborate than
ihai  o i  i r is  moiets.  in  1900 Tournemire
publ ished for ty- four  shor l ish organ
solos that  Franck had wr i t ten
between 1 858 and 1 863.  Whatever
Tournemire 's  mer i ts  as a Franck
performer on records, ' there can be
no doubt that as an editor he proved

less than conscient ious,  not  only
.et i t l ing some of  Franck 's  p ieces and
al ter ing the speci f ied regis t rat ions,
but actively (if covertly) cutting
them. Happy to relate, more recent
scholarship has rect i f led the damage
that Tournemire's hyperactive blue
penci l  d id;  and f rom such scholarship
emerge several  so los worthy of  much
more frequent hearings than they get.

In these solos occur backward
glances 'at  a s ty le which one would
neve r  eYn t r . t  f r nm  thp  ma in  F fanCk

organ canon:  namely,  the id iom of

never without the special permission of the
Ordinary. '  Pianos, percusslon instruments,
and brass bands are, however, forbidden
by lhe Motu Propria in all circumstances.

9 Charl3s Tournentire: Complete
Recordings (193a41), Arbiter 156.



the grand s iec le which had produced
Nicolas Lebegue,  Nicolas De Gr igny,
Andre Raison,  Louis-Claude Daquin,
Gui l laume-Gabr ie l  Nivers,  and the two
great  Couper ins.  To hear Franck 's
proud, indeed regal Offertoire in F
Sharp Minor, for lnstance, is to be
reminded of  the st r id ing,  imper ious
tr ip le{ ime rhythm in Louis Couper in 's
ofl played Chaconne. Or let us
consider Franck's Offertoire pour
Messe de Minuit, where not only
is the main theme a seventeenth-
century carol of the type employed
by Daquin as the basis  for  var iat ions,
but  Franck 's  harmonies so c lear ly  !

suggest  the b4roque (q ive or  take
Svct -

one f la t tened dominant  t r iad near
, A

the f in ish)  that  the p iece could be
inserted into a recital of early French
organ music wi thout  prompt ing

any sense of  anachronism. Al l  th is
is the more notable in view of how
complete ly  forgot ten the Couper ins
and thei r  contemporar ies were in

Franck's youth. The huge task of
making the grand s iec le 's  reper to i re
- especially its organ repertoire -

widely avai lable in  pr ln t  fe l l  to  much
younger men than Franck:  such as
Saint -Saens,  d ' lndy,  Gui lmant ,  and
Gui lmant 's  fe l low organist  Andre p i r ro.

Possib ly  the foregoing has been
enough to h int  at  some of  the
pleasures to be found in th is  s t i l l
largely submerged area of nineteenth-
century re l ig ious endeavour.  And
not  f rom Franck a lone:  as wel l  as the
modern and grat i fy ing CD coverage
of  Salnt -Saens's  prev iously  neglected
Christmas Oratorio and Requiem,
receqt performances of Gounod's
early Messe Chorale for choir and
organ (no soloists) have revealeo
that  work to be an outstandingly
decorous and severe concept ion,
the Credo of  which boasts an organ
prelude gr im and chromat ic  enouQh
to ant ic ipate Reger.  ln  shor t ,  cer ta in

too-precious-for-words chora I
conductors who persist in fancying
that  a l l  l i turg ica l  music between
Mozart  and Vaughan Wi l l iams is
mere sugary sentimental schlock
are in  for  a chastening surpr ise.

RJ Slove is an organist who
lives in Melbourne and is writing
a biography of Franck.

Tim N B Gilley
Bayswater  Vi l lage LPO
PO Box 2047
Bayswater  VIC 3 '153

Ph. 041 B 374 961
Email:  tgi l ley@bigpond. net.au

Craftsman Organ Pipe Maker

lllember of the Austrulian Guild of fuIuster Organ Buiklers

ABN 97 356't47 152

Tim is pleased to provide the following services:
, Manufacture of new handcrafted organ ptpes

(flue and reeds.)
' Repair and restoration of existing pipes.
. Minor on site repair work.
.  Zinc windtrunking.
. Tuning sleeves.
Please do not hesitate to contact him to discuss
all your pipe work requirements. Tim looks
forward to being of service to you in the near
future.
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